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ABSTRACT 

Within contemporary 'western', industrial culture the nature and experience of 

femininity and masculinity is characterised by tension and contradiction. This thesis 

looks at how young, subcultural women and men negotiate and make sense of their own 

gendered identities from within this cultural context. Combining the insights and 

methodologies of Cultural Studies and qualitative inquiry, it examines a lived youth 

subculture and representations of youth in popular culture as potential sites for the 

development and articulation of changing modes of femininity and masculinity. Within 

these spaces young women and men develop various strategies and practices to resist and 

challenge patriarchal relations of power and to de-naturalise femininity and masculinity. 

This study explores but also problematises the resistances and youthful rebellions of 

subcultural women and men. It examines the contradictions and compromises articulated 

by these women and men as they simultaneously engage with and seek an escape from 

dominant cultural values and assumptions. This thesis discusses and analyses the nature 

of youthful, subcultural gender identities by looking at them in terms of processes of 

cuiturai hegemony. 
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INTRODUCTION 

Stargate is a science fiction television show where American military personnel 

and a civilian archaeologist travel through a gateway to other planets and alien cultures. 

In an advertisement for a particular episode of this show that screened on New Zealand 

television during 1998, the voiceover speaks of the characters' encounter with a "strange 

new world". This world, which has the look of 'early civilisation' - only basic 

technology, men with long hair, beards and flowing robes, etc - is portrayed as rigidly 

and brutishly patriarchal. The clips from the episode show men barking orders at 

submissive, servile women. Gender is shown to be organised around an absolute and all

encompassing system of domination and subordination. The entrance of the 'modern', 

'civilised', 'enlightened' Americans, and in particular the American woman, throws this 

world into disorder. The earth woman, as part of the US military, is shown fighting the 

injustice of this alien culture, educating the alien women and attempting to revolutionise 

gender relations, despite the wrath of the alien men. The discourse and principles of 

liberal feminism - the importance of 'equality' between women and men, of making 

things fair - are highlighted as central to the ideology of these earth women and men. 

Patriarchy it seems, is no longer part of 'our' experience of contemporary 'western' 

culture, it is a concept foreign, alien and 'other' to us. 

Around the same time as the Stargate ad, another advertisement was shown on 

New Zealand television promoting a documentary expose of the North Harbour rugby 

team. 1 In the clip from the programme Wayne ('Buck') Shelford, a well-known and 

well-liked icon of New Zealand rugby and coach of the No1th Harbour team, stands in the 

changing room and berates his players for not winning their game. The men sit, their 

heads hung in shame, as Buck informs them that they're "just a bloody bunch of BLEEPS" 

and a variety of other insults. Thinly disguised under the noise of the censoring are the 

words "fags" and "girls", words used to denote a lack of 'manliness' and inappropriate 

masculine behaviour. As a tactic to inspire action and determination in the men, the 

coach casts doubts over their masculinities, accusing them of being 'non-men'. He 

attempts to instil fear in them by invoking traditional binary conceptions of gender and 

1 North Harbour is a region of Auckland, New Zealand and forms a team for national rugby competitions. 
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reinforcing a hegemonic model of masculinity, which dominates women and gays and 

which all 'real men' should aspire to. 

I begin my introduction to this thesis with descriptive accounts of these two ads 

because they so vividly illustrate some of the influences, tensions and contradictions that 

characterise contemporary culture and the experience of femininity and masculinity. We 

live in a time where discourses of feminism and sentiments of liberalism and equality 

exist alongside with competing and contradicting discourses and images of 'traditional' 2 

patriarchal femininity and masculinity. The Stargate ad, for instance, contrasts an 

archaic, 'uncivilised', inhuman patriarchy with a contemporary culture where feminism 

has been normalised and accepted as commonsense. This ad, as well as other cultural 

figures, texts and artefacts, can be seen to suggest that contemporary 'western', industrial 

culture is in fact 'postfeminist', beyond the need for feminism, and, by implication, 'post

patriarchy'. Yet at the same time, juxtaposed to "fags" and the negation of "girls", we 

see images of hard-line masculinity. We hear that 'real men' are winners, successful in 

sporting activities, that they demonstrate physical prowess and are assertive and m 

control, all qualities constructed as lacking in women and gay men. These sorts of 

contradictory messages infuse our culture. 'Women's magazines' will expose and 

condemn the genital mutilation of African girls and praise women who have 'made it' in 

traditionally masculine domains. And yet within a few pages these same magazines will 

also promote restrictive and impossible ideals of beauty and rules for obtaining a 

husband. Men also come under scrutiny within both these same sorts of magazines and 

mainstream media as well. Debates rage as to whether the ideal man is a SNAG 

(Sensitive New Age Guy) or a stud, a 'real man'. The 'real man' - a 'manly' figure who 

is strong, aggressive, in control and who lacks emotion and sentimentality - is still widely 

idealised in Hollywood action movies, national mythologies and popular television 

shows, and of course in advertisements for rugby documentaries. Men are 

simultaneously being told to re-form themselves, step out of patriarchal relations of 

power but also to remain strong, hold on to a position of dominance at all costs and 

conform to patriarchal ideals of masculinity. 

2 When I use the word 'traditional', aware as I am of how contentious such a tenn is for discussing gender, 
which is after all a dynamic and historical concept, I am referring mostly to the nonns ai1d ideals of 1950s 
gender relations and to the modem patriarchal gender order. 
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Within this context of competing and contradictory messages and images of 

femininity and masculinity, the idea of youth (sub)culture is particularly significant. The 

women and men of contemporary 'western', industrial youth cultures have grown up in a 

period where the legitimacy of patriarchal power and authority has been thrown into 

question. They articulate new, critical possibilities for femininity and masculinity by 

pushing at the boundaries of societal norms and supporting, and in many respects 

celebrating, difference, deviance and marginality. I look to youth subculture in this thesis 

to explore these possibilities and to discuss changing modes of femininity and 

masculinity. In the youth subculture and the popular cultural representations of youth 

discussed in this study young people can be seen actively negotiating and re-constructing 

their gender identities. They struggle to define themselves as women and men, to 

find/create some sort of alternative to patriarchal gender norms and to negotiate the 

cultural terrain of this moment in time. 

Despite the outward-ness of my research and the relative absence of my own 

voice at a personal and reflective level, my own gender identity is inextricably tied into 

this thesis. Certain areas of my life had a strong impact on the direction of my research. 

My interest in 'androgyny' and the 'antifeminine' practices and appearances of certain 

subcultural girls and women, for instance, was motivated by reflections on my own image 

and practices of appearance. My experiences of being mistaken for a male as a result of 

my short hair and 'unfeminine' clothing (at least I assume that this is the cause of the 

confusion) prompted my investigation into the "gender trouble" caused by 'boyish girls'. 

I also wanted to look at what feminism means within the context of the late 1990s. More 

specifically, I wanted to address and discuss what it means to declare oneself a feminist 

in a supposedly, according to the likes of Ally McBeal, 'postfeminist' world. From my 

own life, again, I was interested in the expressions of criticism and unhappiness with 

traditional understandings of masculinity that were being voiced by my partner and by 

other young males around me. Many of the young men around me were consciously 

defining themselves against dominant cultural values and expectations of masculinity and 

I wanted to closely examine the significance of their counter-hegemonic stance and the 

possibilities that are represented in this stance. While much of this research was 

originally generated by these personal experiences and interests, it is more than simply 

some sort of expose of my self. My initial ideas and assumptions were/are extended and 

complicated by the various voices and images that are represented and analysed in this 
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thesis. Despite the narrowness of the scope of this study - my qualitative research is 

founded on the voices of predominantly Pakeha,3 heterosexual and university educated 

women and men 4 - these voices and my analysis still raise important issues and identify 

significant trends and developments in the nature and experience of gender within this 

contemporary cultural context. 

This project involves the combination of qualitative investigation into lived youth 

subculture with discussion of popular cultural representations of youth. I explore the 

relationship these young people have with discourses of traditional, patriarchal femininity 

and masculinity, feminism, postfeminism, and the backlash to feminism, along with the 

impact these discourses have on their conceptions of gender. These young people engage 

in a search for an "elsewhere" (de Lauretis 1987, 25) and an alternative to patriarchal 

gender relations. They pose resistance and develop strategies to subvert and upset 

'normal' adult femininities and masculinities. Yet changing modes of femininity and 

masculinity are not simple or in any sense straight-forward. They stem from processes of 

negotiation and are cut through by compromise and contradiction. At the same time that 

I discuss and analyse the means of resistance articulated by the young people in this 

study, I also look at the ways in which dominant cultural values are accommodated and 

reproduced. I examine what these negotiations can tell us about the nature of gender at 

this particular moment in time. 

The young, subcultural women and men discussed in this thesis push at the 

boundaries of normative femininity and masculinity and issue challenges to the 

legitimacy of patriarchal order. Throughout this thesis I discuss various strategies and 

practices developed by these women and men to articulate their resistance. Among the 

young women interviewed for my study of youth subculture there is a movement to 

escape and negate the culture of femininity and to cause confusion and dis-order in the 

established gender order. These women promote "gender trouble" by constructing 

'boyish', 'unfeminine' appearances and by appropriating the tropes and garments of 

masculinity. The negation of traditional femininities can also be seen in the slender, 

boyish, muscular bodies that are idealised by women in my discussion of youth 

subculture and that have become increasingly apparent in popular cultural representations 

3 'Pakeha' is the Maori word for a New Zealander of European/white origins. 
4 This issue is discussed more fully and problematised in my ·'Methodology" chapter. 
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of youthful femininities. The cnes of 'girl power!' that have exploded throughout 

popular culture in the late 1990s represent the formation of resistance from within the 

culture of femininity. 'Girl power!' and the validation of girl cultures provide girls and 

young women with a retreat from the demands and restrictions of adult femininity. They 

also demonstrate the adherence of contemporary young women to feminist principles and 

discourse. 

For the young men in this study the articulation of subcultural, alternative modes 

of masculinity involves them distancing themselves from overtly patriarchal 

masculinities. They refuse to endorse or consent to many of the traditional norms and 

ideals of' manhood' or to participate in hegemonic male cultures. For many of these men 

this refusal and their efforts to challenge the 'normal' are discernible in the management 

of their appearances. They use appearance to subvert the 'natural' distinctions between 

women and men and, like the women in this study, to cause "gender trouble". The 

expression of resistance through appearance is often combined with the expression of 

resistance in more self-conscious and life-changing ways. Young, subcultural men 

actively engage in the renunciation of hegemonic masculinity and attempt to unlearn the 

norms of a patriarchal culture. They subvert traditionally masculine modes of behaviour, 

preferring, for instance, to not play a controlling role in their relationships with women. 

These strategies and practices that are formulated by the young, subcultural 

women and men in this study as a means of posing resistance and disrupting patriarchal 

order, are complicated and problematised by their accommodation and reproduction of 

dominant cultural values and assumptions. For instance, 'boyish', 'antifeminine' girls 

and women, while they negate and de-naturalise femininity, leave masculinity relatively 

free from questioning and scrutiny. They see femininity as the a11ifice but masculinity as 

somehow neutral and free from contrivance. The women discussed in this study also 

reproduce and conform to patriarchal conceptions of femininity through embodied forms 

of docility. They experience the "tyranny of slenderness" (Bardo 1993, 22) and submit 

their bodies to practices of self-surveillance and self-discipline. Central to their 

idealisation of the slender body and, indeed, to many of the contradictions that call into 

question the resistances of the young women in this study - both within the local, lived 

youth subculture and popular culture - is their adherence to anti-feminist discourses of 

backlash and postfeminism. They 'soften' their feminism and, in some cases, refrain 
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from engaging in feminist critique as a means of dissociating themselves from negative 

images of feminists. The logic of postfeminism sees many women blame themselves for 

the impact of patriarchal conventions on their lives and subscribe to the notion that the 

experience of femininity is founded simply on individual choice and is without political 

significance. 

The men in this study, despite their efforts at posing resistance, still find 

themselves subject to the norms and ideals of hegemonic masculinity and complicit in the 

maintenance and exercise of patriarchal authority. Like many of the women, these 

young, subcultural men experience disciplinary technologies that work to bring about 

their conformity and docility. Homophobia polices men and encourages practices of self

discipline and self-surveillance. It works, in accord with more general rules that prohibit 

the naming of masculinity as a cultural construct, by preventing the young men in this 

study from voicing their criticism of hegemonic masculinity. They are unable to fully 

share and discuss their re-formed masculinities with other men or to join with other men 

to mobilise for change. Like many of the women, these young men's perceptions of 

feminism and feminists are also coloured by their adherence to anti-feminist discourses of 

backlash and postfeminism. The logic of these discourses allows them to question and 

criticise feminism and, in the process, protect hegemonic masculinity. 

Gender, as this study reveals, rather than being fixed or inherent, is open to 

questioning, negotiation, and can be challenged and transformed. Youth ( sub )cultures, in 

particular, provide critical sites for the development and nurturance of forms of resistance 

and for imagining new possibilities. But as I will stress throughout this thesis, 

normative, patriarchal femininities and masculinities are extremely pervasive and wide

reaching. These understandings of gender infuse dominant cultural institutions, provide 

explanations for difference that are given validity and legitimacy and become part of our 

commonsense knowledge of the world. Among the young, subcultural women and men 

discussed in this thesis, the articulation of resistance and the desire to form gender 

identities which are somehow outside of or exempt from patriarchal relations of power is 

experienced as a struggle between the hegemonic and counter-hegemonic. The practices 

and processes of resistance and accommodation involved in their negotiation of the 

gendered terrain of contemporary 'western', industrial culture cause tension, conflict. 

The self-assuredness and bold, celebratory rebellion of many of these women and men is 
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mixed with f~elings of guilt and unease. Consciousness and subjectivity are experienced 

and represented as contradictory, at times disjointed and unstable. My study of the nature 

of gender for young, subcultural women and men and the possibilities of gender change 

illustrates the lived experience of hegemony and the complex, and often painful, 

processes of negotiation that characterise this experience. 

The opening two examples of the Stargate and rugby documentary advertisements 

illustrate the multiple and conflicting meanings of femininity and masculinity that 

characterise contemporary 'western', industrial culture. They depict contemporary 

gender relations in strikingly different ways and give some indication of the range of 

competing and contradictory discourses that influence understandings of gender. While 

these ads are products of different cultures, their conflicting messages illustrate the global 

interactions of these discourses. The global nature of feminist, postfeminist and 

masculinist discourse is not a focus of this thesis. The interaction between New Zealand, 

US and British cultures is not identified as a significant topic by the informants of my 

qualitative study. It should be noted, however, that the widespread articulation of similar 

discursive formations represents a global concern within 'western', industrial cultures for 

the simultaneous maintenance and entrenchment of patriarchal order and the 

transformation and (r)evolution of this order. While an important component of this 

thesis is situated at a local level with my qualitative study of youth subculture, 

connections are made with a wider, global cultural context. 

My thesis begins with an introductory section where the theoretical and 

methodological parameters of my research are established and discussed. The body of 

my research is divided into two parts. Part One, "Changing modes of femininity", 

contains four chapters in which I expressly address and examine the nature and 

experience of femininity for the young, subcultural women in my qualitative study and 

look at the representation of youthful femininities in popular culture. Part Two, 

"Changing modes of masculinity"5, contains three chapters and investigates youthful, 

subcultural masculinities, again both at the level of everyday life and within popular 

culture. Both Part One and Part Two propose that within the present social and 

5 I have borrowed these tenns, •'changing modes offemininity" and "changing modes of masculinity", from 
works by Angela McRobbie that explore youthful conceptualisations of gender. See Postmodernism and 
Popular Culture. London and New York: Routledge. 1994. 
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discursive climate young, subcultural women and men are contesting established, 

patriarchal norms of gender. They are changing, re-figuring, re-defining gender. Their 

resistances, however, and their contestations of gender are constrained and limited by 

their simultaneous accommodation and reproduction of dominant cultural values. 

Chapter ten draws conclusions from both Parts One and Two. 
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The central theme of my thesis - that changing modes of masculinity and 

femininity are being produced and articulated within youth subculture - involves 

exploring the connections and relationships between three conceptual areas: youth 

subculture, gender, and feminism. These areas arc inextricably linked and overlap as I 

investigate the nature and possibilities of gender change among subcultural youth. 

Underpinning my treatment of youth subculture, gender, and feminism, and at the heart 

of my entire project, is the concept of negotiation. Negotiation provides the key to an 

effective analysis and understanding of gender change within youth subculture, an 

understanding which can go beyond simplistic notions of a pure and straightforward 

rebellion or resistance and account for the contradictions and complexities invo1ved in the 

gender identities of subcultural youth. 

Youth Subculture 

My use of youth subculture in this research requires a review and examination of 

the meanings that have traditionally been attached to the concepts 'youth' and 

'youth subculture'. Like gender, youth is a relational concept; "it exists and has meaning 

largely in relation to the concept of adulthood" (Wyn and White 1997, 11). Within 

'western', industrial culture youth and adulthood have been culturally constructed in 

quite specific ways. Youth has been characterised as a state of 'becoming', a period of 

transition, while adulthood has been seen as the 'arrival' (Wyn and White 1997, 11). 

This arrival is thought to be signalled by the assumption and fulfilment of certain roles 

and responsibilities - primarily work, marriage, the establishment of a home, and 

children. Adults are expected to embody and maintain maturity, order and conformity. 

This may not be a reality for many adults; social constructions of identities and categories 

for people are inevitably founded on principles of homogeneity and generalisation. These 

are, however, the qualities and expectations that have been normalised within this cultural 

context and which provide the commonsense understandings of adulthood. The full-time 

job and steady relationship which culminates with a house and children is still widely 
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depicted within popular culture, taught by schools and parents, and even enshrined m 

government policies6 as the 'normal' trajectory of adulthood. 

Youth, in relation to this understanding of adulthood, has been constructed as a 

· period ofreprieve and freedom. With youth, as Lisa Lewis explains, 

There is a certain amount of social tolerance for leisure activity, sexual exploration, and 
displays of rebellion against parents and other social authorities. Such practices have come 
to constitute the accepted ideological frame for "nonnal" adolescent behaviour (1990, 33). 

Youth is seen as a time in life when irresponsibility and a sense of youthful license are to 

be expected. Youth is perceived as a site where creativity and innovation flourish, a site 

uncorrupted by the harsh realities of the 'real' adult world. 

Toleration of youthful irresponsibility and 'recklessness', however, only extends 

so far. Andrew Ross, in his introduction to lvficrophone Fiends, observes that the 

category of youth seems inseparably tied "to the twin mechanism of rebellion and 

regulation" (1994, 12). Youth is a site that can invoke anxiety and threaten the order of 

'decent society'. Accompanying youthfui rebellion and disorder often comes efforts on 

the part of institutions of power to discipline and regulate young people, to assert control 

and maintain hegemony. In New Zealand such efforts have recently been made evident 

with highly publicised accounts of young people using the drug ecstasy. Politicians, 

police and other moral guardians vow to come down hard on drug users and suppliers and 

attempts have been made to assign ecstasy to a more severe drug classification. Young 

people are constructed as nai've and out-of-control and as a menace to themselves and 

others. Their activities need to be regulated and guided by those with wisdom, 

experience and authority. 

In summary, then, youth has been culturally constructed as a time of freedom and 

expression, a time when lee-way is granted and youthful irresponsibility and resistance to 

authority is to be expected. But youth is also constructed as a dangerous time when 

young people are seen to pose risks to themselves and others. At the same time that lee

way is granted, youth need to be monitored, regulated and, if need be, disciplined. Their 

6 In New Zealand. students under 25 years old whose parents' income does not entitle tl1em to financial 
support from tl1e government are considered dependents of their parents unless they are married. In the 
eyes of the state marriage is a sign of the achievement of adulthood. 
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insurrections and resistances pose real threats to the hegemonic order and must be 

controlled and kept within safe boundaries. 

The formation of youth subcultures provide young people with spaces to articulate 

concerted and spectacular challenges to hegemonic order and dominant cultural values. 

In general terms, "Subcultures exist where there is some form of organised and 

recognised constellation of values, behaviour and actions which is responded to as 

differing from the prevailing sets of norms" (Brake 1985, 8). Subcultures are seen as 

spaces for resistance and non-conformity, arenas where those who are regarded as 

subordinate and illegitimate by the dominant culture come together. They are defined 

against a larger culture or society that, not unproblematically, is constructed as 'normal' 

and dominant. As a result, as Sarah Thornton explains, subcultures "are condemned to 

and/or enjoy a consciousness of 'otherness' or difference" (1997, 5). Youth subcultures 

bring together all the meanings and discourses that surround the concept of 'youth' and 

gives them a community of allegiance and a group identity which goes against the grain 

of the dominant culture The potential for disruption and disorder represented in youth 

subcultures rouses anxiety and nervousness among those with vested interests in 

upholding the hegemonic structure and maintaining their own command of power and 

authority - parents, teachers, representatives of the state, religious leaders, bureaucrats 

etc. 

This general description of the concepts of youth and, more specifically, youth 

subculture gives little insight into the reality of the experience of youth and the nature of 

youth subculture. It stresses the importance of resistance and the oppositional nature of 

youth subculture but is an overly simplistic and, 9n the whole, too tidy narrative. Youth 

and the subcultural spaces that some youth inhabit are cut through with difference. As 

Angela McRobbie explains, "Youth is not a stable undifferentiated category; it is cut 

across by ethnic, gender, class and other differences" (1994, 172). Youth and youth 

subcultures are not magically exempt from the power relations and social processes 

which structure and divide society as a whole. For young people, youth "has meaning 

only in relation to the specific circumstances of social, political and economic conditions" 

(Wyn and White 1997, 15). There is no universal experience of the processes of 

'growing up' or of the reality of being 'youthful'. The class position, gender, sexuality, 

ethnicity, and geographic location of young people all structure their experience of youth. 



13 

The tendency then for youth subcultural scholars has been to ignore the 

differences that cut through and structure youth subcultures. Historical analysis of youth 

subcultures has been primarily concerned with exploring the ways in which they differ 

from the 'mainstream', from what is constructed as 'normal'. Subcultural studies, 

especially before the mid-l 970s, paid little attention to the dominant cultural values that 

are reproduced and maintained within the subculture. In Jock Young's 1971 essay, "The 

Subterranean World of Play", he describes the juvenile delinquent as a male figure who 

"takes up the subterranean values of masculinity, and accentuates them to the exclusion 

of the formal or official values" (1997, 72). Juvenile delinquency in this depiction is 

unquestioningly defined as a male domain; there is no reflection on the reasons for this 

structure or any mention of where the women are and what they're doing. In addition to 

this, the masculinity of the juvenile delinquent is perceived as outside of official values, 

as contrary to the ideals of the dominant culture. While it is true that the masculinity of 

Young's juvenile delinquent doesn't fit comfortably with the prevailing norms, there are 

many ways in which he still reproduces and adheres to a patriarchal model of power 

relations. The juvenile delinquent's masculinity is still defined against constructions of 

femininity that assign women a position of subordinance. The experiences of the juvenile 

delinquent and the nature of his masculinity would also still be shaped and structured 

around his ethnic identity and class position. Young fails to address or discuss ~ny of 

these issues; the juvenile delinquent is presumed to be a straightforward and 

unproblematic figure. The treatment of the youth subculture, depicted as if in pure 

opposition to the dominant culture and as free from the values and structuring principles 

of society as a whole, fails to address and account for the complexities and contradictions 

that are inherent to any cultural group. 

Beginning in the 1970s though, a new approach to youth subcultures was 

developed by scholars at the Centre for Contemporary Cultural Studies at Birmingham 

University. This approach involved the establishment and application of a theoretical 

framework which more effectively addressed the interaction and relationship between 

youth subcultures and the dominant culture. In the introduction to Resistance through 

Rituals, John Clarke, Stuart Hall, Tony Jefferson, and Brian Roberts observe that, "On 

the whole, the literature on post-war subculture has neglected the first aspect (what is 

shared with the 'parent' culture) and over-emphasised what is distinct (the 'focal 
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concerns' of youth groups)" (1997, 108). The Birmingham School sought to provide a 

more balanced account of youth subcultures. 

Attention to this balance was made by utilising Antonio Gramsci's theory of 

hegemony. Hegemony refers to a system where ruling classes attempt to assert their 

dominance over subordinate classes through on-going processes of negotiation. The 

ruling classes attempt to win and secure the consent of the subordinates to their own 

domination. This consent involves support from dominant institutions (the state, school, 

family, police etc) where the dominant values of a culture are made to appear natural, 

neutral and commonsensical. Society, however, may seem to be, "But cannot actually 

ever be ... 'one-dimensional'." (Clarke et al. 1997, 103) Domination is never total and 

efforts to achieve it are never fully successful; hegemony is dynamic and power relations 

are constantly shifting. 

Resistance to hegemony is possible and the youth subculture was seen by writers 

from the Birmingham School as a site where space could be won back and territory 

appropriated (Clarke et al. 1997, 103). Resistance, however, like domination, is neither 

simple nor total. As Clarke et al. explain, 

Members of a subculture may walk, talk, act, look •different' from their parents and from 
some of their peers: but they belong to the same families, go to tl1e same schools, work at 
much tl1e same jobs, live down tl1e same 'mean streets' as tl1eir peers and parents. In certain 
crucial respects, tl1ey share tile same position (vis-a-vis tile dominant culture), tl1e same 
fundamental and detennining life-experiences, as tl1e ·parent' culture from which tl1ey derive 
(101). 

The approach of Birmingham School scholars to the youth subculture acknowledged the 

fact that the space of the subculture is not outside of or simply removed from the wider 

society. While they simultaneously pose challenges and attempt to consciously position 

themselves at odds with the prevailing norms, members of youth subcultures share views 

and values that are communicated within the family, the school, the workplace. While in 

some ways youth subcultures may assert their difference from the dominant culture, in 

other ways they consent to and reproduce the hegemonic structure. Resistance, then, is 

actually about negotiating with the structures of power, about processes of give-and-take 

rather than some sort of pure oppositional stance. 

The development of a theoretical framework which problematises the concept of 

youth subculture and is equipped to address the complexities and contradictions inherent 
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to this cultural realm was an important innovation and has proved extremely influential to 

the field of subculture studies. Yet despite the development of this framework, scholars 

working in the Birmingham tradition in the 1970s still depicted a rather specialised and 

exclusive understanding of youth subculture. In the first place, "Youth subcultures were 

always working class youth subcultures ... and their subcultural status was linked to their 

class subordination" (Gelder 1997, 84). Scholars were acutely aware of the ways that 

subcultures are shaped and structured by the power relations and dynamics of society at 

large but confined their analysis to the area of class. Their approach to issues of class 

was further narrowed by the fact that they saw subcultures as evolving from working 

class experience; youth subculture was a purely working class attempt at finding a 

solution and escape from the experience of subordination. 

The Marxist concerns of the Birmingham School privileged class over other 

relations of power. Little or no attention was paid, at first, to the other axes that intersect 

with class or to the possibility that experiences of domination and subordination can exist 

outside the realm of the working class. The shortcomings of this early work from the 

Birmingham School are made extremely apparent when one considers the treatment of 

gender within subculture studies, or, to be more precise, the lack of critical treatment of 

issues of gender. The tradition of subculture studies has been overwhelmingly 

masculinist and, .as my discussion of Jock Young's juvenile delinquent illustrated, there 

has been very little reflection on this fact. This unquestioning adherence to a study of 

youth subcultures where the protagonists and the cultural rebels are all male and women 

do not exist or exist only within the margins as silent, shadowy girlfriends is still found in 

the CCCS publication Resistance through rituals (Hall and Jefferson 1976). Analyses of 

hippies, Teddy Boys, skinheads and 'lads' all identified class as the central structuring 

principle of the subcultures. No mention was made of the women who undoubtedly 

played some sort of role in the lives of the men. The masculinity of these men was 

unproblematic and no attention was paid to how masculinity is constructed in relation to 

femininity. The Birmingham School's initial construction of youth subculture as a male, 

largely white, working class domain excluded women, non-whites and members of the 

non-working class from the spaces of subcultural expression. While their use of the 

concept of hegemony provided a framework where the complexities inherent to youth 

subcultures could be addressed, the overwhelming concern with issues of class limited 
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the possibilities of this framework and resulted m a rather narrow and exclusive 

understanding of youth subculture. 

The masculinist nature of youth subculture studies was exposed and questioned 

by Angela McRobbie, an affiliate of the Birmingham School. McRobbie drew attention 

to the ways in which the values and the power relations of the dominant culture structure 

young men and women's experiences of youth subculture. In her critiques of subcultural 

studi.es by both Paul Willis and Dick Hebdige, McRobbie declares that 

ultimately the shock of subcultures can be partially defused because they can be seen as, 
among other things, boys having fun. TI1at is, reference can be made back to the idea that 
boys should 'sow their wild oats' - a privilege rarely accorded to young women. This does 
not mean that the 'menace' altogether disappears, but at least there are no surprises as far as 
gender is concerned (199 l. 27). 

She hypothesises that, had the Sex Pistols been an all-female band, 

the response would have been more heated, the condemnation less tempered by indulgence. 
Such an event would have been greeted in the popular press as evidence of a major moral 
breakdown and not just as a fairly common, if shocking, occurrence" (27, 28). 

McRobbie explains how youth subcultures reproduced the patriarchal power relations of 

the dominant culture. She describes a working class culture7 where girls and women are 

tied to responsibilities within the home and denied access to the street and other sites of 

youth subcultural activity. Their futures as wives and mothers are mapped out for them. 

Any active involvement in youth subcultures as something more than a girlfriend may 

harm their reputation and prospects of finding a boyfriend and eventually a husband. On 

the whole, boys and men are accorded much more freedom and. license than girls and 

women and as a result access to the domain of youth subcultures is relatively unhindered. 

For girls and women access to this domain is restricted and not part of the expected 

trajectory towards the realisation of 'normal' adult femin.inity. As McRobbie points out 

in the 1980 article "Settling Accounts with Subculture: A Feminist Critique" (1991, 16-

34), any digression from this trajectory or involvement in the sorts of activities and 

practices characterised by the likes of the Sex Pistols, throws the whole definition of 

gender into disarray and upsets the relations of power. Her early work in the late 1970s 

and into the 1980s was immensely important as it brought the issue of gender and the 

power relations which structure gender into discussions of youth subculture. 

7 Despite her interest in gender. McRobbie's early work still focuses on working class experience. 
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Despite the importance and lasting influence of McRobbie's work on youth 

subculture, there are two main areas of criticism that can be especially directed at her 

early writings. First, in her efforts to expose and discuss the masculine bias of youth 

subculture, she concludes that "subculture itself might not be a place for feminine 

pleasure" (Miles 1997, 68). In her critique of Dick Hebdige' s influential study, 

Subculture - the meaning of style, McRobbie comments that, 

What's more, women are so obviously inscribed (marginalized and abused) within subculture 
as static objects (girlfriend, whores or 'fag heads') that access to its tluills ... would hardly be 
compensation even for the most adventurous teenage girl (1991, 25). 

The experience, or lack of experience, of subculture for many young women was 

structured and determined along strict patriarchal lines of power. McRobbie's attention 

to this understanding of youth subculture, however, as Cressida Miles points out, 

Fails to account for the place of women in subculture, and even implies that women prefer to 
do other things (maybe sit in tl1eirbedrooms and listen to records) (1997, 68). 

In her early work McRobbie seemed so concerned with exposing a particular version of 

the gender dynamics of youth subculture that her account was somewhat totalistic and she 

failed to acknowledge the women who, in various capacities and on varying levels, were 

engaged in subcuiturai activity. For Miles, McRobbie's analysis of youth subcultures 

ignored the reality that by the early 1980s female punks were playing an active role 

within subcultures. McRobbie's focus on the masculine nature and bias of youth 

subculture does not provide an adequate framework for addressing and exploring the 

issue of the females involved in youth subcultural activity. 

The second area· of McRobbie' s early work that is problematic concerns her 

efforts to reclaim and explore specifically female youth subcultures. McRobbie sought to 

challenge and upset definitions of youth subculture that privileged male activities over 

the activities and spaces that are more widely available and accessible to young women. 

Her efforts to contest the dominant depictions of youth subculture and discuss female 

forms of subcultural expression and activity involved the consideration of young 

women's 'cultures'. In doing so she "identifie(d) 'romance' and the 'culture of 

femininity' as central to the daily lives of adolescent young women" (Scraton 1993, 166). 

A significant female youth subculture that emerges from this culture of femininity, then, 

is that of the teenybopper. The teenybopper is the pre-teen girl who forms and 

participates in a girl fan culture that revolves around such teen 'heartthrobs' as David 
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Cassidy and Donny Osmond8. McRobbie, together with Jenny Garber in "Girls and 

Subcultures", sees the teenybopper as negotiating the lack of freedom accorded to girls 

and women and forming spaces that hold possibilities for resistance. The site for this 

subculture is the bedroom, the home and the school - spaces where girls have 

traditionally been confined - as opposed to the street which has been regarded as a 

masculine domain. Rather than the reality of sexual activity, the safety of these spaces 

combined with the fantasy of romance with pop heartthrobs, generated membership to a 

teenybopper subculture which carried few personal risks. The male gaze that women and 

their bodies are subject to outside this subculture is undermined as girls gaze at pinups of 

male pop stars (McRobbi~ an_d Garber 1991, 12, 13). 

The real possibility of resistance and rebellion within this construction of 

teenybopper culture as described by McRobbie and Garber does not adequately 

challenges or upset the traditional narratives of youth subculture that rely on the 

positioning of girls as subordinate to boys. The agency of the teenyboppers described by 

McRobbie and Garber seems so constrained and rigidly restricted by the 'culture of 

femininity' that the authors, in my mind, have to work hard to demonstrate the resistant 

and subversive subcultural practices of this group. As Ken Gelder remarks, Garber and 

McRobbie 

rightly seek an alternative to the CCCS's generally masculinist emphasis on 'resistance' and 
·struggle', but tl1e choice of tl1e teenybopper at tl1e same time poses a challenge to tile 
tendency to locate more ·progressive' modes of femininity in subcultures (1997, 86). 

Teenyboppers, confined to their bedrooms, gazing adoringly at male singers and male 

groups, do not represent sufficiently 'progressive' modes of femininity. As a subculture, 

teenyboppers reproduce and are structured around dominant patriarchal conceptions of 

femininity. Pre-teen girls may grapple and vie for spaces and forms of expression, but 

this is done within a culture of constraint, the actual 'winning' of space being very 

limited and marginalised. McRobbie's example of teenyboppers as a specifically female 

youth subculture is dissatisfying and problematic. When this is combined with her lack 

of attention to the girls and women who inhabit more traditional subcultural spaces we 

are left with a very narrow account of the nature of the relationship between girls and 

women and youth subcultures. 

8 As a child of the 80s and early 90s McRobbie's 'hearttlrrobs' are unfamiliar to me. During my pre-teen 
years it was groups like Bros and Wet Wet Wet who were the objects of teenybopper cultures. Today 
groups such as Five and the Backstreet Boys seem to perform the same function for pre-teen girls. 
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This simplified account of the genealogy of youth subculture studies provides the 

framework that informs my research. My research requires a model of youth subculture 

that can allow for complexities and contradictions. There is no fixed or simple 

understanding of the period known as youth and youth subcultures do not pose 

straightforward or necessarily coherent challenges to a monolithic dominant culture. As 

Crook et al. explain in Postmodernization: Change in Advanced Society, "contests 

between resistance and conformity do not conform to a single line between the 

subordinate and the hegemonic" (quoted in Muggleton 1997, 200). The resistances posed 

by youth subcultures are often cut through with contradiction and ambivalence. 

This understanding of youth subculture draws on the concept of hegemony which 

I discussed in relation to the Birmingham School scholars. It goes beyond, however, the 

very class oriented analyses produced by the CCCS writers in the 1970s. While gender is 

my central concern, youth subculture is also complicated by issues of sexuality, ethnicity, 

and geography, not to mention class. The resistances posed by members of youth 

subcultures are simultaneously shaped by their desire for difference and non-conformity, 

and by their positions as products of the dominant culture. While they work to disengage 

from dominant culture these young people are still raised and schooled in the values 

espoused by the family, the school, the state. Subcultural youth negotiate between their 

various positions within society in an attempt to carve out alternative spaces and modes 

of expression. 

This approach to youth subculture dispels the myth of pure and untainted counter 

culture. It does not, however, in any way undermine the real possibility for resistance 

and strategies that counter the hegemony of the dominant culture. In fact, as Chris 

Stanley explains, "The ambivalence and indeterminacy of contemporary subcultures 

makes them dangerously destabilizing in relation to remaining hegemonic institutions" 

(1997, 47). He goes on to assert that 

whereas previous youth subcultures conformed to a group solidarity rnodel of resistance, the 
relationship between the group and the individual in contemporary manifestations of 
subcultures is a less consistent characteristic, demonstrating the increasing inability of the 
prevailing hegemonic dynamic to maintain stability (47). 

Membership in youth subcultures is dynamic and the allegiances and attitudes of young 

people shift and change and merge with other viewpoints. Many young people have their 
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feet, so to speak, in various camps and do not commit themselves to a fixed and stable 

subculture. It is not possible, then, for those with a vested interest in maintaining and 

enforcing hegemony to clearly identify and work against a static and defined youth 

subculture. Efforts are still made but success is never total or guaranteed. 

My research is founded on an investigation and analysis of gender in youth 

subcultures. The work of Angela McRobbie is therefore an important starting point for 

such an investigation. As I have discussed, however, I have some significant problems 

with McRobbie's early treatment of gender within youth subculture. I am not convinced 

by the resistant power of the teenybopper nor by the claim that, on the whole, subcultures 

are not a space for female pleasure. Part of my criticism of these assertions I think stems 

from the fact that the nature of youth subculture has changed significantly over the last 20 

years. The lives and experiences available to girls and women during the 1970s, judging 

from McRobbie' s descriptions, were extremely limited and constrained within strict 

parameters of the culture of femininity. Today, however, this culture of femininity, 

although still very potent and enduring, exists alongside and even incorporates discourses 

of liberal feminism that stress the importance of equality, fairness and opportunity for 

girls and women. Subcultures, as Cressida Miles points out, "are places that constantly 

modify and transform themselves through time and space" (1997, 67). As a result of 

changes in the status of women, the availability of subcultural expression to girls and 

women is now less restricted. Girls and women now have a greater presence in youth 

subcultures and have even been active in forming their own subcultures where femininity 

is contested and reconfigured. 

My use of youth subculture, then, involves the active participation, to varying 

degrees and in various forms, of both girls and women, as well as boys and men. It also 

requires an understanding of subculture that acknowledges and problematises the 

contradictions represented and embodied by its members. My approach to youth 

subculture involves a reconfiguration and redefinition of previous conceptualisations of 

the meanings of youth subculture. Ultimately, however, I still subscribe to the 

understanding that youth subcultures pose some sort of opposition and resistance to the 

prevailing norms of society, to the hegemony of the dominant culture, even if they do so 

in often contradictory ways. It is a space where taken-for-granted values of society 
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undergo scrutiny and questioning. Cressida Miles sums up the possibilities represented 

by youth subculture when she asserts that 

a subcultural identity could imply a new way of looking at the self, as it involves a shift in the 
space of social positioning and provides new modes of understanding. This becomes a place 
to rethink the self actively, even by virtue of embracing Otherness (1997, 70). 

Youth subcultures hold the potential for the articulation of identities and values that 

counter the expectations of the dominant culture. While confirming some dominant 

cultural expectations, the experience of otherness, of difference and marginality by the 

members of youth subcultures can result in 'new modes of understanding' and the 

creation of new identities and frameworks for living. Such a contested understanding of 

youth subculture is central to my discussion of the changing modes of masculinity and 

femininity within contemporary youth subculture. 

Gender 

The central contention of my thesis - that youth subculture is a site where 

masculinity and femininity are being contested and reconfigured, that change is taking 

discussion of understandings of gender and of the nature of gender relations. Gender, 

that is, masculinity and femininity, is socially constructed. There are no fixed essences or 

biological certainties on which gender is founded. Instead, masculinities and femininities 

"are the product of the cultural meanings attached to certain attributes, capacities, 

dispositions and forms of conduct at given historical moments" (Nixon 1997, 301). At 

different moments in time masculinity and femininity have been culturally inscribed in 

particular ways. Boys and girls, men and women all learn their gender identities and are 

informed by the cultural values that are taught and adhered to by ideological institutions, 

such as the family, the school, the workplace, the state. Some of the cultural values 

attached to masculinity and femininity may stay the same, while other values may change 

and are shaped by the historical and social moment. Gender, then, is dynamic, shifting 

and adjusting over time and in response to social conditions. 

Gender is always interwoven with other factors. Ethnicity, class, sexuality and 

various other components of identity all inform the nature of an individual's gender 

identity. There is no one set and unified model of masculinity or femininity. Instead, we 

need to talk in the plural of masculinities and femininities, of various models of gender. 
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On a general and simplified level, however, any discussion of gender and of the 

interrelation of forms of femininity and masculinity must centre "on a single structural 

fact, the global dominance of men over women" (Connell 1987, 183). Gender is 

structured in accord with a patriarchal contract ( de Lauretis 1987, 17), a system where 

men benefit from the subordination of women. 

In order to understand how this patriarchal social order works, gender needs to be 

conceived of as a relational concept. Masculinity and femininity exist in relation to each 

other and in relation to various models of masculinity and femininity. Hegemonic 

masculinity, the concept that is the linchpin to a patriarchal social order, must have its 

Others against which to define and legitimate itself The role of Other is performed by 

women and by subordinate masculinities which are deemed to be inferior, the most cited 

example being homosexuals. This system of gender relations is central to the 

establishment and maintenance of hegemony. As R.W. Connell explains, 'hegemony' 

refers to the cultural dynamic by which a group claims and sustains a leading position in 
social life. At any given time, one form of masculinity rather than others is culturally 
exalted. Hegemonic masculinity can be defined as the configuration of gender practice 
which embodies the currently accepted answer to the problem of the legitimacy of patriarchy, 
which guarantees (or is taken to guarantee) the dominant position of men and the 
subordination of women (Connell 1995. 77). 

Patriarchy is legitimated by particular models of masculinity that achieve ascendancy in 

relation to women and in relation to other men who are do not fit or conform with these 

'culturally exalted' models. Hegemonic masculinity represents the cultural ideal of 

manliness and is so enshrined within institutions that it becomes commonsense, it appears 

natural and normal. This 'commonsense' masculinity is based on a patriarchal model of 

gender relations and is concerned with normalising and legitimating the dominance of 

men and the subordination of women. 

This is the overarching objective of hegemonic masculinity but the reality is less 

total and straightforward than this. Hegemony and hegemonic masculinity "does not 

mean total control" (Connell 1995, 37) and is always contestable. Gender, as Connell 

explains, "is an internally complex structure" and "masculinity, like femininity, is always 

liable to internal contradiction and historical disruption" (1995, 73). The subordinate 

groups and individuals within the hegemonic structure are not actually eliminated and 

their presence can still threaten the ascendancy and values of those who dominate. In real 

life the ideals of hegemonic masculinity are difficult to achieve. They are ultimately 
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unattainable standards towards which men should strive and often simply serve as 

symbols to be invoked9. Compromises are often made and real, lived masculinities and 

femininities are invariably unstable and cut through with contradictions and 

ambivalences. It is the issues of contradictions within the gender order and contestation 

over the meanings of gender that are central to my analysis; I am concerned with the 

practices of members of youth subcultures that upset and destabilise the patriarchal social 

order. 

Connell' s depiction of the precariousness of hegemony and of the contradictory 

nature of gender is also reflected in Teresa de Lauretis' account of gender as a social 

technology. de Lauretis draws on Michel Foucault's theory of sexuality as a "technology 

of sex" but extends this further to propose 

that gender, too, both as representation and as self-representation, is the product of various 
social technologies, such as cinema, and of institutionalized discourses, epistemologies, and 
critical practices, as well as practices of daily life (de Lauretis 1987, ix). 

Gender does not exist in a 'natural' state but is produced by social technologies. 

Masculinity and femininity exist socially and publicly through representation and at the 

level of the individual through self-representation. These two sites of gender construction 

are not mutually exclusive and each affects the other - "the social representation of 

gender affects its subjective construction and ... the subjective representation of gender -

or self-representation - affects its social construction" (de Lauretis 1987, 9). Both sites 

are 'worked on' by various social technologies, discourses and social and cultural 

practices, all of which are concerned with establishing commonsense and normalised 

understandings of gender. Technologies of gender are the machinery of a patriarchal 

social order and hegemonic structure. They work to reinforce and legitimate a "male

centered frame of reference" ( de Lauretis 1987, 17). 

de Lauretis stresses, however, that the dominant narrative of gender is neither 

fixed nor the only available option. She describes an 'elsewhere' of discourse, the spaces 

outside the hegemonic structure where challenges can be posed and resistances 

articulated. She thinks of it as 

spaces in the margins of hegemonic discourse, social spaces carved in the interstices of 
institutions and in the chinks and cracks of the power-knowledge apparati. And it is there 

9 Connell comments that ''few men are Bogarts or Stallones, many collaborate in sustaining these images" 
(1987, 185). The cultural ideals of hegemonic masculinity may be fantastic and unattainable but many men 
and women still consent to them. 
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It is in the margins, the borders and spaces outside of the dominant representations of 

masculinity and femininity that different understandings of gender can be constructed. 

Disruptions, confusion and debates are possible and challenges can be posed from the 

cracks and gaps in the 'system'. 

Such resistance and the spaces in the margins are never simple. It is not possible 

to entirely escape or get outside of the terms that construct gender in ways that legitimate 

a patriarchal social order. This is a social order that we live with, actively participate in, 

and which provides many of our commonsense understandings of the world; it is too 

powerful and pervasive to entirely and successfully 'unlearn'. Resistance, then, involves 

straddling and moving between "the (represented) discursive space of the positions made 

available by hegemonic discourse and the space-off, the elsewhere of those discourses" 

( de Lauretis, 26). It involves negotiating with the terms of power and making 

compromises. These two kinds of spaces "coexist concurrently and in contradiction", the 

movernent between then1 is characterised by ''the tension of contradiction, 

and heteronomy" (26). 

Both Connell' s and de Lauretis' theories of gender provide explanations for the 

contradictions and complexities involved in strategies of resistance to hegemonic 

masculinity and dominant social representations of gender. The need for such 

understandings of gender will be made apparent throughout my thesis as I explore the 

resistances posed by members of youth subcultures to the dominant terms and 

arrangements of gender. Even those who consciously articulate criticism and position 

themselves in opposition to the patriarchal social order, at the same time reproduce and 

adhere to this same social order; they are both inside and outside of the system of 

domination and subordination. Foucault suggests, however, that "living in this 

uncomfortable tension is an important catalyst for resistance and wariness" (Sawicki 

1991, 104). Contradiction plays havoc with the quest for stable hegemony and upsets the 

simple and 'normal' versions of gender that are exalted and represented within our 

culture. Meanings of gender slip and fail to fit together as individuals resist and upset the 

structures of power. 
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The frameworks for understanding gender developed by Connell and de Lauretis 

acknowledge the impermanence and shifting, changeable nature of gender. Gender has a 

history and is altered and reshaped over time. This conceptualisation of gender is pivotal 

to a study of the changh1g modes of masculinity and femininity represented within youth 

subculture. My theoretical framework for examining the specific gender transformations 

and the strategies and practices developed by youth subcultures to upset and problematise 

normalised understandings of masculinity and femininity draws on the works of various 

scholars. My discussion of femininity and, in truth, the whole point to my thesis, owes 

much to an essay written by Angela McRobbie entitled "Shut up and dance: Youth 

Culture and Changing Modes of Femininity". Within this essay McRobbie analyses the 

social conditions and developments from which "new emergent modes of 

femininity"(l994, 156) have evolved. It is a social context where feminism has had a 

dramatic impact on the lives of girls and women and has " 'unhinged' ... their traditional 

gender position" (158). McRobbie examines the cultural practices and innovations of 

present-day young women - their magazines, their fashions, their involvement in rave 

culture - as a means of showing how girls have changed. One of her conclusions, which 

will be developed throughout my own analysis and discussion of femininity, is that 

feminism and femininity can no longer be regarded as binary opposites and that the 

culture of young women now represents a meeting and merging of these two discursive 

realms. 

Another contemporary trend that has been observed by Gayle Wald has been the 

performance of "girlhood" by female musicians as a strategy of resistance to patriarchal 

femininity. This is an understandably problematic feminist strategy. 'The girl' "signifies 

ambiguously" (Wald 1998, 588). Women who play with and perform 'girlishness' can be 

seen as resisting the demands of 'normal' 'adult' femininity and as reclaiming a time of 

play and innocence. At the same time, however, within 'western', industrial culture 

'girls' are treated as trivialised, power-less figures who can be easily dismissed and 

derided. The presence of 'the girl' in music and other realms of popular culture further 

demonstrates McRobbie's claim of the alignment and merging of feminism with the 

culture of femininity. The issue of posing resistance and bringing about change from 

within and in accord with the culture of femininity is raised both in the interviews that I 

conducted and within the more general realms of popular culture. 
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Other strategies of resistance and change represent attempts to get outside of the 

cultures of femininity and masculinity, to somehow disengage and escape from these 

cultures and to construct new versions of gender from the margins. The clothing and 

styles of particular youth subcultures are now inflected with the ideas of 'androgyny' and 

gender ambiguity. There is seemingly a lack of differentiation between the signifying 

practices of the feminine and the masculine. Gender ambiguity upsets the established 

gender order and calls into question the supposedly natural and essential 'truths' of 

gender. As Judith Butler explains, the gendered body is revealed to be a performance, a 

construct that has 

no ontological status apart from the various acts which constitute its reality . . . acts and 
gestures, articulated and enacted desires create the illusion of an interior and organizing 
gender core (1990, 136). 

When individuals step outside of the parameters of their performances they expose the 

illusory nature of gender. Butler's conceptualisation of androgyny and 'gender trouble' is 

discussed in relation to the practices of both young subcultural women and men. 

My analysis of androgyny leads to a more specific discussion of the female body. 

It is not just the outside of the body, the clothing, hair and overall 'style', of young 

women that provides evidence of strategies to 'de-feminise' gender and get outside of the 

hegemonic matrix of gender relations. Susan Bardo examines androgyny at the level of 

the body and explores its relationship to the pursuit of slenderness that is a major concern 

of contemporary women. Body image and the desire for 'toned', slender bodies is central 

to both the popular cultural representations of young women and the actual lives of the 

women I interviewed. Body image is a key point of contradiction and confusion in my 

analysis of the changing modes of femininity within youth subcultures. As Bordo 

explains, "the "androgynous" ideal ultimately exposes its internal contradiction and 

becomes a war that tears the subject in two" (1993, 174). At the same time that the 

pursuit of slenderness reproduces the traditional construction of femininity, it "intersects 

with the new requirement for women to embody the "masculine" values of the public 

arena" (173). Slenderness and the desire for a body which can measure up to those of 

men can be seen as a form of resistance to traditional femininity. It can represent a denial 

of the Otherness that women have been assigned and an embrace of the privilege of the 

male world, an attempt to experience the mastery, control and power of men. It can also 

represent, however, the maintenance of the notion that women's bodies are objects for 
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display, that their worth is measured by how well they enforce on themselves and perfect 

the cultural ideals of 'beauty'. 

As <:;onnell and other theorists stress, gender is a relational concept and 

masculinity and femininity only exist when positioned against each other. As such, the 

changing and developing meanings of femininity must provoke some sort of response in 

terms of masculinity. As femininity shifts and alters so too must masculinity. 

Throughout the late 1980s, especially, and into the 1990s, many scholars have concerned 

themselves with the state of masculinity as discourses of feminism have permeated our 

culture and the position of women has been questioned and disrupted. Much of this 

writing has shown masculinity to be in 'crisis' 10 , as characterised by a feeling of anxiety 

and uncertainty. Jonathan Rutherford, for instance, claims that 

for men who were promised recognition and a secure place in the world, there lies ahead a 
frightening prospect: that masculinity will be shorn of its hierarchical power and will become 
simply one identity among others (Rutherford 1988, 11). 

The hegemony of masculinity has been seen as threatened and vulnerable within a social 

context 'Nhere women have gained (supposedly) a more powerful and public presence. 

Out of this context and in response "to the structural changes of the past decade 

and specifically to the assertiveness and feminism of women" (Rutherford 1988, 32) 

came movements and gestures to reassess and reconfigure masculinity. Within media 

and academic writing the emergence of' softer', less hierarchical and less secure models 

of masculinity were signalled with the invention and development of the so'.".called 'New 

Man'. Scholars are divided over their treatment of the New Man. Some see him as 

representing a genuine effort to take account of feminist critiques and to "forge a new, 

reconstructed masculinity" (Whannel 1993, 209) while others are more cynical and 

suspicious. Rowena Chapman, for instance, considers the possibility that the New Man 

could simply be a mutation and adjustment of patriarchal masculinity, an appropriation 

by men of changing gender relations (1988, 243, 247). 

I suggest that it is within youth subculture that the reconfiguration of masculinity 

is most apparent. The masculinities of contemporary subcultural youth appear to diverge 
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from more traditional and hegemonic masculinity and embody the possibilities and hopes 

of/for the New Man. The nature of these new men, however, and the extent to which 

they challenge and subvert patriarchal masculinity is complicated and often contradictory. 

As a means of examining and discussing the specific context for my qualitative 

study of youth subculture I draw on work by New Zealand social historian, Jock Phillips. 

Phillips' book, A Man's Countty? The Image of the Pakeha Jvfale: A History, chronicles 

the dominant images and ideals of Pakeha11 masculinity. He examines the myths and 

stereotypes of men that have been formed and articulated throughout the colonial period. 

Pakeha men have been mythologised as rugged, practical, hardy, qualities deemed 

essential in the colonial New Zealand of the 19th century. Emotion is kept hidden and 

met with scorn if expressed. Such men form bonds with their 'mates', often expressing 

disdain for women and for things deemed 'feminine'. These masculine values are 

articulated and receive validation in the male cultures that are formed around alcohol 

consumption (especially beer) and rugby. Phillips' analysis of these male cultural 

practices provides a backdrop for my own discussion of youthful, subcultural 

masculinities. The dominance and 'noisiness' of these male cultures in New Zealand 

society work to bolster patriarchy and is experienced as oppressive by many young, 

subcultural men. Men in _my qualitative study oppose and define themselves against the 

images of masculinity propagated within these hegemonic cultures. 

(Post)feminisms 

Various scholars have shown how discourses of liberal feminism have been 

normalised and incorporated into the structures of society. Philip Green's analysis of 

contemporary Hollywood movies shows clearly "that the production, ideological work 

(and indeed the consumption) of visual culture is at the very least acted upon by 

feminism" (Tasker 1998, 119). The terms and languages for discussions of gender 

relations have changed in response to the feminist movement. 

10 See Rowena Chapman and Jonathan Rutheiford (eds), 1\tJale Order- Unwrapping 1\Jasculinity, London: 
Lawrence and Wishart, 1988: Pat Kirkham and Janet Thumim ( eds), You Tarzan -AJasculinity, A1ovies and 
Afen, London: Lawrence and Wishart, 1993; and Constance Penley and Sharon Willis, "Editorial: Male 
Trouble" in Camera Obscura. pp.4. 5. Number 17, May 1988. 
11 'Pakeha' is the Maori tenn for a New Zea lander of white/European origins. 
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According to Tania Modleski, however, the general adherence to liberal feminist 

principles and the proclamations of 'postfeminism' that characterise the present social 

moment do not indicate the progressive shift in gender relations that one would initially 

assume. She analyses and dismantles the claim that has emerged in the 1990s, . both 

within popular culture and within cultural criticism, that the goals of feminism have been 

attained, that power differentials have been rectified. Such claims are evidence, in her 

mind, of a conservative backlash that "has been carried out not against feminism but in 

its very name"(1991, x). The assumption that feminism is now commonplace, that it is 

'old hat' and no more needs to be done, undermines and negates the real critiques and 

objectives of feminists within the contemporary context. The relevance of feminism in 

the 1990s is effaced when movies, public figures and cultural critics proclaim that 'we 

should really be beyond that by now' and depict a culture where women are now in 

control and can 'choose' for themselves how they want to be. Modleski critiques this 

position and instead describes it as a strategy "whereby men ultimately deal with the 

threat of female power by incorporating it" (7). The normalisation of discourses of 

feminism and the feeling that 'we're all good guys now', according to Modleski, conceals 

the efforts that are being made to consolidate male power and stabilise hegemony. 

It is the feminisms that come out of this context that are a focus of my thesis. In 

particular, I am concerned with the meanings that are attached to feminism by young 

women and men, the nature of their feminisms or their reasons for not subscribing to 

feminism. My analysis of youthful feminisms draws or\ various anthologies and 

collections of writings that discuss the issue of 'generations' within feminism. New 

names have been generated to describe young feminists, such as the 'third wave' and 

'Gen X feminists'. The collection of essays entitled Generations - Academic Feminists 

in Dialogue, the special issue of Hypatia devoted to third wave feminisms, and the recent 

Australian publication Talking Up - young women's take on feminism, along with other 

articles and essays which have emerged in various places are all concerned with distinctly 

youthful understandings of feminism. Some are critical of young feminist writers' 

negative stereotyping of older feminists and their sometimes monolithic treatment of the 

'second wave'. Others are more concerned with having young feminists communicate 

their concerns and opinions and how they conceptualise their place in a world that many 

have characterised as postfeminist. These accounts of contemporary youthful feminism 

are complex and multiple, acknowledging that the experience of feminism is at times 
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ambiguous and contradictory. The feminisms represented within popular culture and 

within the youth subculture of my qualitative study are neither straightforward nor 

unified. While they acknowledge the legacy of 'the second wave', they simultaneously 

adhere to and work against stereotypes of traditional feminism. The 'postfeminist' 

climate and rhetoric along with the more general backlash against feminism all influence 

contemporary youthful feminisms. The complex relationship between feminist discourse 

and anti-feminist discourses of backlash and postfeminism is also central to the gender 

identities of the subcultural women and men in this study. Young women and men form 

understandings of femininity and masculinity from within this context and in relation and 

response to each other. 
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CHAPTER TWO 

METHODOLOGY 

Introduction 

My exploration into the changing modes of masculinity and femininity within 

youth subculture combines two methodological approaches - textual analysis and in

depth qualitative analysis of subcultural youth. The relationship between the qualitative 

research and textual analysis is not one of simple cause and effect. I am not claiming that 

members of youth subcultures are watching certain films or TV programmes and 

constructing themselves in response to these texts or that these texts somehow faithfully 

mirror and reproduce the experiences of 'real' young people. There is no clear, linear 

correlation between what is going on within popular culture and what is going on within a 

lived youth subculture. 

What does connect these two areas of research, however, is the particular cultural 

context that they both share. The meanings of gender for young subcultural adults, 

within both the realms of lived experience and representation, are produced within and in 

response to the specific cultural conditions of the present social moment. The depictions 

of young people in advertisements and 'youth' oriented media, figures from the world of 

popular music like the Spice Girls or Jarvis Cocker from Pulp, or characters in such 

movies as Suburbia (Richard Linklater 1996), and the young men and women of my 

qualitative study all negotiate with the discourses and issues which characterise this 

historical moment. 

The link between media representations of youth and the words and activities of 

members of youth subcultures is by no means straightforward and the two realms do not 

map easily on t_o each other. The negotiation of common cultural conditions and a 

particular social climate, however, means that 

everyday life becomes at least partly comprehensible within the very tenns and images 
offered by the media, popular culture, education and the arts, just as material life creates the 
preconditions for ideological and cultural representation (McRobbie 1991, 30). 

There is some degree of reciprocity, however messy and complicated, that links the 

meanings of gender produced within youth subculture with the meanings and images 
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produced within media and popular culture. Both areas respond to and reflect certain 

social trends and developments which have problematised and thrown into flux 

traditional understandings of gender. Discussion of lived youth subculture and 

representations of youth demonstrates the global interaction of social discourses and the 

widespread contestation that surrounds contemporary conceptualisations of gender. 

My project in many respects conforms with the three interrelated problems that 

Norman Denzin identifies as central to cultural studies. Denzin explains cultural studies 

as concerned with "the production of cultural meanings, the textual analysis of these 

meanings, and the study of lived cultures and lived experiences" (Denzin 1992, 34). 

Through the implementation of reading strategies of cultural texts and through the study 

of lived cultures and lived experiences, I seek to examine contemporary gendered 

discourses and show how meanings attached to these discourses may be shifting and 

changing for young people. I combine textual analysis of popular culture and qualitative 

analysis of youth subculture to demonstrate how certain ideas about gender are 'out 

there.' A reconfiguration of gender among young people is evident both at a global, 

macro level of western, industrial culture and at a more specific and everyday micro 

level. Cultural understandings of gender and of gender change are embedded within and 

disseminated across the cultures we inhabit. 

The combination of these methodological frameworks raises issues about the 

relationship and interaction between local and global cultures. In many respects, the 

informants in my qualitative study ground and frame their experiences within a specific 

local context. My treatment of these experiences involves discussion of this local context 

but also making connections with a global, in many respects media-ted cultural context. 

For example, my discussion of masculinity within the specific youth subculture explored 

in this study refers to specific, in-depth analysis of New Zealand culture. I examine the 

cultural history of Pakeha masculinity to discuss the embedded-ness, the dominance, and 

the legacy of particular modes and understandings of masculinity. The 

institutionalisation of these modes of masculinity and their widespread validation and 

centrality in narratives of national identity demonstrates their special importance in terms 

of the concerns of this thesis. This sort of focus at a local level is combined with 

discussion of modes of gender articulated at a global level. I make connections, for 

instance, between specific Pakeha masculinities and ideas about masculinity that seem to 
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span the borders of 'western', industrial cultures. Gender is experienced and articulated 

within a particular local culture but also inter-plays with and is part of a larger global 

culture. While the issue of interaction between local and global cultures is significant and 

warrants more complex and in-depth discussion it is not part of the central focus of this 

thesis. 

Textual analysis 

Within my thesis I examine various textual and popular cultural representations of 

young adults and the meanings of gender that are constructed and contested within these 

texts. In terms of filmic representation I use Richard Linklater's film Suburbia (USA, 

1996). Suburbia depicts late teens/early twenties American 'slacker' youth. It focuses on 

an all-white, straight group of young suburban men and women who congregate outside a 

local convenience store. As part of my discussion of femininity and in particular the cries 

of' girl power!' that have worked their way into mainstream media and popular culture I 

look at television footage of the Spice Girls and at an MTV documentary on the 

phenomenon of 'girls' in music. I also draw on and analyse music and music videos, as 

well as advertisements and popular print media, which all, in various ways, say 

something about changing modes of masculinity and femininity among young people. 

I analyse and interpret these media texts and popular cultural figures by adopting 

the strategy of 'close reading'. In short, this means that I privilege my own reading and 

interpretation of the texts over the other possible meanings that may be derived from 

them; I bring to these texts my own agenda and particular interests which influence my 

readings. Close reading, as a critical method and strategy of inquiry, has come under 

much criticism in recent years. As Fred Pfeil explains, 

At its worst, it ignores tl1e active intertextuality of the objects it freezes in place, and seeks to 
elevate and autl10rize t11e prideful critic's sensitive, intelligent reading over tl1e far more 
various and at least equally productive readings constructed by a host of other audiences and 
reading groups (1995. xiii). 

Close reading has been accused of arrogantly attempting to fix and legitimate one reading 

of a text and, in the process, ignoring the possibilities for different and multiple 

interpretations. It is seen by some as an 'ivory tower' activity which does not consider 

the various meanings that 'real' audiences may derive from their readings. Many media 

theorists have sought to address this by turning their attention to specific audiences in the 
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consideration and analysis of media texts. This regard for the ways that audiences read 

and decode media texts, ways that may differ markedly from the meanings they were 

thought to have been encoded with, can be seen in classic works by Janice Radway and 

k . 12 
Henry Jen ms . 

The development of scholarship that explores the role and reading practices of 

audiences is of much value and importance. Such research acknowledges the multiplicity 

of interpretations of texts and situates these interpretations within specific contexts and 

groups of people. I do not consider, however, that the critical method of close reading 

has now been rendered redundant or that the insights and analyses that this method can 

offer are somehow invalid. The criticisms directed at close reading depict it at its worst 

when, in fact, as a strategy its benefits can lie in its sustained consideration of the internal 

workings of a text and in the full development of a particular account of the meanings 

produced within that text. What must be reflected on, however, is that the close reading 

put forward by a scholar is still only one account of the text. Tania Modleski's book 

Feminism Without Women, and Jvlale Trouble, the collection of essays edited by 

Constance Penley and Sharon Willis, both use the strategy of close reading for feminist 

analyses of film. In reference to these texts, Pfeil states, "I have not read these works as 

though their authors were claiming absolute interpretive authority over the texts they 

explore" (xv). The authors undertake their readings "from their own determinate social 

and political positions" (xv). The close reading of texts is not a neutral or 'objective' 

process but is reflexive and shaped by the concerns and perspectives of the scholar. 

Close readings are valuable as an attempt to make sense of the meanings of texts, to make 

connections between a text and the cultural and ideological underpinning of its 

construction. Such readings can be convincing and plausible but should still be regarded 

as only one of numerous possible interpretations. 

My analysis of media texts, then, is shaped by my social and political position. 

My interpretations and arguments stem from my situated position as a Pakeha feminist 

graduate student I propose a reading of these texts, an arrangement of their possible 

meanings, which provides an explanatory framework for the changing modes of 

masculinity and femininity of young people. I will attempt, to argue my case 

12 See Janice Radway, Reading the Romance: Women, Patriarchy and Popular Literature, Chapel Hill: 
University of North Carolina Press. 1984: Henry Jenkins Textual Poachers, New York: Routledge, 1992. 
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convincingly and thoroughly but it is by no means absolute or inherently authoritative. 

Rather, it is contingent upon a particular narrative that I weave and put forward. 

Qualitative research 

Many of my ideas about the nature of gender for contemporary young people 

were formed in response to my own viewing and reading of media texts. I felt that the 

images of young people that I was seeing on television or in movies somehow struck a 

chord with what I was seeing and experiencing around me. David Muggleton suggests 

that in order to explore and complicate the connections between media representations of 

subcultural youth and lived, everyday experiences, analysis should address the "the 

subjective meanings and perceptions of the subculturalists themselves" (Muggleton 1997, 

201 ). Aware of the limitations and narrowness of the strategy of close reading, I looked 

to the subcultural activities and expressions of local young people for a more rounded and 

in-depth account of issues raised in popular culture. Thus, I needed a level and method of 

analysis \Vith which I could observe and participate in the activities of a youth subculture 

and which would enable me to collect and examine their stories, opinions and theories 

about gender and youth at this present social moment. The use of qualitative methods of 

research and inquiry provided a framework for such a project. 

My use of qualitative methodologies involved a small scale study of a group of 

young men and women who together loosely formed and participated in a youth 

subculture. Through in-depth interviews with these men and women I asked them to 

reflect on the nature of this historical moment and requested them to specifically discuss 

and consider issues of gender and feminism. For each interview I followed the same list 

of general questions which are included in Appendix A. While loosely following these 

questions, each interview also allowed scope for digression and discussion of issues 

raised during the interview. 

I interviewed eleven young adults - five men and six women - who, in a variety 

of often contradictory ways, upset dominant gender norms and threaten hegemonic 

masculinity. My first interviews began with people close to me, friends who were aware 

and interested in my project. I sought out people I knew who I felt fitted in some way 

with the understanding of youth subculture that I had constructed. Contact was 
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established with the rest of my informants through the 'snowball effect' - I would 

interview one person who would then put me in touch with someone else. In order to 

protect their anonymity, I asked each informant to provide me with a false name before 

we began the interview. 

These men and women are aged between 19 and 26. My judgement of their 

suitability for this study and to be characterised as members of a youth subculture was 

based on several factors. Youthfulness was central and was determined not by strict 

biological and age-based definitions but by cultural and conceptual understandings of 

youth as described in the literature review. I also deemed the expression of some sort of 

subcultural activism to be an essential requirement for prospective. interviewees. In 

particular, my assessment of an individual's status as 'youth' and 'subcultural' or 'adult' 

and 'normal' was influenced from the outset by their appearance, their occupation, and 

from what I could discern as their interests and leisure activities. All of the eleven people 

I interviewed, to varying degrees, present themselves as in some way different from 'the 

mainstream' worid of adults. Several have unnatural and brightly coloured or their hair 

shaved; some have tattoos and parts of their bodies pierced; many of both the men and 

the women wear long, loose shorts and obviously second-hand clothing, with the women 

eschewing skirts or tailored trousers for scruffy, loose-legged 'old man's trousers.' All 

but one are students or unemployed. The one worker is self-employed and defines the 

parameters of his work for himself. In terms of leisure activities, all have interest in dance 

culture. They go to raves and dance events, staying up all night and sleeping all day, and 

therefore often function at a different rate and time system to the rest of society. 

All of the people I spoke with defined themselves as Pakeha, although two also 

added that they had some non-European ancestry, namely Maori and Indian. One woman 

was homosexual. Another woman had had a relationship with a woman but was now 

involved with a male. At the beginning of the interviews I asked the participants to 

define their sexuality as a means of giving me some idea of their social position. While 

Hadyn and Cara had only had relationships with members of the opposite sex, both were 

still troubled by the concept of heterosexuality. Neither felt that their sexualities were 

necessarily fixed or that they could relate to a conception of heterosexuality as monolithic 

and straight-forward. All the others defined themselves as heterosexual. Eight of the 

participants - Mary, Urchin, Sam, Erin, Ben, Frank, Sandra, and Amelia - described their 
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backgrounds and the values of their parents as middle class. Hadyn, Cara and Chris came 

from what they described as lower-middle class or working class families. All eleven 

are, or are in the process of being, university educated. For most, their education has 

been based in the Arts and Humanities faculties, although Sam and Chris are/were 

science students. 

' It is important to consider the role played by these structuring principles of 

identity and their impact and influence on the understandings of gender put forward by 

the young people in this study. Throughout all the transcripts the informants often 

acknowledged the fact that their experiences and viewpoints were by no means universal. 

They situated themselves within a specific and narrow group of people and qualified their 

statements by talking about "my world", the beliefs held "among the sorts of people I 

hang out with", and recognised that things might be different for other social groups. The 

meanings constructed and communicated by this group of people, instead of providing 

some sort of "totalizing, grand theor(y) of the social", represent a "local narrative" 

(Denzin 1992, 23). It is a narrative pieced together from the perspectives of young, 

Pakeha, well educated men and women and this undoubtedly has bearing on their 

experiences and understandings of the world. 

Along with addressing the issues and conditions that characterise and stratify the 

subjects of a qualitative investigation, it is imperative that I examine and reflect on my 

own role in the production of this local narrative. Within qualitative and ethnographic 

research, over the last decade especially, there has been much talk of the "reflexive turn" 

and the development of the "ethnographic ethic". These terms represent a call for 

proponents of qualitative methodologies to take account of themselves "and the processes 

of their research" (Altheide and Johnson 1994, 489). Until relatively recently the role of 

the author and researcher in qualitative research was hidden in the text and regarded as 

unproblematic. Scholars would play the "god trick" (Haraway 1988), treating their texts 

as transparent and claiming authority over meaning. Rigorous and ethical qualitative 

research, however, requires that researchers acknowledge and address the major issues at 

the heart of the critiques of qualitative methodologies, as outlined by Norman Denzin and 

Yvonna Lincoln (quoting Bruner 1993, 1): 

- The qm1litative researcher is not an objective, authoritative, politically neutral observer 
standing outside and above the text (Bmner. 1993, p. l) 



- The qualitative researcher is "historically positioned and locally situated [as] an all-too 
human [observer] of the human condition" (Bruner, 1993, p. l) 
- Meaning is "radically plural, always open, and . . . there is politics in every account" 
(Bruner, 1993, p. l) (Lincoln and Denzin 1994, 576). 
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As is the case in my treatment of media texts, my account and interpretation of the words 

and activities of members of the youth subculture is shaped by and reflects my own social 

position, the agenda, and concerns that I bring with me to the research. 

To act responsibly and ethically, then, awareness is needed of what is being left 

out and silenced as I construct this local narrative. It is a narrative that constantly 

threatens to fracture and buckle internally as a result of the differences between the 

members of the subculture. Differences in age, class background and sexuality, not to 

mention individual differences, all have bearing on how each member of the youth 

subculture conceives of themselves and their culture. While throughout this thesis I at 

times discuss the varied approaches some informants take towards issues of gender, my 

overwhelming concern is for continuity and for what is similar and shared by those in the 

subculture. My aim is to say something about these people and to analyse them as a 

group. The desire to tell a tight, logical 'story' about the changing modes of masculinity 

and femininity that are evident in this youth subculture, combined with the limits placed 

on the scale of this work, means that I am selective in my analysis. My analysis is partial, 

selectively making sense of the words and activities of these young people, exploring 

only one possible interpretation and leaving, with great reluctance, gaps and silences in 

their stories. 

The interviews tended to take place in my house, with some exceptions, and were 

recorded on to audio-tapes. At the beginning of nearly every interview the participant 

and I would comment on the awkwardness of the interview process and they would joke 

about "acting natural". The interview process, then, was a highly constructed and formal 

interaction between myself and the participant. Even among those I knew well, there was 

an awareness that the dynamic of the interview process differed from our everyday 

interactions and conversations. Two of my informants commented that they felt they 

should have done some study or reading before the interview so that their responses could 

have been more informative and framed within an academic context. Many chastised 

themselves during their interviews and apologised for not giving 'good' answers. They 

seemed to be concerned about disappointing me and not living up to the preconceived 
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ideas that they thought I had of them. The formality of the exercise and the presence of 

the tape recorder, coupled with the perception some had of me as an 'expert' or an 

authority, effected the dynamic of the interviews. Their awareness and fears of being 

examined and of having their words frozen and fixed in a printed transcript seemed to be 

heightened. The interview is not a 'natural' or equal process of exchange. My role as the 

researcher and the informants' roles as the 'subjects' structure the relations of power 

within the interviews; I have final control over the words of the informants once they 

have been spoken. 

I made efforts to counter or allay some of the fears and awkwardness of the 

people I interviewed by building rapport with them and by trying to play down the 

formality of the exercise. Most of the interviews involved a lot of laughter and joking 

and I consciously tried to make them feel more at ease and create an environment where 

they might even enjoy the process. I also reassured them that there were no 'right' 

answers to my questions.. After I transcribed the interview I made sure that the informant 

was given a copy of the transcript and asked them to read through it and let me know if I 

had made any mistakes or if they wanted to explain or clarify any issues. On the whole 

most seemed content with the transcripts and only corrected small mistakes or words I 

had been unable to understand whilst transcribing. With some of my closer friends the 

transcript stimulated further discussions. I also keep in mind as I write this that many of 

· the people I spoke with will also read about themselves in the final copy of this thesis, a 

prospect which makes me wary of disappointing them. Wherever possible I have made 

gestures to even up the power imbalance between myself as researcher and the subjects of 

my research, I have tried to relinquish some of the control I wield within the research 

process. Such gestures are inevitably limited and largely superficial as this process is 

steeped in unequal relations of power but they represent my desire to treat my informants 

fairly and ethically. 

There were more specific issues and problems, however, which I was conscious 

of throughout the interviews, instances where I was aware that my subjective position and 

the positions of my informants influenced the dynamic of the interview. I felt this most 

obviously whilst interviewing some of the males. A few times I felt apprehensive about 

asking some of the men questions about gender and feminism. I was aware that within 

our culture generally, masculinity is treated as invisible and unproblematic and is rarely a 
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topic of conversation. Foucault stresses, in The History of Sexuality (Foucault 1978), that 

power functions by hiding its mechanisms. By probing and talking about the nature of 

masculinity, its mechanisms are made visible and the stability of the power accorded to 

men threatened. Discussions of masculinity and the terms of its construction have been 

rendered taboo within our culture and I was conscious of this during some of the 

interviews. In one case in particular, despite my efforts to talk about masculinity in a 

very gentle and non-threatening way, the informant's responses were characterised by 

long, awkward pauses, nervous laughter and very brief answers. He was clearly 

uncomfortable with the conversation which, in turn, made me feel awkward and 

uncomfortable. 

My awareness of this general reluctance to talk critically about masculinity 

influenced my interview style and the questions I asked. I often took more effort and care 

in broaching the subject of gender with males than I did with women - most of the 

women in fact brought up issues of gender and gender relations of their own accord. I 

found myself at times omitting and changing questions depending on the gender of the 

subject. For instance, I asked all the women in my study what they thought of the word 

'patriarchy', what they felt this word meant and if it had any relevance to them. With 

some men, however, I changed this question, preferring to initiate discussions about 

gender with safer and gentler terms. I should add, however, that some of my male 

informants surprised me and were quite comfortable discussing masculinity and even 

seemed to enjoy the opportunity to talk about things that were not generally spoken about 

with other males or in the public culture. My point is that I made compromises and 

adjusted my approach for different people as a means of maintaining their trust and the 

rapport between us. I wasn't able to treat all of the informants the same and 

'scientifically' measure their responses to a fixed set of questions. 

While I transcribed an interview I would take note of any ideas that I had about 

the direction of my research or things to be more aware of in future interviews and would 

jot down what I felt were the most important issues. When I finished transcribing I 

would write up a more full account of these issues and record what I felt was particularly 

characteristic about the informant's position. I would also identify any contradictions or 

ambiguities that came through in the interview. I devised a set of typologies for 

organising the data and making connections between transcripts. As I read through a 
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transcript I would mark out the sections where the informant, for example, discussed 

what they felt characterised traditional gender or talked of their feelings about their body 

image. I came up with 22 codes (see Appendix B) that mostly revolved around issues of 

gender, feminism, youth, rave culture, class, subculture and the idea of competing and 

contradictory discourses. These codes reflect the bias and specific interests that I have 

brought to this research and show how I shaped and moulded the words in the interviews 

to fit into my interpretation. Things that did not fit into the codes and which I felt were 

not relevant to my specific aims were disregarded. Mostly this was easy as specific 

topics continually emerged out of each interview. Sometimes, however, an issue was 

raised in a transcript that I found fascinating and knew was important to that specific 

individual but was unable to frame in such a way that it could be incorporated into the 

narrative of my thesis. My account of the social worlds of these young people is 

therefore partial and pieced together in a very deliberate way. 

From the data that has been collected I have put together a narrative, an 

interpretation of what it all means. I can not claim absolute 'truth' in my account of this 

youth subculture. The analysis of the social activities and styles of these people and the 

experience of interviewing - the exchange between interviewer and subject - are far from 

neutral or objective and are influenced by the subjective and situated positions of those 

involved in these processes. The key issue then, as Altheide and Johnson explain, 

Is not to capture the informant's voice, but to elucidate the experience that is implicated by 
the subjects in the context of their activities as they perform them, and as they are understood 
by the ethnographer [or qualitative researcher] (1994, -1-9 l) 

It is not my aim to provide and fix a definitive account of an entire generation by 

analysing the words and activities of these eleven people or to 'capture' their voices and 

faithfully define and represent them. I am using what they have shown and told me and 

how I have understood them to piece together and construct a 'local narrative'. In saying 

this, however, I am not granting myself license to be wilfully inaccurate or to shape and 

meld meaning in any way I may choose. I still value the ideals of accuracy and validity 

in qualitative research and feel a sense of responsibility to treat the subjects of this study 

fairly. I am also aware, though, that to proclaim the achievement of these ideals would be 

both irresponsible and unethical. 

As discussed at the beginning of this chapter, this thesis involves the combination 

of two specific methodological approaches to changing modes of femininity and 
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masculinity within youth subculture. I combine textual analysis of popular cultural texts 

with qualitative investigation into a lived youth subculture. The use of both textual and 

qualitative analysis enables me to make connections between the particular and the 

general, the micro and the macro, and to develop a far-reaching discussion of youthful 

gender identities. The words of the young subculturalists reverberate within youth media 

and youth culture in general, and vice versa. Within both the realm of representation and 

the realm of individual self-representation and lived experience, as will be demonstrated 

throughout this study, similar negotiations of gender identities are taking place. While 

neither textual nor qualitative analysis can provide an absolute and authoritative account 

of the changing modes of masculinity and femininity of young people, together they are 

used to weave one possible explanation and narrative of these changes. 
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PART ONE - CHANGING MODES OF FEMININITY 

CHAPTER THREE 

Introduction: (Post)feminist generation 

Part One of this thesis looks at the changing modes of femininity articulated by 

the young women interviewed in this study and by young women within popular culture. 

This issue is explored within three chapters. "Boyish Girls" centres on the issue of 

'androgyny' and discusses women's use of 'anti-feminine' strategies to resist patriarchal 

gender norms. Practices of androgyny are also raised in "Women's Bodies", which looks 

at the politics of the female body and the contradictory relationship young, subcultural 

women have with their own bodies. Within "Girls and Feminism" the nature of feminism 

for young women in contemporary culture is explored, with particular attention paid to 

'girlishness' as a feminist strategy. These three chapters together explore how 

contemporary girls and young women of the 'western', industrial world interact with and 

negotiate their life worlds. The cultural and social conditions which influenced them as 

they were growing up and which characterise the present period of time mean that many 

of their experiences of femininity are different from the experiences of other generations 

of women. Yet, as these chapters reveal, the nature of gender for these young women is 

not simply characterised by 'progress' or a radical disruption of normative femininity. 

There are also similarities and continuities across generations. 

In her essay "Shut Up and Dance: Youth Culture and Changing Modes of 

Femininity", Angela McRobbie stresses that 

feminism has had a dramatic impact on almost every level of social life in Britain. It has 
made issues around sexual inequality part of the political agenda in both the private sphere of 
the home and in domestic relations, and in the more public world of work (1994, 157). 

Many women are more active and more recognised as participants in the economy now. 

"The old domestic settlement which tied women (and young women's futures) primarily 

to the family and to low paid or part time work" (McRobbie 1994, 157) has been 

radically undermined. Although her focus is on British society, McRobbie's claims have 

much resonance in 'western', industrial culture in general and are evident within New 

Zealand. Here, the impact made by feminism is evident in the introduction of legislation 

to prohibit discrimination on the basis of gender. Public campaigns against domestic 
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violence and sexual harassment within workplaces have contributed to the establishment 

of laws to protect the rights of women and have in many ways problematised and 

questioned male behaviour. Changes in divorce laws have also made men's dominance 

over women within marriage less secure as it is now easier for women to leave their 

husbands and financial settlements are fairer. 

Evidence of these social changes and of the impact of feminism on the lives and 

opportunities of women is supported by my informants. Urchin, a 23 year old student, 

reflects on the past and the present, on the experiences of her mother and her own 

experiences and observations: 

I remember her saying you're a teacher or a nurse or a secretary and that was that. And I 
know like for me I've entered tertiary education but for my mother that wasn't an option and 
wasn't really available to her financially or in tenns of gender ... Her friends would have 
either been pregnant with three kids or, you know, doing some nursing or scholastic career. 
But I mean now women can be artists. they're not always given the same prestige but I think 
that's changing. 

Urchin is conscious of the impact of very different social conditions on the lives of her 

mother and herself For her mother, tertiary education was not available, employment 

was confined to gender specific areas, and child rearing was seen as central to a woman's 

destiny. Urchin sees herself as having had access to a wider range of opportunities and 

experiences than her mother. The stories and memories of the past, like those told by 

Urchin's mother, give this younger generation a feeling of progress and development. 

They provide a feeling that things have improved and will continue to improve from the 

repressive and confining values which structured and restricted the lives of the women 

before this new generation. The development of feminist discourse and protest in the 

1970s is given credit for the realisation of new experiences and greater freedoms for 

contemporary young women. 

This general feeling of progress and development, that the oppression and 

suppression of women under patriarchy is a thing of the past, has become part of 

contemporary cultural discourse. Such discourse has meant that "one of the influences 

that only young women have experienced as they were maturing is the idea that a 

"postfeminist" era had been reached" (Bailey 1997, 25). 13 Postfeminism sees the 

13 By 'postfeminism' I refer more to the ideas proposed by Tania Modleski - her critique of the popular 
belief in the redundancy of feminism - than to the idea that postfeminism is a reconceptualisation of 
feminism and a reaction against an exclusive. repressive, Eurocentric and heterosexually oriented 
feminism. 
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progress and development of women as evidence that the goals of feminism have been 

attained and put into action and that feminism is no longer necessary. In a postfeminist 

culture women now have 'choice' over their destinies and are no longer restricted by 

constructs and systems of gender. 

Proclamations of our arrival into a postfeminist era are riddled throughout popular 

culture. In the MTV documentary Girl Power!, for example, the experiences of women 

artists who were controlled and exploited by the predominantly male music industry in 

the 1960s, artists like Ronnie Spector, are contrasted with the supposed autonomy and 

independence which is exerted by contemporary women in music. In her summation of 

the 1960s, the narrator, with the shake of her finger, tells us to not "let anyone tell you 

about the good ol' days, them days were bad for us women". The programme, with its 

continual, although highly problematic, lauding of the achievements of women, relegates 

issues of patriarchy and inequality between men and women to the 'bad ol' days' of the 

past. In the present, the slogan 'equal opportunities for all' and the goals of feminism are 

presented as having been achieved. 

According to this popular conceptualisation, the idea of a politicised, collective 

feminist movement has come to be regarded as archaic, unfashionable and somewhat 

embarrassing, a remnant from a past which has been laid to rest. Gender has been re

invoked as something neutral and individual, something that women put together and 

decide for themselves. This understanding of gender, as free from any political 

significance, helps to explain the lack of comment within the Girl Power! documentary 

on the ways the Spice Girls are constructed and manipulated as a media product in much 

the same way as the Ronettes and other 'girl' groups from the 60s; within the 

postfeminist climate the Spice Girls are simply five individual women who are choosing 

to have 'a bit of fun'. 

The Girl Power! documentary depicts the 'bad ol' days' of music for women as 

somehow remote and far removed from the present situation. It assumes the fulfilment of 

the goals of feminism and the achievement of postfeminism and, in doing so, negates and 

undermines the present-day concerns of feminism. Feminism is not challenged here from 

the outside, from those who clearly state their opposition, but from the inside and "in its 

very name" (Modleski 1991, x). Postfeminism, then, represents a backlash against 
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feminism. It represents a shift in the hegemonic structure and the governing of gender 

relations .. Hegemony is always precarious and adapts to the threats and resistance posed 

by subordinate groups. The incorporation of feminist discourse into the 'mainstream', 

into legislation, politics, popular culture and private activity, incorporations which have 

resulted in real structural changes, are evidence of the compromises and concessions 

made within a hegemonic system. Postfeminism, then, represents the redeployment and 

'repackaging' of patriarchy. By making some changes, by assuming the redundancy of 

feminist discourse and by silencing or ridiculing feminist critiques, patriarchal power can 

be maintained and left unquestioned. 

Postfeminist discourse has proved very pervasive, it has been established for 

many of my informants as commonsense. It has 'sneaked' its way into the words and 

beliefs of contemporary young feminists, people for whom the idea of postfeminism is 

abhorrent. Erin, who is proud to call herself a feminist, describes the condition of women 

as follows: 

Probably the most major thing for me is that women I think should be allowed to choose 
what to do and that's probably the best thing that has come out of it is that women can choose 
whether or not they want to stay at home or go to work and that's not really looked down 
upon so much 

This emphasis on cho;ce, on women choosing how they want to live their lives, is central 

to postfeminist discourse. As Cathryn Bailey explains, 

Postfeminism assumes that the women's movement took care of oppressive institutions, and 
that now it is up to individual women to make personal choices that simply reinforce those 
fundamental societal changes ( 1997, 34). 

Erin's seemingly positive comment, when thought of in terms of Bailey's understanding 

of postfeminism, suggests a deeper and more problematic level of meaning. The 

experiences of women in the home and in the workplace, and the whole notion of 

women's choices, are depoliticised and made neutral. These institutions are regarded as 

benign within the postfeminist framework and women's choices are conceived of as 

freely and easily made. The belief that women can now simply 'choose' their destinies 

and that gender is somehow unproblematic hides the relations of power which still lie at 

the heart of gendered experiences and ignores the reality that the home and work are still 

structured in ways which oppress and restrict women. Erin's comment reproduces the 

postfeminist claim that everything has been fixed, rectified, and that young women are 

now simply functioning as individuals, somehow outside of the constraints of gendec 
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While reproducing the negating discourse of postfeminism, Erin also 

simultaneously challenges the assumption that feminism has been rendered archaic and 

redundant in our now 'enlightened' times. In the same breath, she exposes the logic that 

governs and constructs this discourse. Throughout all the interviews both women and 

men continually counter and qualify their statements about the state of gender relations at 

the present time. For example, Amelia concedes that 

there has been a bit of a change obviously, I mean there are more women out at work and 
stuff and less women having children. But there's also a lot of things that are the same, yeah, 
so on the whole I almost don't think it's changed that much. Like even if more women are 
out at work they still, you know, have to come home and do the dishes and stuff like that. 

Amelia acknowledges the real structural changes which have occurred over the last 

couple of decades and which have altered the lives and futures of many women, but she 

questions and challenges the popular interpretations of these changes as indicative of a 

postfeminist era. Whereas postfeminist discourse individualises the experiences of 

women, seeing them as simply a matter of choice, Amelia works against the 

characterisation of women's choices as somehow neutral and apolitical to show how they 

are still constrained by the politics of gender. Women's experiences of work and their 

roles within the home and the domestic world, for instance, are charged with political 

significance. Amelia recognises that change and variation for women should not be 

thought of as inherently positive or progressive. 

This kind of simultaneous articulation and critique of postfeminism was 

consistent throughout the interviews. All of the people in my qualitative study assess the 

nature and meanings of gender in the late 1990s by articulating the ambiguity of women's 

'progress'. All made statements similar to Hadyn's, who commented that "for every time 

I kind of see positive change then, you know, I'll just go into town and I'll see the exact 

reverse". Urchin is more specific about the contradictions involved in the construction of 

gender. She acknowledges that feminism 

has allowed women to have greater opportunities but on the otl1er hand never have women 
been so skinny as models and never have so many people been racing off to have cosmetic 
surgery, so I think it's a give-and-take system. 

Both Hadyn's and Urchin's comments reveal the meanings of gender to be in a state of 

flux: femininity is acted upon and shaped by multiple discourses which compete and 

contradict with each other. There is simultaneously a feeling of change for the better and 

no change at all, or change for the better as well as change for the worse. 
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Over the last twenty years liberal feminism, at least in principle, has been 

enshrined within various institutions, such as schools, some workplaces, government, and 

has been established as a discursive formation. During this time the system which 

bolsters patriarchy and relegates Others to a position of subordinance has come under 

attack, on one front, by discourses of feminism. Part of the result of this new discursive 

formation is that talk of 'equality', 'parity' and 'fairness' between women and men have 

become part of public discussion. Postfeminism, then, represents part of the adaptation 

of the hegemonic structure, a shift in the arrangement of power, and an effort to hold onto 

patriarchal power. Adherence to discourses ofliberal feminism within public and popular 

culture are often mixed with and used as part of postfeminist discourse. Feminist 

critiques are defused and ignored when society is proclaimed as postfeminist. Proponents 

of postfeminism have sought to convince us that both patriarchy and feminism are things 

of the past. They hide the reality that, despite the changes and developments which have 

affected the lives of contemporary women, the achievement and enforcement of 

patriarchy is still a dominant cultural goal. Within this 'postfeminist' culture, traditional 

patriarchal discourses and ideals still flourish. The emphasis and nature of these 

discourses may shift and change - for instance "skinny models" and plastic surgery may 

take the place of confinement in the home - but they still work in the same way to 

oppress women and to normalise unequal relations of power between women and men. 

Within all of this there also exist voices of feminist critique, discourses of feminism that 

still threaten to topple the system of hegemonic masculinity and unmask the construction 

of supposedly normal and commonsense femininity. 



CHAPTER FOUR 

I am not a pretty girl 
that is not what I do 
I ain't no damsel in distress 
and I don't need to be rescued 

so put me down punk 
wouldn't you prefer a maiden fair 
isn't there a kitten 
stuck up a tree somewhere 

BOYISH GIRLS 

Ani Di Franco - ·'Nota Pretty Girl" 
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In the summer of 1997/1998, during that brief period when New Zealand 

television broadcast the British MTV channel, the music video to "It's Like That" was on 

high rotation, so to speak, and held the position of number one in the music charts for 

several weeks. The song marked a comeback for 80s rappers Run DMC and their DJ, 

Jason Nevins, and served as fr1rther evidence of the widespread popularity of dance 

culture in the 1990s. The video begins with two groups of multi-racial 'youthful' twenty

somethings strutting into an empty warehouse from opposing sides. As they stride in, 

each group sizes the other one up. As they meet they stand, with hands on hips, and taunt 

and goad each other. A black woman wearing a head wrap infuriates a shaven head 

Asian man by deliberately yawning at him as he tries to assume, through his body 

language, an attitude of smug self-assuredness. Another woman, this one white with long 

red hair tied back into pigtails, comes forward and begins a breakdancing competition 

between the two groups. Each side then takes turns to display their skills and try to 

upstage the other. The breakdancing begins with more static, standing performances but 

then the dancers move down onto the floor and their repertoire includes back spins, flips, 

and people spinning on their shoulders and heads. 

I remember when I first saw the video feeling intrigued and excited by the 

inclusion of women in a breakdancing competition. It was, in fact, the first time I had 

ever seen a female breakdancer; I had always thought of it as a male domain and had just 

assumed that women didn't take part. I was not initially aware, however, that the 

competition was divided along gender lines and that the team I had thought contained a 
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few women was in fact made up entirely of women. I remember my friend and I, after 

much speculation, videoing the song so that we could pause it and confirm that one of the 

two people who spins on their head is in fact female. The woman's outward appearance, 

combined with her impressive performance in a male dominated activity, caused 

confusion and made it difficult for us to decipher her gender. All of the breakdancers in 

the video, both male and female, are dressed similarly. Their clothes vary in colour and 

materials but all wear either retro tracksuits or the loose, straight trousers made popular 

by skateboarders. They wear sneakers and t-shirts or hooded sweatshirts. Some of the 

women have long hair, although so too do some of the men, while others have short hair 

or wear hats. The traditional signs from which we read femininity are largely absent from 

this video. 

The video for ''It's Like That" demonstrates a contemporary feminist and 

subcultural strategy for resisting the technologies of gender, technologies which in the 

past have worked to bolster and protect patriarchy. The video represents an attempt by 

young women to find what Teresa de Lauretis refers to as the 'elsewhere' of gender 

relations, the "spaces in the margins of hegemonic discourse, social spaces carved in the 

interstices of institutions and in the chinks and cracks of the power-knowledge apparati" 

(1987, 25). It is within these spaces that different, alternative understandings of gender 

can be theorised and enacted. The construction and enactment of an 'androgynous' and 

"antifeminine" image (Hudson quoted in Lewis 1990, 119) can be conceptualised as a 

way that young women attempt to get outside of the hegemonic discourse which shapes 

and defines femininity in culturally specific ways. The rejection of 'feminine' practices 

of dress, appearance and behaviour by the young women represented in the video is a 

trend taken up by many of the women in my qualitative study. These women consciously 

construct such an image as an attempt to escape from the restrictions of 'femininity' and 

to gain access to the subcultural spaces and experiences which have traditionally been 

regarded as exclusively masculine. Yet it should be noted that this is a complex strategy 

of resistance which deconstructs gender in both powerful and problematic ways; it offers 

a sense of freedom and escape to women and girls but does not fully challenge or 

dismantle the system of hegemonic masculinity. 

Discussion of 'androgyny' and antifeminine practices needs to begin with an 

examination of what it is that subcultural girls and women are actually resisting, what 
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femininity looks like and what is expected of a 'feminine' woman. Despite my 

overriding concern throughout this thesis with the issue of changing modes of gender and 

the possibilities of youth subcultures producing models of gender which resist and 

challenge the cultural ideals of patriarchal culture, these feminine ideals are still the most 

pervasive and far-reaching. Patriarchal gender norms and ideals are enshrined and 

reproduced within institutions as commonsense. At the macro-structural level, gender is 

organised around "the global dominance of men over women" (Connell 1987, 183). 

Dominance is legitimated through the construction of specific modes of masculinity and 

femininity which are treated within western industrial culture as normal, natural and 

essential. The women of my youth subculture all put together a similar image of the 

ideals of traditional, patriarchal femininity. 'Femininity', for Urchin, means "you're not 

independent, you're not staunch, you're not strong, you're not tough, you're delicate like 

a flower, you blush". In relation to men Cara states, "Women are supposed to be 

submissive and fall into ways of behaving around men, like in conversation they don't 

interrupt men half as much as men interrupt us". And in terms of appearance and 

presentation, the central elements of feminine identity are as Erin explains, "the whole 

skinniness thing and long hair and, yeah, youngness". 

Gender is socially constructed as a system of binary oppositions where men have 

been seen to 'naturally' exercise power and control, and are "objective, independent, 

competitive, adventurous, self-confident and ambitious" (Hudson 1984, 3 7). Femininity, 

in the contemporary period, as Urchin, Cara and Erin emphasise, represents everything 

that masculinity is not - "dependent, passive, subjective, not competitive, not 

adventurous, not self-confident, not ambitious" (Hudson 37, 38) - as well as everything 

that· masculinity represses and devalues - "the vulnerable, the sentimental, emotion, 

commitment, nurturing, caring" (Fiske 1988, 203). Traditionally, while men are the 

active players, the rational and intelligent schemers, women's worth is measured by their 

'beauty' and their conformity with ideals of appearance. 

Such stereotypes of masculinity and femininity serve as justification and 

legitimation for a hegemonic system of power and order which rests on "the patriarchal 

contract" (de Lauretis, 17). Within lived experience it may be rare, if not impossible, to 

find someone who perfectly conforms to all of these prescriptions for masculinity and 

femininity. In his discussion of hegemonic masculinity Connell makes clear that "the 



52 

cultural ideal ( or ideals) of masculinity [and femininity] need not correspond at all closely 

to the actual personalities of the majority of men [and women]" (1987, 184). Although, 

for example, the current ideal of women's beauty may be physically unattainable to the 

majority of women, it still functions as something that women should pursue. Women 

may be 'overweight' or independent or competitive - and such qualities may be mixed in 

with more acceptable feminine qualities - but the dominant cultural ideals of femininity 

are still invoked and used to discipline and restrain women when they 'step out of line'. 

Femininity, then, as these subcultural women identify and respond to, is a "tradition of 

imposed limitations" (Brownmiller quoted in Bardo 1993, 180) which work to bolster 

and normalise a patriarchal social order. The ideals and norms of femininity as suggested 

by the interviews, assign women a subordinate and restricted position within a male

dominated system of power. 

The 'boyish girls', as I have termed them, of both the specific lived youth 

subculture explored' in this study and the representational youth subculture of the Run 

DMC video signal a change in the traditional conceptualisation of youth subculture. 

Youth subcuiture, until relatively recently, has been overwhelmingly concerned with the 

experiences of males. In 1985, Michael Brake described how the masculinist tradition in 

subculture studies has meant that "subcultures in some form or other explore and 

celebrate masculinity, and as such eventually relegate girls to a subordinate place within 

them" (185). The spaces and activities which scholars assigned subcultural status, such 

as the street, and car racing or fighting, were largely unavailable to girls and women who 

were restrained by the discourse of patriarchal femininity. Young males were 

conceptualised, by overwhelmingly male scholars, as the active and key figures within 

youth subcultures while women were either absent from their accounts or deemed 

unimportant and largely ignored. 

Boyish girls, girls and women who adopt an antifeminine image,· attempt to re

colonise and 'win' subcultural space. Dressing in boys' clothes, according to Urchin, is a 

way of 

saying that your realm is not just your realm and it's open to us as well and if I want I can 
enter and I'm not going to stop doing my functional things like cycling and mountain biking 
and running round and playing hack and tl1at sort of stuff just because I'm 23 and I'm a 
woman. 
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'Streetwear', as many describe their clothing style, and the denial of a 'feminine' 

appearance enables women to lead more active lives and provides access to a realm of 

experience traditionally denied to them. Such practices bring the "feminist agenda for 

women's empowerment" (Bordo 1993, 67) into the youth subculture and offers an 

opportunity for girls and women to exist within this space as something more than silent 

girlfriends or other peripheral figures. The antifeminine style of appearance, as Lisa 

Lewis ( drawing on Barbara Hudson) puts forward, "Is one way girls attempt to counter 

the femininity discourse, the set of expectations that attempt to restrict girls' behaviour 

and choices at the time of adolescence" (1990, 119). Adolescence is a time when girls 

and young women are taught - by the school, by parents, by peers, by media - to prepare 

themselves for adult femininity. Leeway that may have been granted on the basis of 

youth and immaturity is out-weighed by the demand that they conform to the norms of 

femininity. By dressing in boys' clothes, Urchin resists the imposition of 'normal' adult 

femininity. By refusing to change her behaviour and attitude, despite the fact that she is a 

23 year old woman, Urchin is denying the process of 'growing up' into a culturally 

acceptable model of adult femininity. Activity within the youth subculture, alongside the 

boys and the men, offers an escape from the dominant assumptions and trajectory of 

femininity. 

The young people in Run DMC's "It's Like That" video are also engaged in 

redefining the meaning and nature of youth subculture through antifeminine practices. 

Breakdancing, a traditionally urban and street form of subcultural expression and 

performance, has long been defined as a male domain. As a child in the 80s when 

breakdancing first gained popularity, I can remember watching my older brother take part 

in a breakdancing competition at our primary school ( a fact that may be the cause of 

some embarrassment today). He and other boys from the school attempted, with varying 

levels of success, the caterpillar, the dolphin, the windmill, the back spin and other aptly 

titled moves. I, like all the other girls, stood back as an observer and watched the boys 

perform. This is the traditional narrative of youth subcultures, a narrative where "boys' 

participation is active, productive, and performative, while girls' is passive" (Gottlieb and 

Wald 1993, 21). The representation of subcultural activity in the music video, however, 

challenges and upsets this understanding of youth subculture. Through the rejection of 

the tropes - high heels, skirts, elaborate hair styles - and manners - passivity, weakness, 

deference - of femininity, the women in the video win space for expression and 
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participation within youth subculture. Denial and redefinition of traditional femininity 

displays an opening up of the spaces of subcultural activity and the achievement of some 

form of 'equality' between the women and men. The women, in the face of attitudes of 

scepticism and self-assuredness on the part of the men, compete and match their skills 

and abilities. Competence and prowess within youth subcultures are debunked as the 

exclusive preserve of males. 

The betrayal of the specific conventions of femininity through the development of 

antifeminine styles of appearance and behaviour is a powerful and disruptive form of 

contemporary feminist resistance. It challenges the traditional definition of youth 

subculture but also threatens the stability and dominance of hegemonic masculinity. The 

antifeminine and 'androgynous' practices of subcultural girls and women work to 

denaturalise femininity and reveal it to be socially constructed. Many of the women I 

interviewed deliberately construct an identity for themselves that is at odds with 

dominant conceptions of femininity. Many have, or have had, short or shaved hair, they -~ · 

prize 'functionality' in their attire and wear loose, sturdy trousers, sneakers and t-shirts or 

sweatshirts, and avoid constructing and 'perfecting' an appearance with the aid of make 

up. The attitude of many is typified with Cara's statement that "I never wear a dress and 

that's a stereotypical feminine thing to wear". These strategies and practices of 

appearance construction and management upset the definition of gender and result m 

confusion and ambiguity, they make "gender trouble"(Butler 1990). 

The difficulty that my friend and I had in determining the gender of the female 

breakdancer and the numerous mistakes made by people the subcultural women come 

into contact with upsets the traditional and dominant understanding of the relationship 

between masculinity and femininity. In the words of Judith Butler, 

The very notion of "the person" is called into question by the cultural emergence of those 
"incoherent" or "discontinuous" gendered beings who appear to be persons but who fail to 
conform to the gendered norms of cultural intelligibility by which persons are defined" 
(1990. 17). 

The 'natural' order of gender and the cultural definitions of women and men are thrown 

into disorder when, for instance, Sandra is "mistaken for a guy". Instead of conforming 

with the expectations of 'normal' adult femininity and striving to achieve the identity of 

an ideal woman, Sandra subverts and plays havoc with this system. She represents an 

aberration, something that doesn't fit and isn't explained by the 'gendered norms of 
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cultural intelligibility'. By crossing the established and supposedly impenetrable 

boundaries ·between the masculine and the feminine, Sandra, like Cara and Urchin, 

questions the very definitions of, and relationship between, the presumably stable 

concepts of sex and gender; her physiological identity as female does not fit with and 

betrays as fiction the cultural norms and assumptions of femininity. Femininity becomes 

simply another performance, a social construct "produced through the stylization of the 

body" (Butler, 140). Through the management of their appearances, boyish girls expose 

femininity as something put onto the surface of the female body, created with garments, 

gestures, and styles, rather than something essential to females. 

The challenges posed by antifeminine women to the stability of hegemonic 

masculinity draw reaction from those with vested interests in maintaining hegemony. 

Hegemony relies on "the 'spontaneous' consent given by the great masses of the 

population to the general direction imposed on social life by the dominant fundamental 

group" (Lears 1985, 568). Consent is manufactured through the development of 

seemingly innocent 'commonsense' accounts of the world, within which are hidden the 

political interests of those who exercise cultural dominance. Antifeminine, 'boyish' girls 

and women upset and contest commonsense accounts of gender. Efforts are therefore 

made by the dominant culture to discipline such women and to enforce their subordinate 

status, to protect and hold onto patriarchal authority by marking those who deviate from 

prescribed norms. When discussing her perceptions of 'mainstream' New Zealand pub 

culture, Amelia talked of "stupid rugby heads yelling at you and stuff and saying your 

hair should be long, 'you'd be good if your hair was longer', that's what someone told 

me". Amelia's experience serves as evidence of the ways, according to Butler, that "we 

regularly punish those who fail to do their gender right" ( 140). Women who fail to 

conform to the dominant understanding of femininity are marked and categorised as 

sexually unattractive, as unacceptable partners for men. In a culture where the 

heterosexual relationship plays an essential role in validating and affirming individuals, 

the accusation of inadequacy and failure is designed as a powerful technology of 

normalisation, marking the abnormal and 'advising' them of how to achieve normality 

and acceptability. 

All of the boyish girls have stories of instances and situations when they faced 

disciplinary action for their appearance and were marked as other, abnormal, deviant, of 
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when their feminist tactics have been met with backlash. Their stories illustrate the threat 

such women pose to the established gender order. The boyish, antifeminine woman or 

girl "deprives hegemonic culture and its critics of the claim to naturalized or essentialist" 

(Butler, 138) feminine identities. Their self-conscious embrace of otherness and the 

creation of a subcultural identity offers the opportunity for the development of rival and 

subversive accounts of femininity which resist the regulatory aims of the accepted gender 

order. The denial of cultural intelligibility and the proliferation of confusion and 

ambiguity represent strategies for establishing the 'elsewhere' of gender relations. 

Despite the confusion and trouble caused by the antifeminine practices of the girls 

and women in my study of youth subculture, their project of dismantling and 

deconstructing the dominant system of gender only goes so far. The limitations of these 

practices and the strategy of resistance represented by the boyish girl are made apparent 

when compared to the drag queen. In her book, Gender Trouble, Butler pays particular 

attention to the subversive figure of the drag queen. The performance of femininity by 

men, or by people who were once biologically understood to be men, represents a gender 

parody and "reveals that the original identity after which gender fashions itself is an 

imitation without an origin" (Butler, 138). Drag represents an affront to the belief in 

essential and authentic masculinity and femininity. The failure of the drag queen to 

conform to the sex role with which they were biologically assigned and marked upsets 

the supposed coherence of the relationship between sex and gender. According to Butler, 

the drag queen's performance displays masculinity as not the 'natural' condition of men. 

The varying levels of success of the drag queen at 'passing' for a woman works to 

problematise and denaturalise femininity. Butler explains how the impersonation and 

imitation of women by drag queens like Divine "implicitly suggests that gender is a kind 

of persistent impersonation that passes as the real" (viii). Divine reveals femininity to be 

a performance aided by props, dress and affectations, a socially constructed act which 

attempts to pass itself off as something original. Her/his presence· and "semiotic 

battledress" (Evans and Thornton quoted in Finkelstein 1996, 236) wages an assault on 

the coherence and presumed neutrality and naturalness of the signs and markers of 

gender. 

The boyish girl wages a similar assault on the supposedly inherent relationship 

between females and femininity and reveals the performative and constructed origins of 
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femininity. The difference between the boyish girl and the drag queen, however, is that 

while the boyish girl may actively deconstruct the concept of femininity, she leaves 

masculinity largely unquestioned. The drag queen represents a deliberate and self

conscious imitation of gender which, in the process, "reveals the imitative structure of 

gender itself' (137) but the boyish girl seems to accept the fiction of masculinity as 

neutral and unproblematic. Femininity is revealed to be the performance, the imitation, 

while masculinity is regarded as the natural state of being. When talking about 

traditionally feminine women, Urchin declares that "their identity is the feminine world 

that I'm against, that I don't participate in". Antifeminine women seek an escape from 

femininity, to get outside of it, by taking on the representational practices of men. 

Throughout the interviews many of the women described their appearance as 

"androgynous" or "asexual", as if the tropes and accoutrements of masculinity are in 

some way gender neutral. The boyish, antifeminine woman seems only to half step out of 

the system of gender built around hegemonic masculinity, simultaneously resisting and 

adhering to the norms of masculinity and femininity. 

Earlier in this chapter, when discussing the Run DMC video, I spoke of the sense 

of 'equality' promoted within this representation of an antifeminine youth subculture. 

My reason for being guarded in the use of this term and for placing it within quotes is to 

draw attention to the problematic and contradictory issues involved in this equality. The 

understanding of equality between women and men in both my qualitative study of youth 

subculture and in represented youth subcultures is based on both resistance to and 

reproduction of the dominant norms of gender and the regulatory ideals of hegemonic 

masculinity. Antifeminine, _boyish women passionately develop and engage with 

feminist practices which provide access to a realm of experience traditionally denied to 

them - whether that be breakdancing or other physical activities requiring strength and 

hardiness, liberation from lengthy 'beauty' routines, or simply wearing loose, 

comfortable clothing. They challenge the assumption that as females there are certain 

fixed qualities and behaviours that come 'naturally' to them and which position them in 

opposition to men. The Run DMC video depicts a subculture where the women exist 

alongside and with the men, where difference does not work to separate them. This 

understanding of equality between women and men and of women gaining access to the 

freedoms accorded to men is based on the acceptance of the system of hegemonic 

masculinity where anything 'feminine' is devalued and repressed. Boyish girls subscribe 
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to and reify the view that femininity represents weakness, inferiority and passivity. "Big 

haired women", painted fingernails, women in skirts, women who hang on the arms of 

men, all descriptions used throughout the interviews, are all taken as evidence of the 

subordinate and inferior position of femininity to masculinity. Femininity is assumed to 

be the artifice, the guise underneath which exists an identity that is straightforward and 

neutral. Jonathan Rutherford, in reference to Foucault, explains how "as men we operate 

within definitions of masculinity that hide the mechanisms of power" (1988, 46). Within 

antifeminine youth subcultures these mechanisms remain hidden. Femininity 1s 

problematised and challenged but masculinity remains unprobed. The assumption of 

masculine practices provides girls and women with feelings of power, control, and 

freedom but there is no questioning of why such qualities should only be associated with 

masculinity or of how the social construction of masculinity and femininity as opposites 

works to legitimate and hide the power wielded by masculinity. 

The indeterminate gender identity of the boyish girl results in disorder and 

confusion in the dominant system of gender relations. The feminist and subcultural 

identities of these young women challenge the established cultural understandings of how 

women should 'naturally' behave, what qualities they should possess and what they 

should look like. It upsets the traditional interpretation and representation of youth 

subculture as an exclusively male space and instead allows women to be included and to 

demonstrate their competence and prowess in subcultural activities. The antifeminine 

youth subculture examined in this study therefore provides women and girls with "a place 

to rethink the self actively" (Miles 1997, 70). It is a site where women can theorise and 

, enact alternative identities for themselves outside of the fetishised and subordinated 

models of femininity promoted and prescribed by the dominant culture. Their strategy 

for resistance and for the development of alternative models of gender upsets and shifts 

the balance of gender relations but does not entirely undermine the foundations of 

patriarchal culture. Femininity may not be the destiny for all women but it is still 

regarded by boyish girls as a marker of weakness and inferiority while masculinity 

represents all that is strong and powerful. Boyish girls call for the inclusion of women 

into traditionally defined youth subcultures but not for the actual redefinition of youth 

subculture or for an interpretation of youth subculture that is based on something other 

than masculinist values and culture. The strategy represented by the boyish girl 
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negotiates with and draws on both discourses of feminism and the discourses and ideals 

of patriarchal femininity and masculinity that still flourish in contemporary culture. 
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CHAPTER FIVE 

WOMEN'S BODIES 

The 'boyish girl' demonstrates a contemporary subcultural strategy where women 

negotiate with the structures of power in an effort to establish an 'elsewhere' outside the 

reach of patriarchy. Their negotiation reveals the inherently contradictory position they 

occupy as both inside and outside the hegemonic structure, as simultaneously its 

products, its adherents, and its rebels. This "contradictory consciousness" (Lears 1985, 

570), as Gramsci referred to it, characterises the relationship many of the young women 

interviewed in my study of youth subculture have with their bodies. The young female 

body at this moment in time is a site where competing and contradictory discourses 

converge and manifest themselves. Discourses of traditional patriarchal femininity, 

feminism, and postfeminism all work, in· complex ways, on the bodies of young women 

and inform their discussions of the body. In the 1980s and 1990s, according to Susan 

Bordo, the 20th century phenomenon of the "tyranny of slenderness" (1993, 22) has 

grown evermore forceful as the idealised slender body has become thinner, increasingly 

elusive, and ultimately unattainable for most women. The ideal of the slender female 

body pervades and dominates our culture and governs the representation of women in 

popular culture at the same time that women speak the language of feminism and gain 

access to spaces and activities traditionally denied to them. The women in this study 

negotiate their gender identities and their feminist and subcultural strategies of resistance 

to the dominant culture from within this context. 

Recently the New Zealand magazine Pavement produced a special "Raw Issue" 

which focused on work from eleven photographers14. The magazine, as stated in the 

introduction to the series of photographs, views "the human body as a work of art in 

itself' (56). Each photograph has as its subject the nude human figure (see figure i). 

Aside from the fact that this "human body" predominantly takes the form of a naked 

woman in often highly sexualised, fetishised and in some cases very disturbing poses, it 

is the issue of these women's bodies that is of particular interest to me. The absence of 

14 Pavement, issue 33 Feb/March 1999. 
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clothing, despite the dynamics of power and powerlessness involved in this treatment of 

Figure i - In the Raw" model, Pavement Magazine 

women, provides a stark opportunity to examine the bodies of these women. Two 

photographs are particularly striking and similar. Within both photographs, the models 
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stand front on, presenting their boney figures to the camera. Their sharp, angular 

shoulders, long, thin arms and the sight of their ribs and hips under their almost 

translucent skin resemble the fragile bodies of victims of war, starvation, poverty. Their 

small breasts and long, lean bodies make them almost look male. 

Significantly, it is the bodies of these women that represent the current cultural 

ideals of femininity within contemporary culture. Pavement is a magazine predominantly 

targeted at a 'twenty-something' audience. It showcases the consumer products of the 

'youth market' - music, film stars, 'hip' and often 'cutting-edge' fashions - as well as the 

achievements and alternative lifestyles of other young people. While the "In the Raw" 

photographic account of the "human body" was a special feature, the bodies of these 

women bear a striking resemblance to the female bodies of the young models, film .stars 

and musicians who decorate the pages of the magazine. Page after page represents the 

young female body in much the same way - thin, toned, and taut. The deployment of 

such representations of women, as Susan Bordo makes clear, work to homogenise women 

and set boundaries that ignore the presence of difference among women (1993, 24). The 

models in the "In the Raw" spread, for example, all, with the exception of one racist and 

pornographic image of a Japanese woman, depict ideal femininity as not only thin but 

also young and white/Pakeha. From the sexualised and voyeuristic treatment of many of 

the images, it can also be assumed that the ideal woman is heterosexual, constructed as an 

object of men's desire. Bordo explains that "these homogenized images normalize - that 

is, they function as models against which the self continually measures, judges, 

"disciplines", and "corrects" itself' (1993, 25). Within media and popular culture, as 

Pavement magazine demonstrates, a particular model of femininity has been idealised 

and constructed as normal. 

'Hegemony', as Christine Gledhill explains, "describes the ever shifting, ever 

negotiating play of ideological, social and political forces through which power is 

maintained and contested" (1988, 68). The structure and system of power relations 

between men and women is always in process, always shifting and adjusting. My female 

informants identify such a shift and negotiation of the forces that shape patriarchal culture 

when discussing the issue of women's bodies. Mary's critique of contemporary gender 

relations indicates a change that has· occurred and the conditions that shape and inform 
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the expenences of young women. When descr.ibing a New Zealand television news 

presenter, she discusses the 'costs' of women's new found freedoms. She explains how, 

Maybe in a way women have paid for a bit more freedom with this new thin ideal that we see 
on TV. Like for example, you would never see a woman as ugly as John Hawkesby 
presenting the news, you will never see that, they're all very beautiful. 

The "freedoms" that all the subcultural women in this study identified as now being 

available to women and which they saw as characteristic of more 'enlightened' times 

come at a cost. Greater opportunities in the workforce, escape from the confines of 

domesticity, access to spaces and experiences traditionally denied to them (however 

provisional the reality of such changes may be for many women) are off-set by the 

development of other methods to restrict and deny women power and control. At the 

same time that life in some respects may have become easier and more fulfilling for many 

women, they are subject to increasingly stringent and limiting standards of beauty. 

These standards and ideals of beauty are a major preoccupation for Erin, as well 

as for most of the other women I interviewed. They mean that, as Erin explains, "I hold 

myself up to those ideals a lot and I definitely do have problems with my weight. I do 

pretty much constantly think about what I eat". Women's obsession with their body size 

and with the "new thin ideal" of femininity is one way of countering the autonomy and 

increased power they may have gained in contemporary culture. To constantly strive to 

achieve an illusory ideal is to be distracted from other issues. Women remain confined 

within the culture of femininity. 

Bordo's work on the cultural mearnngs of slenderness and its relationship to 

gender draws attention to the contemporary cultural obsession with a largely illusive and 

unattainable female body. During the 1980s and 1990s anorexia and bulimia have 

become disturbingly common practices and, "as the ideal has grown thinner and thinner, 

bodies that a decade ago were considered slender have now come to seem fleshy" (Borda 

1993, 57). As the images in Pavement illustrate, the ideal slender body is thin, angular, 

sleek and gaunt with little trace of curves or body fat. Borda comments that with the 

development of such an extreme standard of female 'beauty' and worth, 

It is hard to escape the recognition ... that a political battle is being waged over the energies 
and resources of the female body, a battle in which at least some feminist agendas for 
women's empowerment are being defeated (or, at a minimum, assaulted by backlash) (1993, 
67). 
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As women gain power and control over their lives, the "tyranny of slenderness" works to 

divert their attention and energies. Constantly thinking about what they eat, women 

submit their bodies to practices of self-regulation and self-surveillance in the pursuit of 

the 'normal', ideal body. These practices represent the internalisation by women of the 

dominant cultural norms of femininity that are constructed to legitimate male dominance 

and female subordination. The normalisation of the slender body can be interpreted as a 

response and backlash to the aims and achievements o~ the feminist movement. Women, 

like Erin, 'buy in' to the belief that their weight is a/their "problem". They strive to 

control, order and improve their bodies. The perpetual feeling of lack and inadequacy in 

relation to the idealised female body, coupled with the intensification of regimens and 

techniques for managing and improving the body, work against the feminist project for 

women's empowerment. 

In the Australian anthology, Talking Up - young women's take on feminism, 

Debra Shulkes discusses the issue of slenderness and body image in feminism. In her 

essay "Weighing in as a Feminist", Shulkes expl~res the seemingly paradoxical reality 

that somehow "we, the inhabitants of a post-feminist era, were taught that our worth 

could be read off the curvature of our stomachs" ( 1998, 72). She describes women who, 

at the same time as endorsing feminism and reproducing feminist discourse, feel unhappy 

with their bodies and discipline themselves for being 'too fat'. The redeployment of 

patriarchy and the intensification of the normative ideals of the female body jar with 

feminist discourse and critiques. Feminism, for Shulkes and the women I interviewed, is 

revealed as cut through with contradiction as young feminists adopt the practices of self

regulation and self-surveillance in an effort to conform to the ideal slender body while 

simultaneously critiquing this body and exposing the logic behind it. In a time when 

public and popular culture declare the goals of feminism to have been achieved and put in 

place, the widespread feelings of dissatisfaction among young women (and women in 

general) with their bodies problematise such claims. 

Women within the youth subculture examined in this study illustrate the 

contradictory relationship between the discourse of feminism and the ideals and norms of 

patriarchal femininity. Cara states, "the body is our weakness". For these female 

informants, the body is where the feminist critique which characterises much of the 

subculture meets and merges with the values of the dominant culture. The opposition and 
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resistance posed by subcultures is never simple or straightforward. Members of 

subcultures and feminists are not magically protected and made exempt from the 

structures of power that work to enforce their subordination. These contradictions are 

made clear in Mary's discussion of the body. She explains that, 

I watch what I eat and sometimes that's for health reasons and sometimes that's because I 
don't want to put weight on. And I guess maybe, I don't know, it might sound hypocritical 
which is a characteristic I don't like but, yeah. I do not like to see the images in the 
magazines of the tiny thin women. But at the same time, you know, I do watch my weight 
and I don't want to get fat. And I think that those images have a negative influence on me. I 
look at them sometimes and I do think 'wow', you know, 'that is quite beautiful', and maybe 
that's why you're angry, maybe it's myself that makes me angry. 

Mary conveys a feeling of being torn and divided between the feminist discourse which 

tells her how images of "tiny thin women" influence women and work to harm them and 

her own feelings of admiration for these images. She knows how the 'system' works but 

is still fearful of fat and weight gain. Her awareness of the 'hypocrisy' and the 

contradictions involved in her attitude to bpdy image result in anger at herself - the 

implication being that with all her knowledge and understanding she 'should know 

better'. Many of the other women in my qualitative study of youth subculture spoke 

about their bodies in a similar way to Mary. They describe the feeling of frustration with 

themselves for subscribing to something that they know is 'bad'. The feminist discourse 

which they speak and arm themselves with leaves them feeling guilty and angry as they 

find themselves striving to conform to the idealised image of the female body. 

The role and treatment of the female body in the youth subculture needs to be 

considered with reference to Suzanne Moore's assertion that 

the recognition that femininity is an ideological construction does not make it possible to 
simply cast it off as a worn out piece of clothing. It informs every aspect of our lives, our 
dreams and our fantasies in a way which runs much deeper ( 1988, 171). 

The women's awareness, like Mary's, of how the idealised female body works as an 

instrument of patriarchal power does not necessarily make them immune to it. Their 

feelings of being torn and divided are illustrative of what Gramsci termed the 

"contradictory consciousness". Gramsci, according to Stuart Hall, 

Recognizes the ·pturcility' of selves or identities of which the so-called ·subject' of thought 
and ideas is composed. He argues that this multi-faceted nature of consciousness is not an 
individual but a collective phenomenon, a consequence of the relationship between 'the self' 
and the ideological discourses which compose the cultural terrain of a society. 'The 
personality is strangely composite', he observes. (1996, 433). 

The identities of the women interviewed in this study, despite the strongly oppositional 

stance taken by many, are informed by a range of ideological discourses. Many 
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deliberately declare themselves as feminists but they have also grown up as girls and 

women in a culture where femininity is explained and defined in particular ways. 

Institutions such as the family, the school, the workplace, the media and the state work, in 

often contradictory ways, through discursive means to disseminate and instil in women 

ideals and norms of femininity. These ideals and norms, as Moore makes clear, "inform 

every aspect of our lives" and can not be simply discarded. Young women respond to 

and take on the competing and contradictory discourses that exist in contemporary 

culture: 

The feminism of the women who make up the youth subculture examined in this 

study, then, is necessarily and inevitably contradictory. · There is no theory of feminism 

that can be wholly and purely translated into action or lived experience. The 

contemporary feminist subject is instead, as de Lauretis explains, "one that is at the same 

time inside and outside the ideology of gender, and conscious of being so, conscious of 

that twofold pull, of that division, that doubled vision" (1987, 10). The body represents a 

site where patriarchy is challenged by the feminist critiques of subcultural women but 

reified by their actual practices. The anger, frustration and guilt expressed by the women 

in relation to their bodies illustrates their acute awareness of being both inside and 

outside the ideology of gender. 

This awareness of being both inside and outside the ideology of gender does not 

wholly characterise the subcultural women's discussions of the female body. The 

discourse of postfeminism problematises these discussions. Many of the women convey 

a feeling of personal responsibility and blame for their contradictory attitude to their 

bodies - such as Mary's feeling of anger with herself Urchin, for example, explains her 

feelings of admiration for the slender body and her "anorexic tendencies" as 

something that I personally have to deal with. I don't feel that I can blame it on the media 
because there is something about it, aside from the fashion, that attracts me, you know what I 
mean? I can't put the blame all onto the media or all onto patriarchy because if I wasn't 
attracted to it or if I didn't feel a certain need in me then I wouldn't go near that area, I 
wouldn't even entertain thoughts of starving myself or something like that. So there's got to 
be something in me that's responding to that message. 

Urchin, with all her knowledge of how patriarchal agendas are made manifest through 

media representations of women, explains away her own idealisation of the slender body 

as something unique to her, a tendency or predisposition which comes from inside her. 

Her comments reproduce the postfeminist maxim of individualism and personal choice. 
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They betray a sense that, having benefited from the proliferation and widespread cultural 

acceptance of discourses of feminism, it must therefore be her own decision and choice to 

"entertain thoughts of starving" herself. Postfeminism, as Tania Modleski explains it, is 

"engaged in negating the critiques and undermining the goal~f feminism - in effect, 
'-

delivering us back into a prefeminist world" (1991, 3). The discourse of postfeminism 

influences Urchin's conceptualisation and explanation of her body and, in place of a 

feminist critique of the admiration she has for the slender body, she places the blame on 

herselfas an individual. 

The female body provides a site where various discourses meet and compete and 

where young women articulate the contradictions that shape their consciousness. In 

particular, discourses of feminism conflict with and are pitted against the discourses of 

traditional femininity and postfeminism that work to bolster the patriarchal gender order. 

The boyish girl, however, further complicates the meanings of slenderness in 

contemporary western, industrial culture. The tyranny of slenderness, from a traditional 

feminist perspective, constrains women and seeks to bring about their docility. But a 

slender, athletic, 'unfeminine' body can also be interpreted as providing the possibility of 

resistance for women. As Bardo explains, the imagery of the slender body can suggest 

"powerlessness and contraction of female social space in one context, autonomy and 

freedom in the next" (1993, 26). The 'androgynous' and antifeminine image of the 

boyish girl is also communicated at the level of the body. The figure of the ooyish girl 

speaks and represents the feminist discourse that calls for female empowerment, freedom, 

and inclusion into traditionally masculine realms of experience. Such feminist claims 

merge with the dominant ideals of a thin, fat-less female body. 

The clothing, hairstyle and attitude of the boyish girl in popular culture are 

complemented with a boyish body. The woman who spins on her head in the Run DMC 

video resembles a male not only in her clothing and hairstyle but in her tall, thin, largely 

fat-less and curve-less body. The perhaps most famous boyish girl of popular culture at 

present is Mel C, AKA Sporty Spice. Of the four (although originally five) Spice Girls, 

Mel C conforms the least to traditional understandings of femininity. While the others 

wear dresses and/or skimpy, sexualised clothing, Mel C is less revealing and spends most 

of her time as a Spice Girl dressed in sports or street wear - trackpants, loose cargo pants, 

normal sneakers (in place of the distinctive platform sneakers of the others), sports bras 



68 

and singlets. She is showcased as the active member of the group, doing gymnastics and 

karate kicks in their videos, and known for her passion for playing soccer. Her body is 

tall and slim and her toned, muscular arms and stomach are often visible in music videos 

and in interviews (see figure ii). While Geri, or 'Ginger Spice', is known for her large 

breasts and 'shapely' body, Mel C is more flat-chested and less 'curvy'. The bodies of 

both Mel C and the woman in the Run DMC video are lean and athletic-looking and are 

shown excelling in physical activity. 

Figure ii - The slender body as resistance? Sporty Spice 

While one reading of the slender body conceives of it as weak, fragile and 

starving, trapped within the confines of the culture of femininity, another interpretation, 

as paradoxical as it may sound, is to see it as offering an escape from traditional 

femininity. The slender body, as a form of resistance and a means of negating traditional 

femininity, can signify strength and ability. The 'androgynous', fat-free, taut and trained 

body of Mel C and other boyish girls in popular culture is an ideal which may, according 

to Borda, 

Symbolize freedom ... from a reproductive destiny and a construction of femininity seen as 
constraining and suffocating. Correspondingly, taking on the accoutrements of the white, 
male world may be experienced as empowerment by women themselves, and as their chance 
to embody qualities - detachment, self-containment, self-mastery, control - that are highly 
valued in our culture ( 1990, 105). 
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This bodily ideal plays down the physical distinctions between men and women. The 

slender but also toned and muscular body of the boyish girl negates traditional femininity 

and aligns itself with masculinity. The anatomical features ·which are culturally 

constructed as markers of women's reproductive capacities and social position as mothers 

- breasts, hips, rounded stomachs - are barely present in this body. It is a body that 

works against the traditional image of woman as mother, nurturer, wife. Women who 

work and regulate their bodies to achieve 'perfection' can experience the control, 

resilience and self-mastery that are traditionally regarded as essentially and exclusively 

masculine qualities. The slender, contaip.ed, muscular body of the boyish girl signifies, 

on this level, strength and competence in traditionally masculine spaces and activities. 

Without the weight of traditional femininity, so we are told by popular cultural images of 

the boyish girl, young women can compete and match the abilities of men. 

The desires of the female members of the youth subculture examined in this study 

to be strong, staunch and active, to eschew all that is traditionally understood as 

'feminine', offers another explanation for their concurrent desire for a slender body. By 

. "getting out there", to quote Erin, and getting involved in rigorous physical activity these 

women pose a challenge to the norms of traditional femininity. While Urchin, as I 

discussed in the previous chapter, leads an active life in which she runs, cycles and plays 

hacky sack, the other women enjoy tramping, adventure sports, snow-boarding, or simply 

getting dirty from physical labour in the garden. The women share a similar opinion to 

Amelia, who explains, "I admire women who are strong and tough". When asked what 

qualities she likes in other women and men, Mary stressed that "I like fit looking people. 

Fat people are not really my thing". Urchin likes women who "aren't extremely skinny 

but slim. I like that lithe frame, I like that". For both Mary and Urchin, the fat-less body 

is the ideal. Fitness and a supple, not gaunt or skinny but toned, body is the ideal. 

Within this youth subculture women are simultaneously valued as strong and active and 

as slender and fat-free. The connection that is made between strength and slenderness 

suggests that the slender body can be perceived as a feminist strategy for resistance and 

empowerment. This body represents strength and control. It offers autonomy and 

freedom from the constraints of a traditional passive, domestic femininity. 

When considered in respect to the other cultural meanings assigned to the slender 

body, this feminist strategy is revealed as rife with internal contradictions. The power 
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wielded by the boyish girl who submits her body to practices of self-regulation and self

surveillance is constrained and limited. As Borda explains in reference to the anoretic, 

To reshape one's body into a male body is not to put on male power and privilege. To feel 
autonomous and free while harnessing body and soul to an obsessive body-practice is to 
serve, not transform, a social order that limits female possibilities (1993, 179). 

Tangled up with the strength and power prized by boyish girls in the youth subculture and 

in popular culture is a restrictive, punishing body ideal. Boyish girls who work to 

reshape their bodies through an obsessive body-practice, while perhaps giving the 

appearance of resisting a normative model of femininity, in fact endorse and obey the 

hegemonic system of gender where women are assigned a subordinate and power-less 

position. To "constantly think about what I eat", as Erin does, and to live in fear of 

gaining weight, is hardly a liberating experience. To resist traditional understandings of 

femininity and what is perceived as a woman's destiny whilst starving and physically 

punishing oneself is not a viable solution and does not dismantle patriarchal relations of 

power. 

The female body is a complex and contested site within contemporary 'western', 

industrial culture. Its meanings can be varied and shift and change over time and in 

different contexts. For the women of the youth subculture explored in this study it is a 

major point of contradiction that results in internal conflict and confusion. Feminist 

discourse has taught this new generation of young women that their bodies are a 

battleground and has warned of the regulatory and disciplinary aims of the idealised 

slender body. These women know how the images of women in magazines or on TV 

work to induce feelings of inadequacy and to stimulate desire for what is an impossible 

ideal. Yet they still feel inadequate and dissatisfied with their bodies, they would still 

like to be thinner, firmer, fat-less. At the same time, however, as demonstrated by the 

boyish girl, a slender, regulated, tightly managed body also appears to offer experiences 

and ideals that are prized within feminism - strength, control, autonomy, self-mastery. It 

can symbolise an alternative to the image of woman as defined by her reproductive 

capacities. The women of this youth subculture are torn between the multiple discourses 

that inform their understandings of the slender body. These multiple discourses subvert 

and undermine their own efforts to oppose and resist the dominant culture. Such is the 

condition of those subordinated in a system of hegemony. The many fronts on which 

patriarchy works to legitimate and make commonsensical men's domination and 

women's subordination extend far into the realms of our culture. The meanings and 
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values of patriarchy inform and even contribute to acts of resistance and to the feminism 

of contemporary young women. 
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CHAPTER SIX 

GIRLS AND FE.MINISM 

My discussion of "Girls and Feminism" involves exploration and analysis of the 

proliferation of 'the girl' in contemporary popular culture. Throughout the 1990s, there 

has been an explosion of 'girl' groups in popular music. At the forefront of the 

introdu.ction of' girl power' into popular culture are the British pop group the Spice Girls. 

In the first part of this chapter 1 analyse the nature of the feminism that is represented and 

embodied in 'the girl'. My focus on 'girl culture' and the role played by girlhood in 

contemporary popular culture is part of my wider concern with the meanings of feminism 

and gender for young women. In the second part of this chapter I look specifically at the 

feminisms articulated by women in my study of youth subculture. Although the female 

members of this youth subculture are more concerned with developing a boyish, 

antifeminine image in opposition to the culture of femininity and, indeed, many are very 

.scornful of the likes of the Spice Girls, their conceptualisation of feminism is in many 

ways similar to the feminism represented in girl culture. In both this youth subculture 

and in the realm of popular culture, feminism is informed by and responds to discourses 

of traditional feminism, femininity, postfeminism and feminist backlash. The feminism 

articulated in popular culture and youth subculture is influenced by the particular context 

and politics of the present period in time. 

In my discussion of 'girls' in popular culture I draw on various media accounts of 

the Spice Girls, including music videos, concert performances, and both MTV and mor,e 

general television interviews. I also pay particular attention to a documentary, simply 

entitled Girl Power!, which was produced for British MTV. It screened in New Zealand 

in February 1998 and was made up of six hour long episodes 15 . It traced - and in many 

respects created - the story of 'girls' in music; 'girls' meaning any popular or in some 

way renowned female involved in music over the last thirty years. The documentary 

presented itself as a sort ofDIY instructional guide for young women who wish to 'make 

it' in the pop world. 

15 Unfortunately I was only able to record three of them. 
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In terms of its treatment of women/' girls' in music, I have several problems with 

this documentary. 'Women's music' is homogenised and clumped together despite the 

incredibly different sounds and styles involved in this music. The gender of the artists is 

shown to link them in a common 'womanly bond' which overrides the particularities of 

their music. For example, the political activism of Riot Grrrl bands or the activities of 

punk women are reduced to a sound bite and subsumed into the catch-cry of 'girl power!' 

The documentary refers to a wide range of women artists and musicians - Siouxsie 

Sioux, Aretha Franklin, Annie Lennox, Mariah Carey, Madonna, Salt N Peppa, L7, Janet 

Jackson, the GoGos, Bjork, Alanis Morrisette and Courtney Love, to name just a few -

and somehow manages to connect them all to the Spice Girls. It is in the Spice Girls that 

the aims and practices of all other female artists are seen to have culminated. They are 

taken as representative of 'progress' for women, as having achieved the pinnacle of 

success. Despite my personal misgivings about the treatment of women artists and 

musicians, the documentary is of interest for its articulation and explanation of the 

phenomenon of 'girl power'. It draws on and reinforces the 'feminist' dogma of the 

Spice Girls. Together, the Girl Power! documentary and other media footage of the 

Spice Girls suggest a new understanding of both femininity and feminism. 

Figure iii - The Spice Girls 

"Girl Power!" 

Cries of 'girl power' within contempora1y culture are formed from within, and 

appeal to, girl cultures. Traditionally, girl cultures originated from conditions of 
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constraint and restriction. While youth subculture has been understood as a space defined 

and dominated by boys, girls had to form their own cultures. The discourse of 

femininity, at odds with discourses of youth rebellion, emphasised the need for girls to be 

'protected' from the dangers posed by youth subculture. Denied access to the street and 

other spaces of subcultural activity and often restricted in their contact with males, girl 

cultures were formed in the school or in bedrooms and in communion with other girls. In 

1987 Shelia Scraton explained girl culture by drawing on early work by Angela 

McRobbie: 

McRobbie (1978a) identifies 'romance' and the 'culture of femininity' as central to the daily 
lives of adolescent women. Her research highlights the importance for young women of 
talking and planning around fashions, make-up and boyfriends. The culture revolves around 
the intense task of 'getting a man' but always within the constraints of 'keeping a good 
reputation' (Cowie and Lees 1981) which is by no means an easy task (165, 166). 

Girl cultures revolve around traditionally feminine fantasies of heterosexual romance, 

hence the importance of pin-ups of male pop stars for teeny-boppers. Together girls play 

out and practise the norms of patriarchal femininity. Aware of the importance of 

appearance as a marker of a female's worth and her ability to 'get a man', beauty 

pro.ducts, n1ake-up, fashion~ exercise and diet play a central role in the cultures of girls 

and are promoted in teen magazines. Girl cultures are traditionally understood as the 

learning-ground for the assumption of 'normal' adult femininity. 

In relation to the 'real' culture of youthful masculinity or the official and 

legitimate culture of 'grown-ups', girl cultures are disparaged as passive and deemed 

insignificant. The ridicule girls face from boys in childhood for playing with dolls 

extends into teenage and adult life and is symptomatic of the widespread devaluing in 

patriarchal culture of anything considered 'feminine'. While subcultural boys may fight 

in the streets or perfect their DJing skills with the latest progressive trance records, the 

pop interests of teeny-boppers or girls' interest in fashion are met with scorn and 

laughter. Girl cultures are forced into a marginal, illegitimate position within the wider 

culture. Girl cultures also come under fire, in the light of feminist analysis, for 

constraining and limiting the freedoms of girls and young women. The traditional 

concern within girl cultures for cultivating a 'feminine' appearance and the emphasis that 

is placed on "getting a man" has been seen as instrumental in the subordination of girls 

and women in 'western' industrial culture. 
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The women in my study of youth subculture, with their boyish, antifeminine 

images, position themselves in opposition to the culture of femininity and seek access to 

the privileged and validated cultural spaces of men. The catch-cry of 'girl power', 

however, does not represent a departure from girl culture but signals its reconfiguration. 

It represents an explosion of interest in girl culture. Young women in popular culture are 

shown as active, rather than passive, and they continually proclaim the value of the 

culture of femininity. As the term 'girl power' implies, popular representations of girl 

culture are infused with the rhetoric of power. The Spice Girls and other 'girls' in 

contemporary music demonstrate a re-alignment between discourses of feminism and 

femininity (McRobbie 1994, 5); their feminism is intertwined with the culture of 

femininity. 

During the opening sequence to the Girl Power! documentary, clips from music 

videos, including images of women doing karate kicks, stomping with large boots and 

punching, are juxtaposed with shots of a woman putting on make-up. As the first episode 

begins Davina, the host, advises 'wannabe' girf pop stars that "you've got to be 

independent and sexy, and more than doing your own thing you've got to do it with 

attitude - girl power!" This statement and the corresponding images bring together 

seemingly antithetical qualities and values:· aggression and 'beauty', strength and the 

construction and maintenance of a 'feminine' appearance, and independence and 

sexiness. Discourses and ideals of femininity and feminism, articulated in the same 

breath, converge in the popular cultural image of the girl. Popular representations of 

girlhood are ambiguous, signifying "an important moment of contradiction within 

contemporary youth/music cultures" (Wald 1998, 588). The girl simultaneously 

represents a feminist strategy of empowerment and a corruption of feminist objectives, an 

attack on the dominant cultural meanings of femininity and the solidification of these 

meanings. Calls for women's "liberation" and "freedom" are problematised when they 

come from a scantily clad Spice Girl in platform shoes. 

The performance and representation of girlhood in popular culture can be read as 

a strategy of resistance, an attempt to oppose the norms and restrictions of a patriarchal 

culture. In 1980, Angela McRobbie critiqued the culture of femininity, so central to girl 

cultures, and described how it taught the working-class girl 



to consider boyfriends more important than girlfriends and to abandon the youth club or disco 
for the honour of spending her evenings watching television in her boyfriend's house, saving 
money for an engagement ring. Most significantly, she is forced to relinquish youth for the 
premature middle-age induced by childbi1th and housework. ( 1991, 3 3 ). 
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The "tight-knit friendship groups" (McRobbie 1991, 14), which were seen as 

characteristic of the culture of pre-teen girls, were abandoned as the boyfriend assumed 

the prominent position in the life of the teenage girl. The intense focus on "getting a 

man" which the girls shared together eventually resulted in their separation. Youth and 

girlhood quickly gave way to the demands of a patriarchal culture and economy. 

The vision of femininity embodied in the Spice Girls, however, challenges this 

account of the experiences and futures of young women in 'western', industrial culture. 

During an interview with Oprah Winfrey, Geri (AKA Ginger Spice) explained how 

"Spice Girls is fundamentally about friendship. I mean that's what this group runs on, 

we've got five best mates here» 16 In response Oprah added, in her characteristic 

booming boxing announcer voice, "and you don't have to be dependent on a man!" Both 

the Spice Girls and Hie audience of teenage girls cheered and whooped in response. The 

traditional culture of femininity teaches girls to put men first and accommodate men's 

needs at the expense of their own and their friends. In the popular girl culture embodied 

in the Spice Girls, however, friendship between girls is prioritised while relationships 

with males are downplayed. The Spice Girls evoke the celebratory feminisms of the 

1970s that emphasized the bond between women and worked to validate feminine 

cultures. 17 They celebrate a new, revised girl culture which stresses female solidarity and 

independence. 

Through the deployment of girlhood the Spice Girls pose resistance to the 

demands and restrictions of 'womanhood'. They contest and subvert patriarchal 

discourse in a similar vein to the women in indie rock discussed by Gayle Wald. Wald 

looks at the artistic practices of such Riot Grrrl bands as Bratmobile and Bikini Kill and 

analyses their use of girlishness as a feminist strategy. These women rearticulate a vision 

16 It must be kept in mind that I am interpreting t11e constructed "entertainment product" that is the Spice 
Girls, the package which is presented to the public. Geri's 'split' from tl1e group questions the reality and 
strength of their "friendship" and probably leaves some fans feeling cheated. My concern lies, however, 
with the rhetoric and values tJ1at they publicly communicate. 

17 For example, Carroll Smith-Rosenberg, "The Female World of Love and Ritual: Relationships between 
Women in Nineteenth-century America" in Signs volume l, number 1, 1975. 
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of girlhood that "emphasizes play, fun, innocence, and girl solidarity" ( 1998, 595). 18 In 

interviews the Spice Girls stress their commitment to having fun and "having a laugh" 

above all else. They wear outlandish clothing and ignore the prescribed etiquette for 

meeting royalty, preferring instead to kiss Prince Charles and playfully pinch his bottom. 

A scene from their movie, Spice World, involves them dressing up in each other's 

clothing and making fun of the various 'spices'. They strut about, playfully posing, while 

one of their songs plays on the soundtrack. 'Girlhood' allows for and excuses a lack of 

maturity. It provides space for play before the seriousness of adult femininity. The Spice 

Girls' refusal to 'grow up' (despite the fact that they are all in their twenties) and their 

efforts to remain in girlhood offers a sense of freedom displayed against and in 

opposition to the restrictions inherent in adult roles. 19 

The play and fun involved in the Spice Girls' vision of girlhood is displayed 

through their choice of footwear. One of the most distinctive features of the Spice Girls' 

appearance is their often enormous platform sneakers. Their shoes sparked a fashion 

craze among pre-teen and teenage girls; groups of girls, all dressed in similar shoes, can 

be found in shopping malls or hanging around the shops in town. The high heel shoe has 

long been understood as an essentially female fashion item and has been fetishised as a 

marker of ideal feminine 'beauty'. The Spice Girls play with this understanding of 

femininity. These huge s!abs of rubber strapped to the feet of the Spice Girls can be 

interpreted as an exaggeration of the ideals of femininity, a "tactic girls use to undermine 

the discourse of femininity" (Lewis 1990, 123). Their often ridiculous and hugely 

impractical shoes draw attention to the highly constructed and imposed conventions of 

femininity. Their footwear denaturalises assumedly natural and normal markers of 

femininity. Through their exaggerated high heels the Spice Girls "play at being girls, and 

18 In her article, Wald in fact criticizes the Spice Girls for appropriating "the spunky defiance associated 
with English Riot Grrrls in a patently opportunistic fashion" (608). Her discussion of girlhood in popular 
music, however. I think still lends itself to the analysis of the Spice Girls. I hope that my thorough 
attention to the contradictions and limitations involved in the Spice Girls' feminism, my efforts to 
problematise the Spice Girls, demonstrates my desire to do no disservice to Wald's work or to co-opt it for 
use which she did not intend. 

19 The huge attention that has been given to Spice Girl weddings and babies of late seems to jar with their 
rhetoric of friendship and female solidarity. It suggests that the 'girls' are growing up and that their 
challenge to patriarchal gender nonns is. in fact, only temporary. More research into their 'evolution' is 
needed. 
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even mock the conventions of patriarchal girlhood" (Wald, 589). They 'dress up' as 

women and reveal the performance involved in femininity. 

Analysis of the Spice Girls' shoes calls attention to the multiple and contradictory 

meanings of the popular articulation of 'girl power'. While their shoes can be read as a 

feminist strategy that denaturalises and subverts dominant understandings of femininity, 

they can also be seen as instruments of female oppression and containment. Despite the 

play involved in their appearance, the Spice Girls still wear shoes that restrict their 

movement and impede physical activity. Their shoes reveal the contradiction and conflict 

involved in posing resistance and speaking the language of feminism from within the 

culture of femininity. They problematise and provoke questioning of the extent of the 

power wielded by these girls. In reference to 'feminine' strategies of resistance, Shelia 

Scraton (quoting McRobbie) explains how young women's culture 

becomes the most efficient agent of social control for by resisting they reaffirm and reinforce 
patriarchal power relations: 'they are both saved by and locked within the culture of 
femininity' (1987. 168). 

The Spice Gids' mobilisation of girlishness as a form of resistance, while perhaps 

disrupting or adjusting the traditional image of the girl, fixes them within the patriarchal 

system of gender relations. They accept and reinforce the culture of femininity that 

defines 'girls' in opposition to 'boys'. The Spice Girls can play at being girls and 

construct a stroppy, assertive articulation of female solidarity and independence "while 

. remaining sexy and/or retaining "the charm of passivity" (Beauvoir 1989, 337)" (Wald, 

589) - and therefore remaining safe and controllable. The cute, blonde 'Baby' Spice who 

sucks lollipops and is best friends with her Mum, or Ginger Spice, in her hotpants and 

cleavage-accentuating corset, counter and limit the scope of the power involved in 'girl 

power'. Their power is contained within the culture of femininity. 

While the girl in popular culture, on the one hand, represents a means of 

resistance to patriarchal discourse, it can also be understood as a "token .of a sort of 

"gestural feminism" that is complicit with the trivialization, marginalization, and 

eroticization of women within rock [ and pop] cultures" (Wald, 588). The representation 

of the Spice Girls as feminist women, engaged in the quest for women's empowerment, 

belies the reality that in many ways they are complicit with and consent to the 

subordination of women. For all their talk of liberation, freedom, and power, the Spice 

Girls still present an understanding of women as objects of male desire who exist in the 
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trivial, inauthentic and devalued world of pop. As one music journalist interviewed in the 

Girl Power! documentary cynically commented, "it's five nice looking birds, with not 

much on, singing catchy tunes". By referring to themselves as 'girls' and revelling in the 

immaturity and playfulness of girlhood, the Spice Girls can be seen as endorsing their 

own subordinate and inferior position within the hierarchical arrangement of power. For 

girls, according to dominant cultural understandings, are not responsible enough to 

exercise any real power. They form a marginalised culture that is devalued and not taken 

seriously by the adult world. As they are 'only' girls, the Spice Girls can be dismissed. 

The deployment of girlishness as a feminist strategy for resisting patriarchal 

gender relations is cut through with contradiction. The Spice Girls embody and articulate 

the negotiation of various discourses. Their feminism not only merges with the culture of 

femininity but is also informed by the contemporary climate of postfeminism and 

feminist backlash. In 1981, Angela McRobbie and Trisha McCabe described how the 

anti-feminist promotional campaign was dependent on transforming feminists, women 

who challenged the patriarchal order, "into 'unfeminine' oddballs, women who are going 

against nature" (1, 2). As a way of refuting and marginalising feminism, backlash media 

represented feminists as ugly, overall-wearing, unfeminine women who are "unconcerned 

about their appearance" (Bailey 1997, 22). Girl power, however, works against this 

stereotype. 'Sexiness' is proclaimed as an integral component of girl power. At the same 

time that girl power, according to the Spice Girls, is about "standing up for women's 

rights", it also advocates conformity with the norms of femininity and an assertion of a 

sexualised image. In doing so it suggests a mode of feminism that self-consciously reacts 

against backlash depictions of feminism. As music journalist Jo Berry, in the Girl 

Power! documentary, explains, "always before it was either you were a feminist or you're 

a girl that likes being sexy, now this [girl power] shows that you can be both". The 

sexiness of the Spice Girls can be read as a conscious effort to dissociate from an older, 

more negative and unattractive depiction of feminism. It represents an attempt to make 

feminism safer and more palatable, to be feminist without abandoning the culture of 

femininity. 

The Spice Girls' combination of feminism with a sexualised and eroticised image 

can also be interpreted and framed in respect to the discourse of postfeminism. In the 

Girl Power! documentary, Mel B calls for 



Liberation! Freedom of speech! I think everybody should be a free spirit. You should wear 
what you want to wear, say what you want to say, everybody should do what they want. 
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Mel B invokes the liberal rhetoric of second wave feminism and other social movements 

of the 1960s and 1970s, stressing the ideals of freedom and equality. This rhetoric can 

also be read as a reiteration of the postfeminist concern for individualism and personal 

choice. Mel B's appearance - dressed in tight, figure-hugging trousers and a lacey, bra

like top - according to the logic of her rhetoric, becomes a form of feminist expression: 

she is a liberated woman because she is wearing what she wants to wear. In 

postfeminism, as Cathryn Bailey explains, "'feminist' practices become matters of 

personal style or individual choice and any emphasis on organized intervention is 

regarded as nai"ve and even oppressive to women" (1997, 34). Postfeminism depoliticises 

the meaning of a woman's appearance and reduces it to a matter of personal preference 

and choice. Mel B's comment can be read as alluding to backlash representations of 

feminism as repressive and authoritarian. Second wave feminists have been depicted as 

Victorian and prudish in their regard for women's appearances, as oppressing the 

'normal' woman in much the same way as patriarchy. In 'freeing' herself from such 

negative feminism, Mei B's 'fun feminism' works against and negates feminist critiques 

of women's appearances. Her 'feminism' can reconcile the presentation of women in 

sexualised and objectifying ways and endorses the belief that western, industrial culture is 

in fact postfeminist. The freedom of personal choice has taken the place of more 

traditional understandings of feminism. 

Girl power suggests a conscious reaction against, and departure from, backlash 

depictions of feminism as repressive, overly serious and 'unfeminine', a negative, 

controlling force in the lives of women. For the Spice Girls, as they repeatedly proclaim, 

feminism is all about "positivity". As Geri explains in the Oprah interview, girl power is 

"feminism for the 90s, it's more positive". In the interview, Emma (Baby Spice) tells 

Oprah that as a child she felt there was too much emphasis placed on things negative. 

The Spice Girls, instead, are about having fun, being silly, being positive. They tone 

down the 'threat' of feminism, again attempting to make it safe and palatable, to avoid 

the stigma of backlash understandings of feminism. As is the case with their ability to 

reconcile sexiness with feminism, the Spice Girls' 'upbeat', playful, 'fun feminism' 

represents the depoliticisation of feminism and the negation of feminist critique. Their 

refusal to address anything deemed 'negative' - violence against women, the impact of 
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class and race issues on the lives of women, the sexual exploitation of girls and women, 

eating disorders, and so on - is a refusal, in fact, to seriously critique or even question 

patriarchy. 

During an interview for MTV (after musing over why it is that men find her sexy 

and suggesting that it may be "because I've got my tits out"), Geri declares that 

I'm a girl's girl. At the end of the day I'll stand up for the girls, do you know what I mean? 
That's it, I'm on their side more than anything really. 

How can "standing up for the girls" be interpreted? As 'feminists', the Spice Girls seem 

so focused on dissociating themselves from the feminism represented in backlash 

discourse that they actually engage in very little feminist critique. The compromises 

involved in the Spice Girls' girl power - the negotiation between contemporary 

discourses of feminism, femininity, postfeminism and the backlash to feminism - creates . 

a feminism that is empty and vague, a gesture with little substance. Girlhood is 

rearticulated as something positive and to be proud of and is infused with the language of 

feminism. The combination of femininity and feminism, however, simultaneously 

suggests a form of resistance and a means of entrapment, a rebeliion at the same time as 

an acceptance of the dominant terms of power. They reinforce the postferninist vision of 

a society based on individual choice with little need for organised, 'serious' feminism. 

Each gesture that is made in the name of feminism seems to be countered with an even 

stronger articulation of patriarchal gender relations. Girl power alleviates some of the 

negative implications of being a young female, offering a sense of community and 

celebration, but ultimately seems to endorse the status quo. 

Feminism and Youth Subculture 

During all my interviews with women from the youth subculture addressed in this 

study, the Spice Girls inevitably came up in discussions of the state of feminism at this 

point in time. While these women generally criticise and position themselves in 

opposition to the Spice Girls, their own feminism is also strongly influenced by the 

multiple and seemingly contradictory discourses that characterise contemporary culture. 

In many respects they assert their feminism with much defiance and yet they are wary of 

the backlash against feminism. They struggle to articulate some sort of feminism and to 

challenge patriarchal gender relations while retaining a 'feminine' identity and not 
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appearing too sombre or serious. The feminism of these young women is formed out of 

their negotiation of competing and contradictory social discourses. 

Many of the women in my qualitative study are critical of the representation of 

feminism in contemporary popular culture. In an effort to explain the state of feminism 

in 'western', industrial culture, Mary exasperatedly declared, 

all I can say is the Spice Girls. I think it's [feminism] been undennined and manipulated. It 
seems to be equated with girlishness, yeah, it's just empty, wanky girl power, peace signs. 

"Girlishness" is at odds with Mary's conceptualisation of 'real' feminism. The Spice 

Girls' 'girl power' is an oxymoron, a subversion and manipulation of feminism. For her, 

the passivity, insignificance and the compliance of girl cultures undermines the political 

power of feminism. Feminism is simply another fashion trend of girls and has become 

like the peace sign, an empty signifier that bears little trace of the political meaning with 

which it was once invested. The women in my study are critical of what they see as a 

contemporary project to undermine the goals of feminism in feminism's very name. In 

many important ways the discourse of feminism informs these women's lives and they 

embrace feminist values and ideals. In a time when all admit feminism has suffered from 

backlash, Erin explains feminism 

as proactively trying to change people's perceptions of what it is to be a woman today. And I 
do think that it's a great word and I'm not ashamed to be a feminist at all. 

Erin takes pride in accepting the label of 'feminist'. Her statement aligns her with the 

"third wave" feminism discussed by Deborah Siegel. According to Siegel, this younger 

generational feminism forms a "stance of political resistance to popular pronouncements 

of a moratorium on feminism and feminists, a soundbite to counter the now infamous 

refrain "I'm not a feminist, but ... "" (1997, 52). The assumption, in a culture in which 

feminism has been assaulted by backlash and proclamations of postfeminism, that 

feminism may be a source of shame for women is rejected by Erin. Within my study of 

youth subculture, women are critical of the postfeminist 'feminism' of the Spice Girls 

and aware of the impact of backlash thinking on perceptions of feminism. 

In the contemporary context, as I have repeatedly argued throughout this thesis, 

strands of feminist discourse have been normalised and have become part of everyday 

language. While the backlash against feminism may now be less virulent and overt than 

it was twenty years ago, backlash depictions of feminists have proved remarkably potent 

and persistent. While discussing the nature of her feminism, Erin explains that 



I don't sleep with women and I shave my legs and under my anns. I mean I fit into most 
goddamn ideals of what feminine is but I do it for me and that's all. I know that I do and I'm 
not lying cause I like it and I still consider myself a feminist. 
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Erin's comment was reiterated by most of the women in the youth subculture. Their 

feminism represents a rejection of what Erin refers to as the "bull-dyke" image of the 

feminist. They stress the disjunction between themselves and this image and offer an 

understanding of feminism that does not fully reject the culture of femininity. Even with 

her more boyish clothing and hair, Erin still conforms to the feminine ideal of a largely 

hair-free body. She also contests the charge that lesbianism is a compulsory requirement 

of feminism. She adheres to the backlash stereotype of feminists - i.e. hairy and lesbian 

- and while she does not abandon feminism she works to redefine and therefore validate 

it. Erin's comment also reveals the impact of postfeminist thinking on her feminism. In 

response to the backlash depiction of feminists Erin stresses the feminine nature of her 

feminism; her feminism is presented as less threatening because it is infused with 

femininity. By claiming, however, that this is simply her own personal choice and 

preference, as Mel B does with her 'sexy' clothing, she plays down the political 

significance of her appearance. She extends the backlash against feminism and bolsters 

the patriarchal gender order by reinforcing the postfeminist maxim of individualism and 

free choice. 

The feminism offered by these subcultural women acknowledges a debt to 

second-wave feminists but is also defined against them. Urchin expresses gratitude to 

older feminists and appreciates 

what those women did and I know we wouldn't be here and in these sort of situations if it 
hadn't been for them. However, I do not see constant gloom and doom. I'm an optimistic 
kind of person, happy and everything, so while a lot of things make me angry and while 
there's still some kind of fight going on, it's not like I go around feeling like I've got the 
weight of the world on me or feeling really depressed or all men are bastards or something. 

Like the Spice Girl~, Urchin sees traditional feminism as a constant battle, "constant 

gloom and doom". The older generation of feminists are regarded as too serious, too 

negative and as having no appreciation for fun or humour. While the Spice Girls seem to 

largely disregard all but the name of feminism in their pursuit of "positivity", Urchin's 

feminism involves more of a negotiation and compromise. As Devoney Looser 

concedes, there is some truth to a generational divide between older and younger 

feminists "but this divide ... [is] neither absolute nor based on the younger generation's 

wholesale rejection of feminist values" (1997, 40). The legacy of earlier feminisms fuels 

Urchin's anger and opposition to patriarchy but she also offers a conceptualisation of 
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feminism that (in companson to backlash depictions) ts neither anti-men nor overly 

serious or all-consuming. 

The women I interviewed for this study all construct a vision of feminism that is 

optimistic and allows space for fun. Backlash accounts of feminism - irrespective of how 

"myopic, even blatantly inaccurate"20 such conceptions of feminism may be - influence 

the feminism of the women in this youth subculture. They negotiate between feminist 

discourse and the discourses associated with the backlash against feminism. The anti

feminist movement and discourses of backlash "leave behind a sedimentation of 

'common sense"' (Champagne 1996, 61) amongst these young women. Yet they also 

resist the backlash depiction of feminism, expressing, like Urchin, gratitude and alliance 

with older feminists. The women in my study of youth subculture do not abandon 

feminism but seek to adjust it, reform it in response to the discourses that surround it. 

The multiple and often contradictory d_iscourses which surround and compete over 

the meanings of feminism in contemporary western, industrial culture make feminism a 

tricky concept for the women in the youth subculture. They grapple with these discourses 

as they try to frame and articulate their feminism. The conflict and contradictions that 

stem from this discursive context are strikingly illustrated in comments made by Cara. 

Cara describes a general culture where feminism has "sort of petered out, it's sort of 

almost like it's not here anymore". Out of this 'postfeminist' climate she tries to explain 

what she wants from feminism: 

I want a feminism where it's not like we identify "hey, there's inequality in society between 
the genders" and then go on m1d on and on about that. I'd much rather say "hey, here it is, 
let's not dwell on it but what can we do ... ", no, not what can we do about it but just a way of 
saying it without saying it. That's something I'm trying to struggle with and I still haven't 
come up with an answer of how we can actually be feminist without seeming to be (she 
laughs), you know, almost wanting to disguise it because it's almost like a dirty term now. 

Cara's stilted, difficult effort to articulate her feminism, with its stops and starts and 

efforts at clarification, gives the impression of being torn and internally divided by the 

various discourses that surround and inform contemporary feminisms. On the one hand 

she wants to be feminist, to articulate some form of feminism, but on the other she wants 

to keep quiet and disguise her feminism. 
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The bind Cara finds herself in demonstrates the contradictory consciousness that 

is characteristic of those who seek to oppose and resist hegemony. As Gramsci stressed, 

"subordinated ideologies are necessarily and inevitably contradictory" (Hall 1996, 439). 

They involve a complex combination of both resistance and accommodation. Cara's 

feminism, then, as a subordinated ideology, is understandably contradictory and at times 

ambiguous. The backlash against feminism has provided a negative picture of feminists 

as people who "go on and on and on" about their feminism. Cara's acceptance and 

adherence to this understanding of feminism and her desire to differentiate herself from 

the feminists of' old,' mixes and jars with her desire to be feminist. The feminism of the 

women in my study of youth subculture is the product of "negotiated relations" (Best 

1997, 23), relations between various discourses that compete over the meaning of 

feminism. Out of this process of negotiation they still express a desire to be feminists 

and see a need for feminism within contemporary culture but are less willing to proclaim 

their feminism or be associated with the stereotypes of feminists. They want a less 

stigmatised, more positive and culturally acceptable model of feminism. 

Throughout this chapter I have looked at the nature of young women's feminism 

in a culture where backlash representations of feminism make common sense. It is a 

culture that widely declares the obsolescence and redundancy of feminism, that insists 

that there is no longer a need for feminists or feminism. The 'girl power' feminism of the 

Spice Girls and the feminism articulated by the youthful, subcultural women I spoke to 

are formed from the negotiation of "different discursive currents" (Hall 1996, 434). 

Discourses of feminism converge and conflict with discourses of traditional femininity, 

postfeminism and the backlash against feminism. Within both the popular cultural world 

of the Spice Girls and the lived youth subculture examined in this study, the backlash 

against feminism results in a re-alignment of feminism and femininity. Both the Spice 

Girls' feminism and the feminism of the participants in this study are intertwined with the 

culture of femininity, reacting against the image of the feminist as 'unfeminine'. Both 

offer some sense of resistance to patriarchal culture but are constrained, to varying 

degrees, by their acceptance and reproduction of the traditional gender order. 

20 Citation taken from dissertation prospectus posted on the internet by Kimberley Roberts, "Good Girls 
and Riot Grrls: Theorizing Girls Culture in a Postfeminist Age". 
http.//www.people.virginia.edu/-kjr4 k/ girl. html 
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For the Spice Girls, the reversion to girlhood is shown as only a temporary, 

provisional stance of resistance that is contingent upon the eventual acceptance of the 

norms of adult femininity. The Spice Girls can be seen as the embodiment of Tania 

Modleski's fears of a backlash "not aga;,1st feminism but in its very name" (1991, x). In 

the name of feminism they reinforce the sexual objectification of women and the 

traditional gender order of 'boys' against 'girls'. The Spice Girls' 'positive', 'sexy' 

feminism ends up offering very little in the way of real feminist critique. 

The women of the youth subculture also feel the need to soften their feminism and 

avoid association with the backlash stereotype of feminists. They challenge the norms of 

femininity with their subcultural activities - such as their cultivation of a boyish image or 

their physical activity, as discussed in earlier chapters - but make sure that they only go 

so far, that they retain something that ties them to the culture of femininity. Their 

feminism exhibits the internal tension that comes from being torn between discourses, 

from simultaneously being inside and outside the dominant culture. Within the present 

cultural moment feminism is both encouraged and discouraged, deemed both necessary 

and redundant, and young women have to forge their feminism from an array of divisive 

and contradictory discourses. 
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PART TWO - CHANGING MODES OF MASCULINITY 

CHAPTER SEVEN 

Introduction: Men in a (post)feminist era 

I am conscious of having said little about the relations between men and women, 

and between masculinities and femininities. I have looked at young women's struggle in 

a patriarchal culture and their contradictory efforts to resist and re-form feminism and 

femininity. I have explored the nature of the feminism they articulate and their 

negotiation of the "different discursive currents" (Hall 1995, 44) of contemporary 

'western', industrial culture. Changing understandings of gender, however, are not just 

'women's issues', even though this is how they are often culturally framed and explained. 

As R.W. Connell stresses, "Masculinity and femininity are inherently relational concepts" 

(1995, 44); their definition and indeed existence is formed in relation to each other. 

Changing modes of femininity and masculinity, then, are inherently interconnected to 

each other, each shifts and changes in response to the other. 

Throughout the 1980s and into the 1990s various social changes have resulted in 

the "questioning of taken-for-granted assumptions about men's role and function in life" 

(Rutherford 1988, 24). Changes in work patterns, coupled with high levels of male 

unemployment, have undermined the traditional relationship between masculinity and 

employment. The inclusion of women into the workforce has meant that some men (it 

must be remembered that most women perform low-paid, low-status positions in the 

workforce) now have to compete with women, report to women, or, at the very least, 

work alongside women. Some women now command significant power and hold 

prestigious positions that have historically been assigned only to men. In New Zealand, 

for instance, the roles of Prime Minister, Chief Justice, and Governor General have all 

been filled by women. The 'feminisation' of work - work that no longer requires the 

display and exertion of physical strength, of rugged masculinity - and the inability of 

some men to perform their role as the 'breadwinner,' has also upset traditional accounts 

of masculinity. The promotion of discourses of liberal feminism which emphasise 

equality and parity between men and women, calls attention to the fact that 
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discrimination on the basis of gender is no longer acceptable. The presence of feminism 

among the discourses of contemporary culture has put pressure on men to change, to 

develop new modes of masculinity. Men's anger and violence, their inability to express 

emotion, their absence from family life, and, ultimately, their seemingly 'natural' right to 

wield power within 'western', industrial culture have all been criticised in the wake of the 

ideas and rhetoric of the feminist movement. 

· Patriarchy establishes legitimacy and ascendancy by presenting itself "as the way 

of seemg the world; as entirely natural, normal and straightforward" (Edley and 

Wetherell 1996, 108). The dominance of men over women and over men who are 

deemed 'abnormal' or 'unmasculine' is established as common sense. The power of 

hegemonic masculinity rests on its abtlity "to evade becoming the object of discourse" 

(Rutherford 1988, 23). The socially constructed nature of masculinity needs to be kept 

secret and its mechanisms hidden as discussion would threaten the security of patriarchal 

power and expose its entirely unnatural genesis. The discourse of feminism, however, 

poses such a threat. Feminism and the demands of women for a reformulation of gender 

and a redistribution of power have brought about "a historic collapse of the legitimacy of 

patriarchal power, and a global movement for the emancipation of women" (Connell 

1995, 85). As a result, "crisis tendencies", as Connell refers to them, have emerged in the 

gender order and the power relations between men and women. The stability of the 

gender order and the definition of masculinity are in 'crisis' and thrown into turmoil as 

the legitimacy and the naturalness of patriarchy are questioned. 

Studies of masculinities in contemporary 'western', industrial culture identify a 

variety of ways that men can be seen responding to the 'crisis' of masculinity. Three 

central strategies developed by men include the restoration of traditional masculine types, 

the entrenched exclusion of women and validation of traditional masculine cultures, and 

the appearance of the "New Man". Each of these strategies will be explored separately. 

The Retributive Man 

The collapse of the legitimacy of patriarchal power and the onslaught of a crisis in 

masculinity does not necessarily imply or guarantee an end to the exercise of patriarchal 

power. Crisis tendencies, as Connell explains, "may, for instance, provoke attempts to 
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restore a dominant masculinity" (1995, 84). This "restorative" attempt is articulated in 

the· figure described by Jonathan Rutherford as the "Retributive Man" (1988, 28). 

Rutherford looked at representations of masculinities and suggests that in the idealised 

image of the Retributive Man there is "the struggle to reassert a traditional masculinity, a 

tough independent authority" (28). The classic Retributive Man, according to 

Rutherford, is Rambo - a hyper-masculine, overly muscular figure, dripping with sweat 

and brandishing a gun. In Rambo, masculinity is associated with anger and violence, 

with brute strength and survivalism. The Retributive Man takes on those around him, 

those who represent a 'debasement' of traditional masculine values, and fights - literally 

- to resurrect and reassert those values. 

Although today Rambo is nearly twenty years old, the retributive model of 

masculinity can still be seen to hold currency in contemporary culture. It is a culture in 

which men frequently engage in the display and demonstration of violence and 

aggression. In Hollywood movies, for instance, the tradition of the strong, deadly macho 

man still remains strong. Quentin Tarantino movies have men commit acts of ultra-

violence with blase coolness. While the like of Sylvester Stallone, Arnold 

Schwarznegger and Jean Claude Van Damme still combine their imposing physiques and 

physical strength with films that call on them to fight and kill other men. 

Male Cultures 

Connected with the restoration of masculine values is another strategy for dealing 

with criticism of patriarchal masculinity. This strategy is identified in masculinity 

literature as men's retreat into exclusively male cultures and the widespread validation of 

these cultures. The entrenchment of male cultures is one way that men can be seen 

responding to the demands that have been placed on them by feminism. As Rutherford 

explains, 

The threat women have posed to men, that they will expose our weakness and undermine the 
myths and illusions upon which our claims to superiority are founded, has produced a male 
bonding, a collusion amongst men to resist the Other. This collective heterosexual 
masculinity adorns itself with the trappings of male power and prestige but it is in fact a sign 
of men's trepidation, a place to which men can retreat in search of reassurance and validation 
(1988, 52). 

Within contemporary culture men can be seen grouping together in pubs, in sports teams, 

and at sports events, bonding in collective negation of the 'crisis' of masculinity. The 
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retreat into these male cultures provides a sense of reassurance and stability. They are 

spaces where men can be 'Men' and the interference of women is disallowed. A 

traditional, patriarchal model of gender is protected and maintained within such cultures. 

Jock Phillips analyses the specific nature of New Zealand male cultures in his 

book A Man's Counhy? - The Image of the Pakeha Male: A History. According to 

Phillips, New Zealand male cultures have a long historical association with alcohol 

consumption and rugby. For Pakeha21 men, in particular, these activities have allowed 

them to both bond and connect with other men and simultaneously exclude women. 

Phillips suggests that the pub was central to the frontier male culture of the nineteenth 

century (1996, 34). It was for the most part an exclusively male domain, due to both a 

shortage of women and the norms of femininity that forbade 'decent' women from 

participating. Men were often distanced from each other by the geography of the land, 

engaged in the frequently solitary business of transforming and exploiting the land. 

Infrequent trips to the pub were a chance to socialise with other men. 'Socialising' often 

involved a drinking spree, a binge in an attempt to make the most of the occasion before 

returning to the bush, the station, the whaling boat.22 Within the male community of the 

pub "the importance of drink in establishing the communal bonds among men was 

represented by the tradition of 'shouting'" (Phillips, 3 5). This practice of taking turns to 

buy a round of drinks also encouraged competition between men; those unable to keep up 

with the 'shouts' were ostracised, their masculinity questioned. Alcohol consumption 

was proof of a man's 'manliness'. According to Phillips, despite the increasingly urban, 

industrial existence of most men throughout the twentieth century, the association of 

Pakeha masculinity with drinking has remained strong and been cemented in Kiwi 

culture. Men's drinking together - as both a competition and test of manhood, and to the 

exclusion of women - has been central to New Zealand male communities and male 

bonding. 

Strongly connected to this male drinking culture is the game of rugby. 

Throughout the twentieth century, as Phillips explains, "the New Zealand rugby team has 

served to personify and also reinforce the value system of New Zealand men" (109). 

21 'Pakeha' is the Maori word for New Zealanders of white/European origins. 
22 Clearing the bush for fam1ing, and working on sheep stations or on whaling boats were some of the main 
activities for often single, Pakeha men in 19th Century New Zealand. 
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Rugby has been the game of 'hard men', requiring toughness and physical strength. It is 

an activity in which men have been able to gratify and showcase their 'natural' instinct of 

competition. As a team sport, bonds and collaboration between men has been essential. 

Phillips suggests that the frontier tradition of' mateship' is continued as men are forced to 

work together and help each other, rather than strive for· individual glory. Rugby also 

allows physical contact between 'mates' which is otherwise not permitted in the 

staunchly heterosexual culture of patriarchal masculinity. As is the tradition in New 

Zealand's drinking culture, rugby has been the exclusive domain of men. While women 

had no presence on the rugby field, they were also excluded from after-match functions 

and from the fan culture. While rugby-playing men revealed their 'hardness' on the field, 

off the field they proved themselves through the consumption of large quantities of beer. 

Fan cultures also often based themselves in pubs, keeping up with the play and their 

heroes through the consumption of beer and then celebrating or commiserating after the 

game with more beer. 

While rugby and atcohol consumption have played a key role in the construction 

of hegemonic masculinity in New Zealand, in the contemporary period shifts and changes 

have occurred. The development of the wine industry and more up-market, 

'sophisticated' drinking rituals and the inclusion of women into drinking cultures and, to 

some extent, into rugby culture have meant that the traditional male cultures are not so 

monolithic or homogeneous. These traditional cultures, however, are in no way obsolete. 

As Phillips explains, "the older traditions are still visible" (277). In the 1990s, cultural 

change 

did not succeed in breaking the powerful link between the drinking of beer and the assertion 
of masculinity. The breweries continued to appeal aggressively to a macho rugby market. 
They poured money into sponsorship of rugby and rugby league, while in the south Speights 
appealed to the 'Southern Man'. Males continued to consume tlrree times as much alcohol as 
women, and among teenage boys a pattern of beer-drinking bravado remained intact (268). 

Within New Zealand culture the male activities of drinking and rugby remain a dominant 

force. These activities and the male cultures that form around them are validated in 

television advertising, by state leaders and in whole communities as they organise special 

events and mass displays of support in honour of rugby-playing men. These men, we are 

told, are national heroes, ideal models of masculinity. And in the pub and through the 

consumption of beer, men are shown to reaffirm their 'manhood' and their dominance in 

the gender order. 
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The New Man 

In the introduction to Male Order, published m the late 1980s, Jonathan 

Rutherford and Rowena Chapman speak of the necessity 

for men to redefine masculinity, to imagine and produce new forms of sexual and erotic 
e:\-pression, to produce a masculinity whose desire is no longer dependent on oppression, no 
longer policed by homophobia, and one that no longer resorts to violence and misogyny to 
maintain its sense of coherence (1988, 18). 

Over the last fifteen years scholars have prophesied the coming of a "New Man". This 

New Man, instead of ignoring or lashing out against feminist critiques of patriarchy, 

listens to these critiques, takes them onboard, and attempts "to forge a new, reconstructed 

masculinity" (Whannel 1993, 209). The New Man is a softer, more caring man. He is a 

man who can express emotion and communicate with his partner, who cooks and cares 

for his children, and who eschews a rugged, tough, 'manly' appearance in favour of 

something that perhaps requires more care and attention. The New Man crosses the 

supposedly stable and impenetrable boundaries between the masculine and the feminine, 

taking on traditionally 'feminine' qualities and rejecting many of the qualities that are 

deemed 'masculine'. 

Scholars have charted the development of the New Man chiefly through analysis 

and discussion of media representations. In magazines, in advertising, in television 

programmes or in movies, men are being represented in ways that challenge traditional 

understandings of masculinity. Men, heroes even, now exhibit 'feminine' qualities. In 

what can be interpreted as a response to the criticism levelled at men by feminism, 

masculinity has been re..:worked and the emotions traditionally contained within men 

unlocked. 

This "nurturant new man" (Chapman 1988, 231) is epitomised by men in some 

American TV dramas, like male doctors in Chicago Hope and Detective Bobby Simone 

in NYPD Blue. Bobby, specifically, is a sensitive, gentle man who rarely angers, even in 

his work as a homicide detective. If he does anger, it is only in response to the lowest, 

cruellest criminals. In his relationship with his partner he is supportive and caring and is 

shown to be an attentive lover. In an episode where his partner has a miscarriage, he is 
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distraught and shares in her grief, crying with her and revealing his feelings of fear and 

helplessness. 

This depiction of a sensitive, carmg, re-defined man, while validated in some 

arenas of popular culture, is met with scorn in comparison to the more traditional, 'hard

line' model of masculinity. In New Zealand, Jock Phillips explains that the stereotype of 

the SNAG (Sensitive New Age Guy) 

soon became a negative one, the butt of humorous contempt rather than a model to be 
followed. 111e SNAG was dismissed by men as an embarrassing wimp, and was derided by 
women as a hypocrite who mouthed the words but was not prepared to give up his privileges. 
(1996, 275) 

In rugby cultures, but also within a global cultural context, the Sensitive New Age Guy 

has become a joke. He is lampooned in comedy skit programmes as the obsessively 

'politically correct' character. He is caricatured as the sort of figure who, with his head 

in a motherhood manual, claims to know more about his pregnant wife's body and her 

needs than she does. The New Man, the Sensitive New Age Guy, is not a 'real man'. He 

is passive and ineffectual. To be 'under the thumb' of women is a condition which goes 

against 'nature'. ln an effort to maintain and stabilise the patriarchal order, men who 

undergo change and present something other than hegemonic masculinity are ridiculed 

and stigmatised. 

Phillips' use of the word "hypocrite" refers to the scepticism articulated by many 

feminists, and women in general, towards the New Man. Such men embody Modelski's 

fears that the insights of feminism are being used in order to "appropriate 'femininity' 

while oppressing women" ( quoted in Champagne 1996, 67). The New Man, or SNAG' s 

'new' masculinity, is considered in this view to be merely a superficial, tokenistic front 

underneath which patriarchal power and privilege remain intact. While the mature, 

professional men in television programmes like NYPD Blue and Chicago Hope may be 

shown shedding a few tears and admitting their weaknesses, these are the men who still 

occupy the most powerful positions in the hierarchy of the shows' police station and 

hospital. The model of masculinity presented by such men may be softer and more 

sensitive, but no radical disruption of the unequal power relations between men and 

women seems to have taken place. Rowena Chapman explains the New Man as 

a patriarchal mutation. a redefinition of masculinity in men's favour, a reinforcement of the 
gender order, representing an expansion of the concept of legitimate masculinity, and thus an 
extension of its power over women and deviant men (1988, 247). · 
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The New Man is seen as co-opting feminism, taking it over and corrupting it. The 

development of the New Man signals the spread and expansion of hegemonic masculinity 

- men's power need not just take one obvious and extreme form but can be incorporated 

into softer, more passive models of masculinity. For many feminists, the New Man is a 

more insidious, deceitful expression of patriarchal power, oppressing women while in 

apparent agreement with feminism. The New Man is seen as part of the backlash against 

both feminism and women's call for a new system of gender relations. 

My interest in this study is to explore the ways that young men - in both the 

realms of representation and lived subculture - are negotiating this confusing and 

contradictory social context. It is a context in which masculinity and ideas about 

manhood, as demonstrated in this chapter, are in conflict and various discourses rival 

each other. While older men are understood to have grown up in a time when men were 

more sure of themselves and masculinity was characterised as more stable, today's young 

men, growing up in the 1980s and 1990s, are represented as forming their identities in 

this time of 'crisis'. 

Part Two of this thesis is about the nature of the masculinities presented by men 

in my study of youth subculture and by young men in popular culture. I examine the 

ways in which these men are, or are not, subcultural and oppositional in their 

conceptualisations of masculinity, and whether their proclaimed resistance to traditional 

patriarchal masculinities contributes to or undermines the objectives of feminism. I look 

at the processes of give-and-take involved in their relationship with hegemonic 

masculinity. I am also concerned with the way these young men are responding to 

feminism and feminists, and how feminism figures in their understandings of 

masculinity. As girls and young women change and incorporate feminism into their 

understandings of gender, how are boys and young men reacting and how is their 

masculinity changing? I explore the possibility that youth subculture and representations 

of subcultural males offer a new understanding of masculinity. 

This study moves on from earlier discussions of the New Man in cultural studies 

that have focused primarily on representations of men in magazines and in other forms of 

media, or spoken rather generally about impending changes in understandings of 

masculinity. In 1993, Angela McRobbie stressed that this phenomenon of the 'New 
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Man' "needs to be backed up by more sustained empirical work than is at present 

available" ( 1994, 186). This section of my thesis combines such empirical investigation 

of youthful masculinities with a discussion of representations of young men. I respond to 

McRobbie's criticism by undertaking an in-depth analysis of the phenomenon of the 

'New Man' in lived youth subculture and in popular culture. 

In the years since McRobbie's call for more empirical investigation into the 

development of New Men, R. W. Connell has published his book Masculinities - a book 

that plays a central role in my own discussion of gender and, more specifically, the nature 

of masculinity for young men. In addition to rigorous theoretical discussion of the 

histories and social organisation of masculinity, Connell grounds his claim of the 

tendency for crisis to develop in the gender order in qualitative research. He studies the 

life-histories of four different groups of men "for whom the construction or integration of 

masculinity was under pressure" (1995, 90). One of these groups is made up of men 

involved in the environmental movement. These are men who, according to Connell, 

"have attempted to reform their masculinity, in part because of feminist criticism" (1995, 

120). Connell analyses these men's conceptualisations of masculinity and their efforts to 

disengage from the project of hegemonic masculinity. Throughout this section of my 

thesis I draw on issues raised in Connell' s analysis, as well as the insights of other 

scholars, to discuss the modes of masculinity offered by men in my study of youth 

subculture and in popular culture. I make comparisons between the efforts made by the 

men in Connell' s study to reform masculinity and the efforts that are made by the young 

men in my own study, exploring some of the similarities and differences between the 

two. Similar processes of negotiation take place within both Connell' s study and my own 

as men attempt to work out their gender identities. 



CHAPTER EIGHT 

NEW vs. OLD: THE CHALLENGE TO TRADITIONAL MASCULINITIES 

Laid here with the advertising sliding past my eyes 
Like cartoons from other people's lives, 
I start to wonder what it takes to be a man. 

Well I learned to drink 
And I learned to smoke 
And I learned to tell a dirty joke. 
If that's all there is then there's no point for me 

Pulp - "I'm a Man" 

(lyrics by Jarvis Cocker) 
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This chapter looks at the strategies and practices used by men m my study of 

youth subculture and represented by young men in popular culture to refigure the 

meanings of masculinity. These strategies and practices illustrate an attempt by young 

men to find an 'elsewhere' to patriarchal gender relations, to find an escape and 

alternative to the restrictive and dissatisfying masculinities of the dominant culture. In 

contemporary culture young, subcultural men in lived, everyday cultures and in music 

videos, magazines and the film Suburbia can be seen fuelling the 'crisis' in masculinity 

and further undermining hegemonic masculinity. They pose resistance to hegemonic 

masculinity by distancing themselves from traditional male cultures, by cultivating an 

appearance and image that allows them to cross the supposedly impenetrable boundaries 

between the 'masculine' and the 'feminine', and by consciously renouncing and 

unlearning male power and privilege. A reappraisal and reconceptualisation of 

masculinity can be seen taking place within the cultural spaces and expressions of young 

males. The youthful masculinities constructed by subcultural males and represented in 

popular culture provide backing for the claims made by scholars who have spoken of the 

coming of a 'New Man'. A new understanding of masculinity is negotiated as young 

men attempt to relinquish some of the power and control they are accorded in a 

patriarchal culture. 

Distancing 

All of the men in my study of youth subculture define themselves against New Zealand's 

traditional male, rugby and alcohol-oriented cultures. New Zealand's 'real men', so the 
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mythology goes, are hard, strong competitive men who eschew anything 'soft' or 'fancy', 

such as wine, reading, romance, cooking. The 'real man' prefers a muddy rugby field or 

a night out with the 'lads', often after playing, or watching, rugby. 

Breweries cement the association between beer and rugby by decorating and 

promoting themselves with their regional rugby team's colours. In an advertisement for 

Speights Beer-the home of the South Island's "Southern Man", or so the slogan tells us 

- a gravely voiced, bristly stockman, complete with oil-skin raincoat and hat, brings out a 

photo of his girlfriend as he and his work-mate pause in their mustering. He lists the 

merits of his 'city girl' girlfriend, including the fact that her father is rich, has a 60_ foot 

yacht, and a box at a major rugby ground. Despite these 'manly' temptations, the 

"Southern Man" quite simply dismisses the woman because she lives in the big city, she 

doesn't drink the southern beer, Speights, and the relationship would mean moving away 

from his regional brewery. His stockman friend, who shares the hilly farmland with him, 

commends the "Southern Man's" decision with the croaky utterance, "good on ya, mate". 

Beer and 'mates', for New Zealand's 'real men', come before women and the refinement 

of the genteel city life. This 'manly' figure is invoked in the advertisement of other beers 

and is embodied in New Zealand's national heroes who do battle on the rugby field. 

While these 'manly' figures may be largely mythical and illusory for many men, 

"the public face of masculinity," as Connell explains, 

is not necessarily what powerful men are, but what sustains their power and what large 
numbers of men are motivated to support. The notion of 'hegemony' generally implies a 
large measure of consent. Few men are Bogarts or Stallones, many collaborate in sustaining 
these images (1987, 185). 

Or, to put this in a New Zealand context, few men are Jonah Lamus or the 'real men' of 

the Speights ad, but many endorse and benefit from these images. The validation of these 

images - images of men as strong, 'hard', aggressive, and as collaborating with other 

men to exclude women - serves to legitimate the dominant position of men and the 

subordination of women. By consenting to these images, men ( and women) protect and 

normalise patriarchal power. 

The dominance of this particular understanding of masculinity propagated within 

New Zealand's male cultures and affirmed in various ways within the wider global 

culture means that there are expectations and pressures on men to conform. My 
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interviews with some young, subcultural males confirmed this. Discussing the pressures 

he has experienced, Chris states, "People expect you to be really into rugby. Yeah, if 

you're a male people think you should be into sports". Hadyn also identifies sport and 

men's performance in sporting activities as a marker of 'manhood'. Reflecting on his 

own body image and physical abilities, he explains how 

having no strength and no muscles just isn't really acceptable, you know? Cause strength is 
such a big thing among men and boys and stuff. It's like, 'look, I can throw a ball this far', 
and I'm like, 'I can't pick tl1at ball up'. 

The images and ideas about masculinity that are validated within the dominant culture 

extend into the organisation of cultural life and the private lives of individuals. Chris and 

Hadyn's comments reveal one of the central commonsense understandings about 

masculinity in New Zealand. It is only 'natural' to assume that 'normal' men will be 

interested in rugby and rugby culture and that they will demonstrate competence in 

sporting activities. Following this logic, those who show no interest in rugby or who lack 

ball-handling skills are somehow abnormal, different, inadequate. Hegemonic 

masculinity guarantees power and security for those who endorse it and marks out those · 

u1hn foil tn r:onform. 

Opposition and resistance to this particular manifestation of hegemonic 

masculinity is central to the subculture of the young men in my study. Youth subcultures 

operate "by 'winning space' back, by issuing challenges" (Gelder 1997, 85). The men in 

this youth subculture deliberately and defiantly position themselves on the outside and in 

the margins of hegemonic masculinity; they embrace a different, 'abnormal' mode of 

masculinity. They question the legitimacy and 'naturalness' of hegemonic masculinity in 

their refusal to endorse and consent to the norms and ideals of Kiwi manhood. Ben 

. reflects on the image of the 'Kiwi bloke' and explains how 

it is still so much a part of rugby and male culture in New Zealand and beer drinking and 
stuff and so I really smt of set myself apart from that. Yeah, it's like I sort of define myself 
as a non-beer drinker and as a non-rugby player ratl1er than just someone that doesn't drink 
beer or play rugby. 

Ben's sentiments are reiterated by Frank as he explains the difficulty he has in identifying 

with 

tl1e strong man, the kind who plays rngby, goes drinking with his mates, is kind of aggressive 
but not necessarily in a nasty way, just kind of aggressive, you know, always right. I just 
don't like tlmt because that's not me. 

Both men define themselves in opposition to blatant assertions and images of male 

power. Their attitudes to male rugby cultures represent what Connell refers to as a 
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moment of negation, "a distancing within an accepted gender framework" (1995, 125). 

Ben and Frank consciously choose not to participate in this culture, to set themselves 

apart from it. While some men respond to the cultural changes of the last ten years and 

the criticisms levelled at hegemonic masculinity by retreating into the protective shell of 

traditional male cultures, the men in my study of youth subculture reinforce the criticisms 

of feminists. They distance themselves from the tropes and activities that characterise 

hegemonic masculinity, presenting a masculinity that resists the aggression and self

assuredness of traditional men. 

Richard Linklater's film, Suburbia, displays several models of contemporary 

masculinities and demonstrates men's divergent responses to the 'crisis' of masculinity. 

Like Ben and Frank, Jeff, in Suburbia, also distances himself from overtly patriarchal 

masculinities. Jeff's difference from his friends, Tim and Buff, and his non-participatory 

attitude to displays of hegemonic masculinity signal his reluctance to exercise patriarchal 

power. Tim and Buff represent different strategies for maintaining and exercising 

patriarchal power. In Tim we see Rutherford's Retributive Man. In a similar vein to 

Rambo, Tim "advertises a destructive machismo as the solution to men's problems" 

(Rutherford 1988, 28). His problems, his weaknesses - an aimless, unsuccessful life, 

sexual impotence - result in anger and aggression. He lashes out at those around him in 

an effort to reassert the dominance of the white, straight male. In his big army boots and 

his sleeveless t-shirt that shows off his tattooed, muscley arms, Tim assumes the posture 

of the big strong man. He attacks other men by referring to them as homosexuals and, in 

a toast to women, declares, "They're all whores". His resentment for women is fuelled 

when a woman laughs at him for his impotence, and thus his inability to demonstrate his 

manliness. Later he tells Jeff how he hit this woman, how he "just kept hittin' her till she 

didn't move anymore". While the story Tim tells Jeff turns out to be a lie, it represents a 

violent fantasy of destroying, annihilating, women who undermine him. His real violence 

is directed at the Pakistani owner of the convenience store where the young characters 

congregate. Through his violent racism Tim struggles to assert the potency and power 

that is crucial to the definition of a traditionally masculine man. 

Buff demonstrates no awareness of feminist criticism of masculinity and simply 

carries on with a masculinity built on the subordination of women. Like the men in New 

Zealand rugby culture, he seems simply to retreat into an imagined pre-feminist world 
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which is free from any talk of a 'crisis' in masculinity. In this world all women are 

regarded purely as sexual objects. Any discussion of or with women is littered with 

sexual references and founded on their assumed sexual availability. Buff presents 

himself as a tireless conqueror of women and regales Jeff with porn-like fantasies of sex 

with "bitches", miming the various activities involved in these encounters. While Tim 

invokes the violence and aggression of hegemonic masculinity, Buff asserts his 

dominance through the sexual exploitation and degradation of women. For both men the 

show and exercise of power is central to their masculinities. 

Jeffs lack of connection and similarity to Tim or Buff implies a lack of 

connection with the patriarchal power that they so graphically wield. While Tim and 

Buff's power and 'manliness' can be seen in their appearances and gestures - Tim with 

his big boots and muscle-revealing clothing, Buff with his endless sexual gestures and 

miming - Jeffs posture is unassuming and he spends much of the film slouching with his 

hands in his pockets. He stands back while others strut and assert their masculinity. 

Throughout the film Jeff does not conform to many of the traditional markers of male 

power and authority. While Tim and Buff have violent and sexual fantasies about 

women, Jeff is the man with the feminist girlfriend. His relationship with his girlfriend, 

Sooze, requires him to share power, to relinquish control. Instead of having a defining 

role in Sooze's life and enjoying her dependence on him, Jeff watches as Sooze makes 

plans for herself that do not involve him. Jeff distances himself from Tim and Buff and 

from the traditional model of masculinity that relies on the domination and subordination 

of women. He distances himself from the code of 'proper manhood'. 

Subversive appearances 

Within the contemporary culture, various_ young men can be seen attempting to 

counter the hegemony of certain modes of masculinity by refusing to participate and by 

distancing themselves from these masculinities. The subcultural and counterhegemonic 

masculinities of such young men are not, however, simply poised in this moment of 

refusal, fixed in a stance of straightforward negation. Concurrent with the efforts made 

by the men discussed in this study to avoid taking part in the male cultures of hegemonic 

masculinity is a reappraisal and reformulation of their own masculinities. These men 

know what they don't want to be, what they want to distance themselves from. 
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Simultaneously, they are also engaged in constructing a new understanding of 

masculinity. As de Lauretis contends, "the terms of a different construction of gender 

also exist in the margins of hegemonic discourses" (1987, 18). Hegemony is never total 

or complete, it may provide the most persuasive or convincing meanings in a culture but 

it is never the only available option. From the gaps and spaces outside hegemonic 

masculinity young men articulate their new, alternative masculinities. 

This new understanding of masculinity involves crossing the boundaries between 

the 'masculine' and the 'feminine'. Young men can be seen playing and experimenting 

with their gender identities, constructing an appearance and image for themselves out of 

supposedly 'feminine' garments and practices. In my interview with Hadyn he retold a 

striking example of boys making "gender trouble" (Butler 1990). In his last years at a 

small-town, all-boy high school, Hadyn and four of his friends performed in the school's 

annual music competitions. As a band they would deliberately play with and subvert the 

dominant expectations of Kiwi masculinity. Instead of wearing the standardised high 

school uniform, they found ways of 

challenging that typical men thing, you know? You've got to be a hard man not a girl kind of 
thing. Yeah. And I mean, just stuff like playing at school in our underpants or in rubbish 
bags or, you know, wearing bras and dresses. I mean it was just kind of fun rejecting all that. 
And the whole uniform thing at school was just something that everyone gets sick of. 

In a school hall filled with uniformed, regulated boys, all seated in rows of benches, 

Hadyn and his friends on stage issued a challenge to a normative masculinity promoted 

within the school and within the wider society. While "reason, rationality, system, and 

order" (Ramsay 1993, 88) have been understood in our androcentric culture as inherently 

masculine qualities, Hadyn and his friends abandon 'control' and provoke dis-order. 

Through their appearance - as both undressed and 'dressed-up' - they dismantle the 

fai;ade of reserved, reasoned, contained masculinity. 

The bodily acts and appearance practices of Hadyh' s band cause trouble in the 

established hegemonic gender order. These young men de-naturalise the assumedly 

'natural' markers of masculinity and femininity. As Hadyn himself explains in his own 

analysis of the band's activities, 

I guess it frees up gender roles. Like you don't have to fit into these strict categories of 'this 
is what a boy's like', 'this is what a girl's like' kind of thing, which is good because then you 
do more wlrnt you feel comfonable with. I mean at least experiment and find things you like. 
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Hadyn's words have much in common with the sentiments of Judith Butler. Both see 

gender confusion and 'abnormality' in the hegemonic gender order as offering liberation 

and relief from the restriction and confinement of the 'normal'. For Butler, gender 

identities that fail to conform to the gendered norms of cultural intelligibility 

provide critical opportunities to e:\.-pose the limits and regulatory aims of that domain of 
intelligibility and, hence, to open up within the very terms of the matrix of intelligibility rival 
and subversive matrices of gender disorder (1990, 17). 

Dressed in underwear and dresses, the band revel in the contrast between themselves and 

the ordered, controlled masculinities imposed on the boys in the audience. Their refusal 

to conform to the norms of masculinity, to occupy their designated place in the domain of 

cultural intelligibility, allows them to question the whole notion of 'normal', 'natural' 

masculinity, as well as femininity. They show how 'naturalness' is simply a performance 

constructed from clothing, gesture, posture. As they de-naturalise masculinity these 

young men "free up gender roles". They discover for themselves and enjoy presenting to 

the school new ways of thinking about 'gender identity', new ways of understanding 

what it means to be a boy or a girl. Gender play and parody is a strategy used by these 

young men to counter and critique hegemonic masculinity. 

Within more popular music · cultures a similar blurring and subversion of 

masculinity is also apparent. The British-based punk/glam/'alternative' band Placebo, for 

instance, construct an appearance for themselves which resists the traditional expectations 

and ideals of patriarchal masculinity (see figure iv). The three men in the band often 

perform dressed in skirts and wearing make-up. In the video for their first single, "Nancy 

Boy", singer Brian Molko's androgynous appearance provokes cultural confusion and 

disorder; he fails to fit in the domain of cultural intelligibility. In the video Molko, with 

his bob hair-cut, his pale, delicate features, and his made up eyes and lips, wears a small, 

pink sweater. I remember my initial feelings of disconcertion when I first saw the video 

as I tried to reconcile Molko's flat-chest with his 'feminine' appearance; I kept looking 

for signs and markers to confirm my assumptions about 'what' he was. His appearance 

didn't 'make sense' in terms of my preconceived, commonsense understandings of 

gender. Like the drag queen Divine, Molko's performance of gender 

destabilises the very distinctions between the natural and the artificial, depth and surface, 
inner and outer through which discourse about genders almost always operates (Butler 1990, 
viii). 

Hegemonic masculinity relies on the popular belief that there are essential and natural 

differences between women and men. Such differences must be immediately perceptible, 



103 

Figure iv - Subversive appearances: Brian Molko from Placebo 

the bodies and appearances of women and men must communicate with certainty their 

gender identities. There is a logical, natural order to gender. Brian Molko, however, 

disrupts this order by provoking discontinuity and incoherence. His appearance, the 

'outside' manifestation of his identity, does not follow from his 'inside', his supposedly 

essential 'maleness'. He draws attention to the fictive and constructed origins of 

masculinity and in the process challenges the legitimacy of patriarchal culture. 

In her discussion of 'alternative' music, Cynthia Fuchs remarks that, "As 

queerness and gender-bending, and even gender-panicking, narratives are becoming 

increasingly pervasive in alternative rock, the possibilities for "masculinities" are also 

expanding" (1993, 187). The gender dis-order and "gender-bending" represented in 

bands like Placebo and played out at a local level in Hadyn' s high school band provide 

young men with a new, self-conscious, alternative experience of masculinity. This 

experience, however, is still formed out of a process of negotiation. At the same time 

that they pose resistance, the men in these bands accommodate and reproduce hegemonic 

masculinity. The accommodation and reproduction of dominant cultural values is made 

apparent when these young men are considered with reference to the ideology and 

assumptions of rock music. Shelia Whitely, discussing Mavis Bayton's work on the 

exclusion of women from rock, concludes that "rock's function is to confer masculinity: 

to enter the domain of rock is a male rite of passage" (1997, xix). She explains how "the 
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salutary lesson to be learnt from Bayton' s research is that rock is unequivocally a male 

domain" (xix). Both Placebo and Hadyn's band reinforce this masculinist and 

exclusionary understanding of rock music. These male-only bands look to a subcultural 

tradition based in gender inequality and the enforcement of female passivity for their 

mode of cultural expression and rebellion. Both bands cement the association between 

guitar-based music and masculinity. While they may disrupt the appearance of 

masculinity, the young, 'new' men in these bands leave many of the traditional practices 

of dominant masculinity intact. They negotiate with the structures of power, challenging 

hegemonic masculinity while simultaneously seeming to uphold their place within it and 

the privileges that are bestowed on them as men. 

Fashion-able Men 

While the tradition and, to some extent, the expectation of gender play within 

men's music cultures is not exactly a new phenomenon23 , within contemporary culture it 

can be seen as part of a larger movement among some young men to reconfigure 

masculinity through the management of appearance. Appearance management, as Susan 

B. Kaiser, Richard H. Nagasawa and Sandra S. Hutton explain, is a "process for 

constructing and negotiating a sense of self' (1991, 172). Individuals inscribe meaning 

on to their bodies and express their identities through the garments they wear and through 

other practices of stylisation. The appearances of men in my local study of youth 

subculture and young men in popular culture suggest the negotiation of a new 

masculinity. The aestheticisation and 'feminisation' of men's appearances is part of the 

gradual "softening" (Fiske 1988, 221) of masculinity which social commentators on 

masculinity have noticed over the last fifteen years. 

Throughout the twentieth century, 'fashion' has, on the whole, been regarded as a 

'feminine' domain and activity. 'Fashion' is a "gendered term in the empirical history of 

conventional modern dress: women have 'fashion', men, sober, sombre and static, have 

'style'" (Muggleton 1997, 188). Women's shopping, their beauty routines, their 

'obsessional' concern for how they look has been constructed as central to their identity. 
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For men, fashion and 'dressing up' have been seen as frivolous, 'girly', unnecessary 

activities. Men's appearances, while at times 'stylish', are sensible, dependable, not 

outrageous. If formality is needed men are dignified, restrained and dressed much like 

each other. While the norms of femininity have required women to 'dress-up', to be 

'beautiful' and on display, men have been taught to embody restraint, reason and 

rationality. They have been taught to distinguish themselves from the 'feminine' 

practices of fashion. 

Comments made by the young, subcultural men who I talked to reflect the 

dominance of this belief about the exclusion of men from fashion. Traditional 

masculinity, as Chris explains, requires men to "just always wear the same blue jeans. 

You know, shirt tucked in sort of thing all the time". In popular, 'mainstream' bars and 

pubs, as Sam reiterates, "all the guys just wear shirts and trousers". The clothing of 'real 

men' is nondescript, unmemorable. While women 'dress up', men are uniformed and 

regulated in their appearances. 

In subcultural and popular cultural arenas, however, there are young men who 

have noticed, and are contributing to, change in the traditional understanding of a 

'masculine' appearance. The appearances of these men, like the images of the New Man 

presented in advertising in the late 1980s and analysed by Frank Mort, represent a "desire 

to play about with masculinity, to rearrange traditional icons of maleness" (1988, 203). 

Young men can be seen rejecting the dull, 'straight', "trousers and shirt tucked in" 

masculinity of the dominant culture. Out of this rejection has emerged what one 

respondent, Frank, refers to as the "feminised male". These are the young men who don't 

go as far as dressing in drag, but can be seen wearing "clothing that's more fitted and less 

utilitarian, stuff that you wouldn't traditionally associate with a male". Young men are 

'dressing up' and taking more care in the construction of their appearances. They are 

playing with identity through the use of representational practices that are not part of the 

cultural tradition of hegemonic masculinity. 
__) 

23 While the meaning of men's gender play within music cultures may change and take on new significance 
at different historical moments, it is a tradition that can traced back through the 1980s with such glam 
bands as Depeche Mode, to David Bowie and Iggy Pop in the 70s, and back even further to Lou Reed and 
The Velvet Underground. Gender play in music probably extends even further, but is not within the scope 
of this research. 
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Traditionally, when men have worn "more fitted" clothing it has been to display a 

potent, forceful masculinity. On the muscular body of a Baywatch 'beefcake', or on a 

burly biker, a tight t-shirt emphasises and affirms hegemonic masculinity. Among 

young, subcultural men this sort of clothing takes on new meanmg. Fitted, body

accentuating clothing is being worn by non-muscular men who would traditionally be 

expected to hide their 'unmanly' bodies and to wear heavy, layered clothing that gives an 

illusion of 'masculine' bulk. Hadyn refuses to hide away or disguise his skinny body. 

He dresses in an under-sized child's t-shirt that, when he stretches, reveals the flesh of his 

stomach, and straight, fitted trousers. He dresses up and draws attention to his body, 

flouting the rules and norms of hegemonic masculinity. In the display of his body and 

the visible construction of his identity, Hadyn rearranges and disrupts the traditional 

markers of 'manhood', crossing the supposedly 'natural' and impenetrable boundaries 

between 'masculinity' and 'femininity'. 

A similar disruption and rearrangement of traditional icons of maleness can be 

seen in the image constructed by Jarvis Cocker, singer and frontrnan for the British band 

Pulp. Cocker is well known for his dapper, sartorial appearance. But instead of 

embodying the soberness and restraint of the English gentleman, he takes his appearance 

one step further and plays up the image of formal, white-collar masculinity. Cocker 

'dresses up' in tailored, 'retro' suits and shirts, winkle picker-ish shoes and bold, square 

'nerd' glasses (see figure v). He stands out against the blandness and restraint of 

traditional masculinities. Like Hadyn, Cocker refuses to hide and disguise his skinny, 

unmuscular body. His stripey, tucked-in shirts and fitted trousers emphasise and 

accentuate his 'unmanliness', as does his often languid, sway-back posture. Cocker 

constructs and presents an appearance that jars with and contradicts the norms of hard

line masculinity. He appears boyish, 'foppish' and dressed up. Cocker and Hadyn's 

management of appearance, their presentation of self, suggests an alternative, 

reconfigured understanding of masculinity. 
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Figure v - The Fashion-able Man, Jarvis Cocker 

The challenge to dominant modes of masculinity represented in the appearances 

of subculturai youth is further demonstrated by Sam. Sam reveals the contrast and 

conflict between older, more traditional understandings of masculinity and newer, 

youthful masculinities. The break between the old and the young can be seen in Sam's 

father's reaction to his son's peroxided hair. Sam describes how 

at Christmas my cousin had come over from Australia and he saw that I'd bleached my hair 
and said "oh my god, what did your Dad say?" And it was true actually that my Dad did sort 
of freak out a bit. Yeah, Dad was definitely surprised. I mean he didn't sort of make a really 
big deal out of it but he was definitely pretty taken aback and didn't quite see the point. 
Yeah, didn't see why I did it basically. 

While Sam's spiky, peroxided hair, with its punk antecedents, may not be a new youth 

subcultural style, it still represents a form of resistance to the ideals and expectations of 

'normal', adult masculinity. Sam's appearance upsets, both literally and metaphorically, 

the Father. As Joanne Finkelstein explains, "how individuals choose to look, how they 

want others to see them, designates the fashioned body as a site for acting out a variety of 

social claims" (1996, 239). Sam's dress, the construction of his appearance, is the 

embodiment of social claims contrary to those of his father. Sam's description of his 

father's failure to see "the point" to his appearance suggests his awareness of the 

dominant values and assumptions in regard to a 'masculine' appearance in contemporary 

culture. The father is positioned as subscribing to the rules and norms of patriarchal 

masculinity: a 'masculine' appearance is founded on functionality and restraint, only girls 
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'dress-up'. Like Hadyn and Cocker, Sam presents an understanding of masculinity which 

allows men to play with their appearances and decorate their bodies, activities and 

pleasures traditionally deemed taboo or feminine. The appearances of young men like 

Sam, Hadyn and Jarvis Cocker, as well as the "gender-bending" practices of young men 

in rock bands, highlight the instability of patriarchal appearances. By dissolving the 

distinctions between 'masculinity' and 'femininity' these young men cause disruption 

and disorder in the established gender order. 

Renouncing Masculinity 

Appearance is only one way that these young men make social claims and is part 

of a larger project to upset commonsense accounts of 'normal' masculinity. The young, 

subcultural men I spoke with utilise what Connell refers to as "the strategy of 

renunciation" (1995, 131). These men criticise and distance themselves from hegemonic 

masculinity and construct identities that are at odds with the norms of masculinity. Many 

young men are actively and consciously working to re-form themselves and to renounce 

From within the local youth subculture examined in this study, Frank describes 

himself as 

not a very forceful person. I think traditionally men are supposed to be kind of the instigators 
of things and the ones who, you know, you follow their lead. Whereas, in my relationship 
.with the person I'm with at the moment I, err, this sounds a bit kinky, but I enjoy being 
dominated to some degree. It doesn't mean I'll be a push over but I enjoy, this sounds pretty 
crass. but just not wearing the trousers. So I guess in a way that's undermining the traditional 
sense of masculinity. 

In his analysis of the masculinities presented by men in the environmental movement, 

Connell concludes that for these men, the strategy of renunciation and "the moment of 

separation from hegemonic masculinity basically involves choosing passivity" (1995, 

132). In a similar way, Frank subverts the norms of hegemonic masculinity by choosing 

passivity and by abdicating a position of dominance over women. His relationship 

inverts the rules and ideals of heterosexual couple-dam and traditional gender relations. 

Instead of being an instigator, someone who controls and defines others, Frank follows 

the lead of his female partner. Rather than lashing out and struggling to maintain a sense 

of patriarchal authority, he enjoys the assertiveness of the 'new woman' and likes his 

partner to take control. He rejects, in this instance, the dominant cultural belief that "to 
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become an acceptable masculine man means adopting the values of male superiority" 

(Rutherford 1988, 24). From within a discursive context characterised by a re

entrenchment of patriarchy and backlash to feminism and by feminist criticism of male 

power, Frank articulates a subcultural and alternative conceptualisation of masculinity. 

He presents a passive, submissive mode of masculinity which is in opposition to 

patriarchal traditions of male dominance and superiority and female subordination. 

-Susan Bordo (quoting Susan Brownmiller) proposes that femininity "is a tradition 

of imposed limitations" (1993, 180). A patriarchal society functions by constraining and 

limiting the freedoms of women, keeping them within the confines of the culture of 

femininity. Within the youth subculture examined in this study, however, men 

deconstruct and challenge patriarchal constructions of femininity, once again renouncing 

male dominance and female subordination. They support and endorse feminism and the 

reconstruction of both masculinity and femininity in their critique of the norms and ideals 

of traditional gender. For Hadyn, this process involves the unlearning of hegemonic 

masculinity and the rejection of patriarchal constructions of female beauty and 

desirability. He expiains how 

as a boy, you know, you kind of grow up with all the images that are presented of the typical 
blonde, busty woman and I just kind of thought 'oh yeah, so that equals beautiful' basically 
because that's the whole context that it was presented in. But I think I've kind of grown out 
of that a lot, yeah. I mean I think I find a lot of different people attractive for a lot of 
different reasons. 

Males growing up in a patriarchal culture are taught to appreciate and respond to a very 

particular model of female beauty. Women are idealised on television, in movies and 

magazines, and in the pornography that most teenage boys, so I gather, come into contact 

with as slim with long, often blonde, hair. Hadyn's reference to the 'bustiness' · of the 

'typical' woman indicates that a woman's beauty is also measured in terms of her sexual 

objectification. These understandings of female beauty are so exalted and validated 

within contemporary culture that they become normalised and "provide people with 

'basic common sense"' (McRobbie and McCabe 1981, 3). For Hadyn, like men in 

Connell's study of the environmental movement, the formation of identity initially 

involves the appropriation of what is taught and valued within the dominant culture. His 

boyhood contact with the dominant images of women represents a "moment of 

engagement with hegemonic masculinity, the moment in which the boy takes up the 

project of hegemonic masculinity as his own" (Connell 1995, 122). Hadyn has "grown 
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out of that", however, to reject and critique the patriarchal system of beauty that ranks 

women in terms of their ability to conform to a restrictive and, for many, an illusory 

feminine ideal. He constructs for himself a masculine identity which attempts to subvert 

and work against the power men obtain from women's confinement within the culture of 

femininity. 

This unlearning of patriarchal thinking and constructions of femininity is 

exhibited by others in the subculture. Sam reveals his feelings about what constitutes 

female beauty and attractiveness by explaining that he tends 

to sort of be attracted to women with short hair for example and a lot of the guys I work with 
are like ''a woman isn't se:--J' unless she has long hair" sort of thing. And that just seems 
strange to me. It's like they have a very limited idea about what a woman should be and, 
well, I'd like to think that I don't have that. 

Sam challenges dominant cultural conceptions of ideal femininity and embraces more 

varied and less traditional femininities, separating himself from more traditional cults of 

masculinity. "Male dominance," as Mairtin Mac an Ghaill explains, 

is in part underpinned by their relative success in controlling the meaning of masculinity (and 
femininity). By managing to get tl1eir versions of the concept privileged above all otl1ers, 
men have been able to secure a dominant place in society (1996, 7). 

Sam and others in this youth subculture challenge the patriarchal project that decides 

what is normal and acceptable for men and women and marks out those who fail to 

conform. Hegemonic masculinity involves the continuous drive to fix and define 

masculinity and femininity. In this case, men are supposed to subscribe to and enforce a 

restrictive model of femininity while women should strive to conform to this model. 

Sam, however, refuses to perform his part in this system of power relations. He refuses 

to endorse the view that "a woman isn't sexy unless she has long hair", challenging 

traditional patriarchal appearance norms as the basis of a woman's worth. 

This chapter has shown how, within the local youth subculture explored in this 

study and within popular culture, young men are challenging and resisting the norms and 

ideals of hegemonic masculinity. They are separating themselves from dominant, 

powerful models of masculinity and refusing to participate with the men who consent to 

and nurture these masculinities. Through the management of appearance and the visible 

construction of identity, many of the young men I interviewed and young men in the 

realm of popular music fashion a new image for masculinity. In 1988, Jonathan 

Rutherford explained that the 'New Man' is "an expression of the repressed body of 
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masculinity" (32). Through clothing and practices of stylisation, contemporary young 

men are able to experience and display a masculinity that has been repressed and deemed 

taboo or 'feminine'. They challenge the restrictive con~epts of the 'normal' and the 

'natural', crossing the boundaries between 'masculinity' and 'femininity'. These young 

men are willing to play and experiment with masculinity instead of treating it with 

reverence and as a fixed and stable concept. On an often deeper and more self-conscious 

level, young men are reforming their attitudes and behaviour as men. They are 

interacting with women in a less dominating and traditionally masculine way, inverting 

gender norms and challenging dominant values. The activities, appearances and opinions 

expressed by young, subcultural men suggest a movement against hegemonic masculinity 

and the formation of a new, revised masculinity. These men seem willing to give up and 

work against some of the power they are granted in a patriarchal society. 

While this chapter has focused primarily on the efforts made by young men to 

resist and disable hegemonic masculinity, this resistance is in no way simple or absolute. 

Even those dedicated to bringing about change in the patriarchal gender order have some 

sort of engagement with hegemonic masculinity. The next chapter, ""Performance 

Anxieties": The New Man with Men and Feminists", explores the limitations that young, 

subcultural, 'new' men are placing on their resistance. It looks at the contradictions 

involved in this new, or not so new, masculinity and the ways that young men are 

accommodating and reproducing hegemonic masculinity. 
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CHAPTER NINE 

"PERFORMANCE ANXIETIES": 

THE NEW MAN WITH MEN AND FEMINISTS 

Throughout the preceding chapter I constructed a picture of contemporary young 

males questioning and challenging the norms of hegemonic masculinity. The 

masculinities constructed and displayed by men in my study of youth subculture and by 

young men in popular culture appear to contrast greatly with the traditional 

representatives of hegemonic masculinity. They look, sound, and act like 'New Men', 

men who no longer enjoy wielding patriarchal power. But just how 'new' and different is 

this New Man's masculinity? 

My discussion of the "gender-bending" practices of young men in rock bands 

gave an indication of the negotiation and the compromises that play a part in youthful, 

subcultural masculinities. These young men, while at once subverting normative 

masculinity and de-naturalising gender, simultaneously comply with and validate 

principles of hegemonic masculinity. Their resistance is to some extent tempered by their 

involvement in patriarchy. This chapter looks more directly and specifically at the 

negotiation, the "ongoing process of give-and-take" (Gledhill 1988, 67), involved in the 

youthful masculinities of these contemporary 'New Men'. Contradictions and 

compromises disrupt the resistant and counter-hegemonic stance of young men in the 

local youth subculture and the young men represented in popular culture, specifically in 

Richard Linklatefs film Suburbia. These men, like the women I discussed in Part One, 

exhibit Gramsci's "contradictory consciousness" (Lears 1985, 570). They straddle 

cultures, at once members of rebellious, alternative youth (sub)cultures while 

simultaneously also members of the dominant culture which has in many ways influenced 

their world views. They are torn by the multiple and contradictory discursive formations 

which offer different explanations of contemporary culture. The young men in this study, 

as demonstrated in the previous chapter, are re-forming themselves as men, changing the 

way that they conduct and present themselves. They provide backing for those scholars 

who proclaim the arrival of a 'New Man', a masculinity shorn of hierarchical power and 

privilege. They respond to contemporary demands that men change and to the belief that 

a potent, controlling, sexist masculinity is no longer acceptable. Yet these men also 
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accommodate and protect hegemonic masculinity. They adhere to and reproduce the 

norms of a patriarchal gender order and the discourses of postfeminism and backlash 

against feminism. 

The contradictions involved in the alternative masculinities of these young men 

and the limits placed on their resistance are particularly apparent in their relationships 

with other men and in their perceptions of feminists/feminism. It is in relation to other 

men arid to feminists that the 'New Man' reveals the tenuousness and instability of his 

challenge to hegemonic masculinity. Young men in my study of the local youth 

subculture and in popular representations of youth are in a state of flux. While many 

support and actively seek changes in the established patriarchal gender order, the loss of 

order induces feelings of anxiety and insecurity. Their inability to bond and establish 

community with other men or with feminists leaves many of these 'new' men isolated 

and alone. Others are angry and defensive, especially in response to feminism. 

Articulating an alternative understanding of masculinity in a culture where the meanings 

of gender are contested and discourses contradict and compete with each other, 1s a 

disquieting and often troubling experience for the young men discussed in this study. 

The New Man and men 

how 

ln his analysis of men in the environmental movement, R.W. Connell explains 

the annihilation of masculinity was both a goal and a fear for these men . . . To undo 
masculinity is to court a loss of personality structure that may be quite terrifying: a kind of 
gender vertigo (1995., 137). 

This state of "gender vertigo" stems from the ambiguity and confusion experienced by 

these men. While they have a sincere desire to undo and escape hegemonic masculinity, 

at the same time they fear the reality of life without patriarchy. As a result, as Connell 

explains, 

There are consequently strong motives to set limits to the loss of structure. Such limits are 
visible in the paradoxical assertion of the masculine self in the act of renunciation ( 137). 

At the same time as renouncing and working against hegemonic masculinity, these men 

complied with and reaffirmed norms and ideals of hegemonic masculinity. They placed 

limits on just how far they would extend their renunciation, maintaining some degree of 

allegiance and inclusion in the patriarchal structure. 
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Similar processes take place amongst the men in my study of the local youth 

subculture and within the film Suburbia. The young men in the ·subculture and Jeff in 

Suburbia, limit the extent of their renunciation of hegemonic masculinity. This is 

particularly apparent in their contact with other men. As a result of disciplinary 

technologies and/or a general desire to not stand out as different or to take on other men, 

the young men in this study contribute to the maintenance of gender order and consent to 

patriarchal relations of power. 

The relationship between hegemonic masculinity and homosexuality plays a 

major role in the conceptualisations of masculinity presented by men in my qualitative 

study. Homophobia, as a " "normalizing" machinery of power" (Bordo 1990, 86), is 

exercised within patriarchal culture as a means of disciplining men who threaten the 

security of hegemonic masculinity. . The word "faggot" is central to the staunchly 

heterosexual culture of masculinity and is used to mark out those who are different. It is 

used to distinguish the 'men' from the 'non-men', the 'normal' from the 'abnormal'. 

Most of the men in their interviews made reference to incidents where they had been 

referred to as a 'faggot'. One man recounted a story where a car full of men had yelled at 

him as he walked down a street, presumably basing their opinions on his appearance. For 

others, friends and other men 'jokingly' make accusations of homosexuality. Frank 

remembers being called a 'faggot' as a teenager in high school, a formative time and 

place for masculine identity. He feels that he was targeted more than others because 

maybe they sensed I was more sensitive. It being an all-male school I guess tl1at was tl1e 
tl1reat, tl1e worst tlling you could be called or whatever. But yeah, it happened quite often. 
Not sort of maliciously, kind of half-jokingly but tl1ere was a tone of tl1reat in tl1ere 
somewhere. 

For men to have someone question their sexual identity, even if they are only "half

joking", calls into question the acceptability and validity of their masculinity. Frank's 

failure to adequately perform masculinity - his portrayal of sensitivity and his inability to 

perfect the front of masculine self-assuredness and impenetrability - provokes the 

activation of techniques of normalisation, effectively marginalising and stigmatising him. 

These techniques are part of everyday life. They "police men" (Rutherford 1988, 60) by 

warning those who pose resistance to the norms of hegemonic masculinity and 

marginalising those who fail/refuse to conform. 
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Homophobia is invoked to discipline men and to bring about docility and 

conformity. Docile bodies, however, according to Foucault, "are created not only by 

external power but by self-imposed rules and tactics of surveillance" (quoted in Byers 

1998, 719). Disciplinary technologies and techniques of normalisation work by inducing 

self-discipline in individuals. The punishment experienced by men "who fail to do their 

gender right" (Butler 1990, 140), the taunts of 'fag' and 'homo', teach men to watch 

themselves and to regulate their behaviour. To evade punishment and disciplinary action 

many of the men I interviewed, despite individual feelings of frustration and resistance, 

comply with and protect hegemonic masculinity. For Frank this means that he would 

never hug an old male friend, even though he enjoys this form of contact. He explains 

that if he were to hug a male friend "they'd be kind of shocked". Frank's awareness of 

how homophobia polices and largely prohibits physical contact between men results in 

conformity and compliance. Ben describes how, when his male flatmate makes 

homophobic comments about the gay men in a local television drama, 

I just sit back and go ·okay'. I won't say anything, I'll just let it ride or something. 
Sometimes the girls {in the flat] ,vill sort of make a joke out of the guys for saying that but, 
you know. I don't really want to do that. I just sort ofremove myself from it. I guess if you 
criticise, I mean I could understand them sort of saying 'oh, oh, are you gay or something?' 

In an effort to evade being marked as abnormal and positioned on the outside of the 

culture of masculinity, Ben disciplines himself by keeping silent. Voicing his criticism of 

his flatmates and defending homosexuality would bring about his own marginalisation 

and sap him of the power he is accorded for 'blending in' and following the rules of 

hegemonic masculinity. The normalisation of heterosexuality persuades these men to 

discipline and regulate themselves in accord with the dominant ideals of masculinity. 

In the previous chapter I referred to Connell's claim that while "few men are 

Bogarts or Stallones, many collaborate in sustaining these images" (1987, 185). Ben's 

silence in response to hegemonic masculinity, his tactic of just sitting back and "letting it 

ride" implicates him in the- patriarchal project. Instead of voicing his criticism, he 

collaborates and consents to hegemonic masculinity by keeping quiet. This issue of 

silence will be discussed more fully because it represents a major point of contradiction 

within both the youth subculture examined in this study and in Suburbia. 

The impact of competing and contradictory discourses on youthful masculinities 

can be seen in Chris' discussion of "chauvinistic males". He expresses a dislike for the 
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way men "tend to put women down a bit" and gives his male flatmates as an example. 

His flatmates do 

the whole "hey bitch" sort of thing and talk about scoring bitches. I mean they don't say it 
directly to women but, you know, I mean I think it's just in fun really but sometimes I think 
they take it a bit over the top. 

When I asked if he ever voices his concerns, Chris quickly replied by saying "oh nah, no, 

not really. I mean I think it's just, yeah, fun". Chris is torn between discourses and 

allegiances, between what is appropriate and acceptable behaviour for men and what is 

not. On the one hand, feminist discourses identify and reject sexism and "chauvinism". 

As a 'New Man' Chris sees himself in opposition to these qualities. On the other hand, 

however, men's power over women is part of 'normal' life; sexism and "chauvinism" are 

articulated "in fun". Chris is therefore dismissive of his own concerns and reluctant to 

criticise other men and the norms of masculinity, behaviour that would no doubt mark 

him as different and could provoke disciplinary action. His silence condones and 

sanctions the system of male dominance and female subordination. 

A similar process of negotiation takes place in Suburbia. As an individual Jeff 

presents an alternative mode of masculinity. He distances himself from the masculinities 

embodied in his friends, Buff and Tim, that rely on the demonstration of power and 

authority. In his contact with other men, however, Jeff accommodates and protects 

hegemonic masculinity. Jeff endorses Buff and Tim's efforts to assert dominance over 

women. While he may roll his eyes at Buffs pornographic fantasies or get angry with 

Tim forhis aggressive behaviour, he does not criticise them as men. As was the case for 

Chris' flatmates, Buffs degrading and exploitative characterisation of women, while 

perhaps immature, is just 'a bit of fun'. Near the end of the film Jeff demonstrates his 

loyalty to Tim and his complicity in patriarchal violence and the oppression of women. 

Tim, seated in the back of a police car after getting arrested for drunk and disorderly 

behaviour, confesses to Jeff that he has seriously assaulted and possibly killed a woman. 

He tells Jeff how "I just kept hittin' her till she didn't move anymore". A shocked Jeff 

stays up all night, unsure of what he should do, while Tim is locked in the police cells. In 

the morning when he discovers that Tim has lied to him, he angrily tells Tim how he 

stayed up all night trying to figure out how to protect my best friend. I was trying to come up 
with some lie so that you wouldn't have to go to jail for the rest of your life. 

Jeffs loyalty to Tim and his desire to protect his friend mean that he also protects and to 

some extent condones violent and retributive manifestations of patriarchal authority. His 
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concern for Tim outweighs his concern for Tim's hypothetical victim. Jeff keeps quiet, 

keeps Tim's secret and does not publicly criticise or condemn his actions. While this 

instance is an extreme example of the New Man's passivity and the code of silence that 

protects and maintains hegemonic masculinity, it is symptomatic of Jeffs attitude to both 

Buff and Tim throughout the film. Buff and Tim's masculinities are not acknowledged 

or framed as a problem. As Foucault's work reveals, power functions by hiding its 

mechanisms. The success of patriarchy is dependent upon preventing masculinity from 

becomi·ng a topic of discussion, securing its absence from cultural life. Jeff and Chris 

both keep 'the secret of masculinity' with their silence. They hide the socially 

constructed dominance of masculinity and maintain the status quo. Rather than actively 

contesting or querying the whole structure of patriarchal gender relations, Jeff and Chris 

simply represent another option, another mode of masculinity. Through their silence they 

leave older masculinities intact. 

While Chris and Jeff half-attempt to justify and excuse their silence by 

downplay'ing the significance of male displays of patriarchal power, others in the youth 

subculture illustrate an acute awareness of how silence works amongst men. Hadyn 

explains how, despite the changes occurring in contemporary understandings of gender, 

many men are gomg 

'whoa, how can we hold on to some of this?' There's still kind of some fear of the unknown 
and people just still sticking wit11 some conventions, even t110ugh you know that iliey're 
loaded, just in order to kind of make t11ings safe or easy. 

These men are exhibiting "gender vertigo" and setting limits to the loss of structure. As a 

means of retaining some certainty and 'normality' in the world and evading dangers, 

these men, even as 'New Men', refuse to fully let go of the dominant structure and 

arrangement of power relations. While traditional patriarchal masculinity has come 

under pressure and criticism from feminism and from women in general, Ben thinks that 

deep down men believe that women are still attracted to that sort of masculinity. They don't 
want to believe that t11ey [women] might really think t11at guys are absurd and t11at 
masculinity's absurd. So by not discussing it t11ey negate t11e existence of it. 

Threats to the legitimacy of hegemonic masculinity need to be kept out of conversation. 

The fracturing and dismantling of the power bloc of 'normal' men can not take place if 

men 'stick together' and refuse to discuss or acknowledge counter-hegemonic 

knowledeges and discourses. 
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Despite their awareness and knowledge of how it functions and the purpose it 

serves, these men stil I capitulate to the code of silence which protects and sustains 

hegemonic masculinity. Like Ben and Chris, Hadyn explains that he too holds back and 

keeps quiet in the face of hegemonic masculinity as a means of making things "safe" or 

"easy". Around a friend who 

sometimes says things about women that just make me cringe, I guess for ease and for the 
sake of friendship I just kind of go "okay" and just shut up basically. 

The contrast and seeming conflict between the men's conscious beliefs and thoughts and 

their actions when around other men is illustrative of the processes involved in a system 

of hegemony. Consent, according to Gramsci, "involves a complex mental state, a 

"contradictory . " consciousness m1xmg approbation and apathy, resistance and 

resignation" (Lears 1985, 570). Neither consent nor resistance are simple or clear-cut. In 

this case, the men are persuaded, .. forced, by the social pressures and norms that govern 

men's behaviour to keep their views to themselves. They resign themselves, when in the 

company of other men, to playing their designated part in the gender order. As 

individuals they pose resistance and articulate an alternative understanding of 

mascuiinity. But as part of male culture they endorse and sustain hegemonic masculinity. 

The code of silence and the techniques of normalisation that police masculinity 

inhibit the development of a male community that tolerates difference, a community from 

within which men could express and nurture counter-hegemonic masculinities. The 

fa~ade that men find they have to keep up around other men and their quiet, tacit and, for 

many, reluctant, endorsement of patriarchal power creates a gulf between themselves and 

other men. In their contact with other men, the men in this study suggest that many of 

their critical thoughts and beliefs remain hidden. Three men in particular - Hadyn, Frank 

and Ben - spoke of their feelings of isolation and detachment from other men. Hadyn 

explains how, "Personally, I think I question masculinity quite a lot, but I mean I haven't 

met many males that I can kind of talk to about it". Most of the men in this study share 

Hadyn's sentiments. The cultural taboo against men discussing masculinity together, the 

fear men have of addressing each other as men, makes it difficult for them to share their 

views with other men. The counter-hegemonic masculinities of these men remain private 

or find expression and support amongst women. Frank feels bad that he does not 

really identify with that many males. I don't have that many male friends. I feel a lot more 
comfortable talking to females. It's kind of, well in a way it's a lot less intimidating. 
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Ben further emphasises the sense of escape and relief women offer from the intimidating 

and highly regulated culture of masculinity. As Ben explains, "A lot of the time it is 

quite easy for an individual guy to relate to like a group of girls than to a pack of guys". 

The resistance young men pose to hegemonic masculinity and their questioning of its 

legitimacy is voiced from outside and from the margins of the dominant culture. These 

'New Men' keep their views to themselves or tum to women, who, in tum, are still 

positioned as nurturers, counsellors, on call to provide emotional support and sympathy. 

The 'New Men' are unable to establish community with other men. 

The masculinities of these young, subcultural men still fit within the framework of 

hegemonic masculinity. Hegemonic masculinity is formed and given legitimacy in its 

opposition to women and to subordinated masculinities. As Connell explains, 

These other masculinities need not be as clearly defined - indeed, achieving hegemony may 
consist precisely in preventing alternatives gaining cultural definition and recognition as 
alternatives, confining them to ghettos, to privacy, to unconsciousness (1987, 186). 

While there are movements among young men in the youth subculture and in Suburbia to 

re-form and develop alternatives to hegemonic masculinity, the rules and norms that 

govern men - the doctrine of homophobia, the code of silence and repression - prevent 

these masculinities from achieving cultural definition. These voices from the margins of 

hegemonic masculinity remain in the margins. Counter-hegemonic masculinities are 

confined to the private sphere, remaining hidden and unspoken in men's imaginations 

when in the company of other men. When they are articulated it is in the company of 

women, amongst those who are marginalised and lacking in power in a patriarchal 

culture. The inability of these men to co-ordinate a concerted attack on hegemonic 

masculinity and their failure to assert themselves in public discourse leaves hegemony in 

place. Men remain secure in their position as the power-brokers of contemporary culture; 

gender continues to be organised around men's dominance and women's subordination. 

In his analysis of the masculinities presented by men in the environmental 

movement, Connell discusses how these men successfully challenged hegemonic 

masculinity through a group effort. 

Individualizing gestures. in which a man uies to separate himself from the project of 
masculin.ization, are transcended in the direction of political mobilization, a process in which 
a patriarchal social order is contested (1995, 141). 

Some men in his study formed counter-sexist and consciousness-raising groups and 

actively sought, with other men, to reconstruct masculinity. Together with women, they 
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participated in a movement founded on a "commitment to equality and participatory 

democracy" (128). As individuals but also as members of a community these men 

engaged in a political project to find alternatives to hegemonic masculinity. 

Unlike Connell' s men in the environmental movement, however, the men in my 

qualitative study and Jeff in Suburb;a never move the resistance posed to hegemonic 

masculinity beyond individualising gestures. Their accommodation of hegemonic 

masculinity and their complicity in its maintenance leaves these young men crippled, and 

prevents their re-formed masculinities from gaining cultural definition or recognition. 

There is no coordinated and sustained political movement and mobilisation against 

hegemonic masculinity. These men slip into subordinate and marginal positions in 

society or simply 'go along' with hegemonic masculinity, leaving it unquestioned and 

unscathed. 

The New Man and feminism/feminists 

The private, individualised re-formation of masculinity demonstrated by the 

young men in this study leaves men isolated from each other, unable to mobilise and 

form a collective movement for social change. Feminism, however, in a general sense, 

provides some women the opportunity to come together and to form a social and often 

public movement.24 Feminism provides women (those who choose and are able to gain 

access to it) with a language and a framework for discussing and implementing changes 

in a patriarchal culture. Without an organised language and framework of their own, 

where and how do the New Men in my study of youth subculture and in Suburbia fit with 

feminism? 

Their interpretation of feminism unsteadies these men, leaving many feeling edgy 

and threatened. Their responses to feminism and feminists vary, reflecting the multiple 

and contradictory discourses that characterise gender relations at this point in time. For 

some, feminism means psychological unease, the activation of feelings of guilt and self

blame; they seek to identify and empathise with women and yet feel tyrannised by their 
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identity as men. Others declare their allegiance to feminism while angrily reproducing 

discourses based in postfeminism and/or the backlash to feminism. The men in my 

qualitative study, as well as Jeff in Suburbia, experience feminism as an alienating social 

movement. They perceive their masculinity, the symbol of power and control in the 

dominant, patriarchal culture, as being held against them and marking them as outsiders. 

The assumptions and attitudes of these men in regard to feminism/feminists further 

emphasise the precariousness of their 'new' masculinities. Feminism invokes anxiety 

and a ciirnate of discomfort and unease for the young, 'New Man'. 

Among the contemporary grouping of New Men some young men are actively 

engaging with the ideas and values of feminism. They are involving themselves in 

cultural activities and expressions that undermine the 'naturalness' of women's 

subordinate positioning within patriarchal culture. Frank reads books and articles about 

feminist issues and listens to popular music by feminist women artists, while Hadyn 

made the decision to be one of the few male students in a Feminist Studies course at 

university. Their interest in feminism is part of their commitment to renouncing and 

unlearning hegemonic masculinity. Frank states that feminism has taught him "women's 

position in life and how traditionally women have been subordinate to men. It shows you 

how men have oppressed and objectified women". Frank has adopted the discourse and 

language of feminism which in turn informs his understanding of both history and 

contemporary culture. For Hadyn, the Feminist Studies class is about learning and 

"picking up on ways in which I'm just unaware that I could be recreating the power 

situations and stuff that men are taught in our society". Feminism exposes the 

mechanisms and the secret of patriarchal power. It provides men, those who are willing 

to listen, with information and discussion that is unavailable and silenced in male 

cultures. For these men, it teaches them about the inequalities and tragedies that are 

borne out of hegemonic masculinity and male privilege and power. Men like Hadyn and 

Frank use feminism to learn about the ways that they are involved and complicit in the 

patriarchal project. 

24 r refer to "feminism". in this instance. in a general and popular sense. But it is important to acknowledge 
that there are specific feminisms - lesbian femirtisms, Marxist feminisms. various radical feminisms etc -
U1at are not necessarily inclusive of all women and which have very particular and divergent aims and 
values. 
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This knowledge and awareness of how patriarchy functions and of their own part 

m it can be a traumatic and unnerving experience. In his essay "Male Feminism as 

Oxymoron", David Kahane describes the shock that awaits a man with thorough 

knowledge of feminism. Such a man, according to Kahane, would 

lose his sense of secure grounding in the world - his faith in his own judgements, emotions 
and desires. Every aspect of his self ·would become suspect, and also potentially impositional 
or hannful (1998, 222). 

Frank and Hadyn reel in the wake of this type of shock. 

For Hadyn, learning about feminism and about men's destructive power over 

women elicits an emotional and personal response. He explains how "definitely at times 

as a young male I've felt really bad. There's just some stuff that men have done that you 

feel really bad about". Frank further explains the New Man's relationship to feminism in 

his discussion of the music of the American punk/folk singer, Ani Di Franco. During the 

interview I asked Frank what it means to be a male fan of Di Franco, an outspoken, 

politically active feminist and bisexual woman. We talked about two songs in particular, 

Letter to a John - a song about prostitution - and Hide-and-Seek - an account of men's 

sexual abuse and exploitation of girls and women. Frank explains how 

I wouldn't say I identify with the lyrics. I think they're both quite anti-men kind of songs, or 
they're describing male things which are horrible. I guess I just might be getting back to this 
kind of guilt thing, you know') [ just identify with the guilt. 

He goes on to say that he likes the songs "cause they're sad and they make you feel bad 

about being male". Hadyn and Frank's involvement and encounters with feminism are 

founded on guilt and 'feeling bad'. Even though Frank can not personally identify with 

the content of the songs, he still feels culpable. Both men, like men in Connell's study, 

take "feminism aboard as an accusation" (1995, 129). As individuals they take on 

feminism's condemnation of patriarchy and of men generally. According to Hadyn and 

Frank, to be a New Man, a man that understands and accepts the tenets of feminism, 

means feeling guilty. Their contact and involvement in feminism ungrounds them and 

leads them to question their identities and relations with women. All that is assumed to 

be commonsense, to be natural and normal, collapses and reveals the complex machinery 

of patriarchal dominion. 

This understanding of feminism - feminism as an accusation against men - places 

these New Men in an impossible and painful position. They exhibit the "anguished 

consciousness of the progressive yet privileged" (Kahane 1998, 222). They struggle to 
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play a part in feminism and to connect with women and yet they perceive even their re

formed masculinities as always holding them back, marking them as somehow complicit 

in patriarchal oppression. The limitations and contradictions involved in Hadyn and 

Frank's engagement with feminism invoke feelings of guilt and self-blame. But there is 

also the suggestion of an almost reactionary impulse in their attitudes to feminism, an 

adherence to the backlash discourses that work to undermine feminism. Frank tells of 

how, especially around known feminists and members of the Feminist Studies 

Department, 

Sometimes you get a look from women which sort of says, well my interpretation of the look 
is just "you're a man" kind of thing. It's almost a hate look. 

While Frank may judge and blame himself for being male, he also perceives feminists as 

doing the same. His anxiety in relation to feminists and his comments about a 

persecutory and anti-male feminism are also conveyed by Hadyn. Hadyn explains how 

he has at times felt especially uncomfortable about being male during his Feminist 

Studies class. He explains, however, how 

that's only because of my assumptions about feminists. You know, the stereotypical man
hating feminist. I mean I know where I've picked that up from but I can't believe that I still 
iet it affect n1e in son1e ,vay. Ifs just such a strong kind of ilnage or stereotype tb.at's crept 
into my psyche. 

Frank and Hadyn see themselves as being hated because of their gender. Their 

masculinity makes them suspect. 

Frank and Hadyn' s comments reveal their feelings of awkwardness and 

discomfort in the face of feminism. They show how contact with feminism causes these 

New Men to lose their "sense of secure grounding in the world" (Kahane 1998, 222). 

While Frank and Hadyn may have had encounters with negative, judgmental feminists, 

their comments can also be interpreted as suggesting that young, new, 'enlightened' men 

are to some extent shifting 'the problem' from themselves and onto feminists. Their 

comments reveal an involvement in the backlash against feminism/feminists that enables 

men to deflect feminist criticism. The backlash against feminism relies on a warping and 

distortion of the ideas and principles of feminisms. Central to the backlash is the 

characterisation of feminism as staunchly and irrationally anti-male. Harry Brod contends 

that 

the misconception of feminism as anti-male seems to have taken hold, even among some men 
who view themselves as most militantly in support of feminism (1998, 200). 
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Even though Frank and Hadyn engage with feminism and separate themselves from 

traditional cults of masculinity, and even though Hadyn actually recognises the impact 

made by the backlash against feminism in contemporary culture, the stereotype of the 

"man-hating feminist" has "crept into their psyches". This characterisation sees feminists 

as irrational, their politics based simply in prejudice and extremism. Men's backlash 

against feminism and their understanding of feminism as "man-hating" reduces the threat 

posed by feminism and allows them to dismiss feminist concerns and criticisms. Frank 
-

and Hadyn' s comments suggest an awareness and an adherence, mixed with their genuine 

support for feminism, to backlash understandings of feminism and feminists. 

The backlash against feminism in contemporary culture depicts feminists as 

unfairly judging and persecuting men. Feminism is framed as 'out to get' men, even the 

'good guys'. This characterisation of feminism can be seen in the film Suburbia and is a 

source of anger and frustration for young men who see themselves as having changed and 

re-formed their masculinities. Near the beginning of Suburbia, Jeff's girlfriend, Sooze, 

presents a performance piece to her friends outside the convenience store where they 

congregate. The title of the piece is "Burger Manifesto Part One - The Dialectical 

Exposition of Testosterone" and is part of Sooze's application to the School of Visual 

Arts in New York. Her performance, consisting of verse, movement and dance, is an 

angry diatribe against men. The first section begins with an attack on specific men but 

Sooze quickly makes clear that her condemnation is of all men: 

Fuck Oliver Stone. Fuck Bill Clinton. Fuck Howard Stem. Fuck Michael Bolton. Fuck O.J. 
Simpson. Fuck Pope John Paul. Fuck my dad. Fuck all the men. Fuck all the men. Fuck all 
the men! 

She screams hateful curses at a generic man figure, saying "I hope you die with blood in 

your mouth" and referring to him as a "pig." When she finishes Jeff asks, "Is that 

supposed to be about me?" Sooze, in reply, asks, 

Why is everything about you. Jeff? 
Jeff: No. not everything. This. [ am the man in your life. 
Sooze: Man? 
Jeff: Yeah, man, male. significant other, whatever the fuck I am. 

Later, as Jeff tries to question Sooze and explain his own stance in life, he is repeatedly 

charged with being a "typical male." Jeff spends much of the film frustratedly attempting 

to explain and defend himself to Sooze, with little success (see figure vi). 
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The representation of feminism and feminists in Suburbia is shaped by and 

legitimates male backlash. In Sooze we are shown a feminism that is anti-male, that 

aligns men together and condemns them all. Feminism is portrayed as a form of tyranny 

against young men like Jeff. Defensiveness, and even outrage, is justifiable when 

Figure vi - Performance anxieties: Jeff in Suburbia 

feminism proves to be such an unreasonable assault on the New Man. Jeff is unable to 

speak without being accused of trying to assume patriarchal dominance. To question 

what it means to be the "significant other" of such a feminist as Sooze is to exhibit the 

behaviour of a self-interested, self-obsessed "typical male". Sooze publicly humiliates 

and attacks her partner but then downplays it by saying "it's just a piece", a mode of 
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artistic expression. Jeff's frustration is exacerbated by Sooze's hypocrisy, by the sense 

that she does not even live by the feminism that she so easily spouts and uses to condemn 

Jeff As the film develops we see Sooze fawning over Pony, a school friend who has 

'made it' as a rock musician. Pony's brief return to small-town Bumfield as he tours the 

country with his band sees Sooze transformed into a groupie, forgetting her own feminist 

maxim of"fuck all the men." She is sucked in by Pony's lame 'charm', by his success 

and by his promise that she can design an album cover for him. We last see Sooze as she 

leaves in Pony's limo to spend the night with him at the Four Seasons hotel. Suburbia 

depicts feminism from the standpoint of men's backlash against feminism. It depicts a 

feeling among men, even the young, New Man, that feminism is hypocritical, out of 

control, and without basis. Feminism is tyrannising the innocent, giving no credit to 

those men who have re-formed masculinity and who no longer blatantly assert patriarchal 

power. The characterisation of feminism within Suburbia generates within Jeff feelings 

of resentment and frustration. The awkwardness and anxieties felt by contemporary 

young men in my study of youth subculture and in Suburbia in the face of feminism can 

be allayed, to some extent, by adherence to the discourse of male backlash. 

The backlash posed by young men in the local youth subculture and in Suburbia 

1s not simply formed around the straightforward s_tigmatisation of feminism and 

feminists. Some 'New Men' reveal their opposition to feminism to be shaped by the 

doctrine and discourse of postfeminism. These men confirm Tania Modleski' s fears of a 

backlash "carried out not against feminism but in its very name" (1991, x). Within 

contemporary culture, television programmes, print media, and public figures have all 

contributed to the popular assumption that feminism has been dealt with, settled, and now 

simply assigned a place in the annals of history. This idea is particularly resonant in 

descriptions of contemporary youth cultures. Douglas Rushkoff, for instance, proposes in 

the Gen X Reader that Generation X 

are neither ungrateful for the world into which we have been born, nor unthankful for the 
hard-won battles of our predecessors. To most of us, concepts like racial equality, women's 
rights, sexual freedom, and respect for basic humanity are givens (1994, 6). 

Rushkoff pictures a generation of young people (however contentious, complicated, and 

simply untrue the reality may be) exempt from the hierarchy and power struggles of 'the 

past'. It is assumed that the battle against patriarchy has been won and the concerns 

raised by feminism addressed and laid to rest. 
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While neither would go so far as to claim that patriarchy has been obliterated, 

1 Jeff, in Suburbia, and Sam, in my qualitative study, present themselves as 

tfeminists. What makes Sooze' s feminism so outrageous is that she inflicts it on the 

¥ Man. While Buff and Tim are patriarchy's representatives, Jeff displays the re

ned, reconstructed masculinity of the New Man. Jeff is depicted as the product of a 

tfeminist culture; having benefited from feminist discourse he is now beyond, outside 

riarchy. Sam shares similar sentiments to Rushkoff in his account of his own part in 

1der relations. He explains how 

I'm fully into the idea that women should be equal to men in every sort of aspect that actually 
counts basically. Yeah, I do think they should be equal. 

~ emphasis placed on the importance of "equality" reveals the impact discourses of 

!ral feminism have had on the values and beliefs of this younger generation. Sam 

,ports and reproduces feminist values and ideals. Yet, when asked how he feels about 

term 'patriarchy', he replied by saying "it's not anything to do. with me basically". As 

kw Man, a man for whom the concept of gender equality is a given, patriarchy is not 

n's problem. Sam is postfeminist, beyond the need for feminist intervention or 

~rrogation. 

From this postfeminist standpoint, contemporary feminisms are framed as 

·secutory and unfair. When explaining his stance on feminism, Sam draws on the 

stfeminist backlash to propose that within contemporary culture 

there's kind of a popular feeling that men should be made to feel guilty for the way men have 
acted in the past and I just don't accept that. I don't think that's true at all. I mean I haven't 
done any of those things, I haven't raped anyone or repressed anyone in their career or sort of 
sexually abused anyone or anything like that. There's a general feeling that I should be 
feeling guilty about that and I just don't. 

m identifies the guilt in relation to feminism that is acknowledged and discussed by 

mk and Hadyn. Sam, however, simultaneously refuses to accept and denies 

;ponsibility for his position within a patriarchal structure. He has never raped or 

rassed anyone or abused a position of power to oppress women. Therefore, patriarchy 

not his 'problem' and he has nothing to feel guilty about. 

What Sam fails to address, however, in his indignant defence of himself, is the 

:;t that he is still accorded and benefits from a position of power. He fails to 

lmonstrate awareness of the fact that 
I 
l male power exists in some fashion for all subjects whom the culture calls male, even those 

who would be inclined to downplay or discard that privilege (Smith 1996, 4). 
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The postfeminism drawn upon by Sam hides the reality that being male still holds great 

currency in contemporary culture. Sam condemns contemporary feminisms for 

persecuting the innocent, invoking backlash stereotypes in his condemnation. He calls 

for equality between men and women but refuses to fully hear or address the concerns of 

feminism. He ignores and fails to rigorously critique and investigate his own place in 

patriarchy. 

The young men interviewed for this study and Jeff, in Suburbia, present a 

:fragmented, disjointed response to feminism. They occupy a tenuous position in relation 

to feminism and feminists. The threat feminism poses to patriarchy, the structure that has 

guaranteed men security and stability, results in male anxiety and insecurity, even for 

those men who most earnestly call for the dissolution of patriarchy. Some of the men in 

this study, those who are especially attentive and supportive of feminism, exist in a sort 

of limbo, guilt-ridden and unsure of how to reconcile their gendered selves with 

feminism. All, to varying degrees, subscribe to the backlash characterisation of feminism 

as anti-male, a strategy which enabies them to deflect and c.lisrniss feminist criticism. For 

some men, however, the backlash is more concerted and stems from the discourse of 

postfeminism. These men express anger and frustration at the feelings of guilt and self

blame that they perceive feminists as propagating in men. Feminism, as (mis)represented 

and (mis)understood by young, subcultural men, is a source of alienation, an experience 

of marginalisation and unease. The new masculinities constructed by these young men 

are not yet willing and/or able to fully and comfortably imagine a place for themselves in 

a world without patriarchy. 

A challenge to the legitimacy and the norms of hegemonic masculinity can be 

seen in the masculinities that are being formulated at the level of the particular lived, 

local youth subculture discussed in this study and at the level of representation in some of 

the texts and products of popular culture. Individual men are causing disarray and dis

order in the supposedly fixed and 'natural' system of gender relations. They are testing 

and crossing boundaries, questioning and unlearning the 'normal' behaviours of men. 

Yet, as this chapter has demonstrated, the youthful, subcultural rebellions of these men 

still exist within boundaries, they are still constrained by the 'normal'. These men, when 

in the company of other men or faced with the threat of feminism, in many ways 
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reproduce and reaffirm the status quo. Their relations with both men and feminists 

expose the contradictions and compromises involved in the formation of' new', counter

hegemonic masculinities. The disciplinary mechanisms that govern and enforce 'normal' 

masculinity and the threat men perceive in feminism cause young, 'new' men to limit 

their rebellion, to hold out against change. 

The contradictions and compromises made by young, subcultural__Il1en, both those 

who live within the subculture explored in this study and those represented in popular 

culture, are borne out of the anxieties and fears of these men. The possibility of a 

complete and public dismantlement and renunciation of hegemonic masculinity generates 

feelings of discomfort and unease. These feelings inhibit the New Man frnm forming 

community and bonds with others. They inhibit the formation of public and organised 

resistance, the mobilisation of a movement against patriarchy. Unable to fit comfortably 

with other men or with feminists, the experiences of the young men in this study are 

characterised by isolation and alienation. The New Man in contemporary culture 

negotiates a masculinity for himself from the margins of culture. He has an edgy 

existence somewhere in between the cults of traditional masculinity that enforce 

patriarchal culture and the feminisms that work to collapse this culture. 
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CONCLUSION 

Traditionally, the appearance of contradiction and inconsistency in acts of 

resistance has been taken as evidence of the corruption and invalidity of that resistance. 

We are disappointed to hear of the faults and flaws of cultural outlaws and rebels, 

wishing instead to imagine them as pure and devout in their lawlessness. We talk about 

such figures as 'selling out' and see them as 'phonies'. As Beverly Best comments, 

contradiction "has generally been perceived as a signal of error or weakness" (1997, 22). 

This understanding of contradiction and, in particular, the presence of contradiction in 

youth subcultures needs to be reconceptualised. In reference to Steve Redhead's book, 

The End-oj-the-Centwy Party, Best proposes that 

what have traditionally been 'called 'youth subcultures' or countercultures and theorized as 
'authentic', 'folk' or 'grass roots' youth expression existing in clear-cut contradistinction 
from the dominant culture, are no longer relevant (if they ever were) (23). 

To imagine youth subculture as the polar opposite of a dominant, adult hegemonic 

culture, a simple relationship of 'good' versus 'bad' or 'young' versus 'old', is to ignore 

the complexity of this relationship. Such subcultural narratives essentialise and 

romanticise youth subcultures as rebellious, non-conformist and anti-authoritarian. And 

as a result, the discovery of contradiction is seen to undermine the subversive power of 

the subculture, somehow irrevocably compromising it. 

The quest for purity, absolute coherence and consistency m both youth 

subcultures and dominant cultures is fictional, mythical, irreconcilable. Youth 

subcultures are formed by and rebel against the norms and ideals espoused as 

'commonsense' by ideological institutions. They interact with these institutions, consent 

and comply with them yet simultaneously articulate resistance in response to them. As a 

result, as Gayatri Chakravorty Spivak stresses, "The contradiction entailed in engaged 

subjectivity is irreducible" ( quoted in Best, 22). We live this contradiction, embody the 

contradictory social relations that influence and shape us. 

The irreducibility of contradiction means that, instead of considering youth 

subcultures in terms of straightforward resistance or conformity, they need to be thought 

of in terms of processes of negotiation. Youth subcultures are about negotiating with the 

structures of power, articulating resistance, defiance desp;te contradiction. As Spivak 

insists, "In order to intervene one must negotiate" ( 1990, 72); people must necessarily 
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engage in processes of give-and-take in their efforts to carve out alternative and counter

hegemonic spaces and identities. Throughout this study, it is this issue of negotiation that 

has been of primary interest to me. I have identified and discussed some of the tactics 

and strategies used by young, subcultural women and men to negotiate a contradictory 

discursive context. My focus has been on the implications of these negotiations for the 

(re)construction and assertion of youthful gender identities. My qualitative study of 

youth subculture and my discussion of popular cultural representations of youth have 

explored the possibility of the emergence of new, re-formed understandings of femininity 

and masculinity. I have identified discontinuities, ruptures in the patriarchal matrix of 

gender relations. Yet there are continuities, accommodations, as these young people 

simultaneously issue their consent for patriarchy, for maintaining the status quo, and 

demonstrate efforts to appease those in authority. Rather than seeing the contradictions 

and inconsistencies exposed and discussed in this study as simply evidence of error or 

weakness, I suggest that they are instead evidence of a struggle on the part of subcultural 

youth to make sense of femininity and masculinity in a cultural context widely heralded 

as 'postfeminist'. They struggle to re-define and re-form themselves in opposition to 

normative femininity and masculinity, yet exist in a state of tension, torn between 

conflicting values and allegiances. 

In many respects my discussion of 'youth' and 'subcultural' identities throughout 

this study has been selective, exclusive, and narrow in its focus. My qualitative study, in 

particular, made up of university-educated, Pakeha, predominantly heterosexual women 

and men, can in no way be taken as fully indicative of some sort of shared, generational 

movement. Within the actual subculture itself issues of class, sexuality, race and so forth 

could have been more fully discussed, while a broader study would have allowed for 

comparisons between different socially positioned groups of young people. Constraints 

on the size of this study and my own desire to construct a tight, quite particular "local 

narrative" (Denzin 1992, 23) mean that my analysis is partial, a situated interpretation. 

My account of youth subculture and my observations about youthful negotiations of 

gender identity are not universal, not generally applicable or familiar to all subcultural 

youth. 

While I admit and regret the limits placed on this study and the constraints of its 

specificity, I do not consider my findings to be redundant or insignificant. My analysis of 
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the local, lived youth subculture and the connections made with representations of young 

people in popular culture say much about the state of gender relations in the 

contemporary social context. I draw on the words, experiences and images of these 

particular young women and men, within both the youth subculture and in popular 

culture, in an effort to problematise and interrogate gender, to suggest the possibility of 

new, re-figured articulations of femininity and masculinity. 

Throughout Parts One and Two I have examined the processes of negotiation and 

compromise that characterise the young, subcultural women and men in this study' s 

experiences of and attitudes towards gender. These women and men pose significant 

challenges to traditional, patriarchal conceptualisations of gender. 'Boyish girls' de

naturalise femininity and re-define youth subculture. Their refusal to conform to and 

endorse the 'commonsense' narrative of 'femininity' as the dichotomous counter-part to 

'masculinity' throws into question the whole definition of 'normal' femininity. They 

upset dominant assumptions of what a 'girl' should look like, how she should behave and 

the spaces she should inhabit. Instead of assuming a passive, decorative, dependent 

position in the shadow of men, 'boyish girls' are breakdancing, shaving their heads and 

refusing to wear 'feminine' clothing. They are opening up and gaining access to the 

practices and activities of youth subculture, a space in which male youth have 

traditionally dominated. The slender, muscular bodies idealised by the 'boyish girl' can 

also be interpreted as an affront to a traditional, maternal femininity and as an attempt at 

experiencing the strength and mastery of men. This almost 'androgynous' body 

downplays the physical distinctions between women and men and subverts the 

supposedly stable, inherent markers of femininity. The chapter "Girls and Feminism", 

reveals the widespread incorporation of feminism into the culture of femininity and the 

re-formation and validation of female cultures. 'Girl' groups like the Spice Girls resist 

the passivity, the restriction, and the romantic fantasies that have been seen as the basis of 

girl cultures. Instead they celebrate friendship between 'girls' to the exclusion of males 

and encourage girls to be 'powerfol' and assertive. In my study of youth subculture 

young women too reveal the influence of feminism on their thinking and on their efforts 

to resist patriarchal gender norms. They affirm and take part in feminism - the desire to 

collapse patriarchy - and challenge normative femininity. 
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My discussion of youthful masculinities and their divergence from older, more 

traditional patriarchal masculinities describes how young males incite dis-order and fuel 

the 'crisis' in masculinity. Like the young women discussed in Part One, young men 

interviewed in my study of youth subculture and represented in popular culture disrupt 

stable, 'normal' gender roles. These men distance themselves from· hegemonic male 

cultures and, for those in the New Zealand context, refuse to participate in the macho 

affirmations of manhood that characterise rugby and beer cultures. They refuse the ideal 

of the 'real man'. Like the 'boyish girl', these young, 'new' men cross the 'natural', 

essential boundaries between the feminine and the masculine, calling the whole system of 

patriarchal gender relations into question. Men in my study of youth subculture and men 

in popular music cultures especially, fashion appearances for themselves that defy the 

norms of masculinity. They play up and accentuate 'unmasculine' bodies, mix 

'feminine' garments and practices into their appearance, and, in the process, de-naturalise 

and deconstruct 'normal' masculinity. On a deeper and more consciously transformative 

level, young, subcultural males are changing their thinking, unlearning the commonsense 

accounts of gender that secure and legitimate their dominance. The norms of 

heterosexual coupledom are inverted as young, 'new' men choose passivity over activity 

and enjoy their female partner's dominance in the relationship. Such men support and 

encourage change in the definition of femininity. They respond to feminism and to the 

demand that men change by developing strategies to renounce hegemonic masculinity. 

The youthful, subcultural informants in my qualitative study and the young 

women and men in the popular cultural texts discussed throughout Parts One and Two 

challenge commonsense accounts of femininity and masculinity. Chris Stanley, 

discussing the work of Dick Hebdige, describes the political force of subculture 

as a moment of refusal and as a disruptive noise in a counter-hegemony strategy. It is a noise 
which is incoherent and therefore disrnptive in the organization of tl1e stable discourses of 
meaning and reality (1997, 46). 

Break-dancing, 'unfeminine' women, assertive, independent 'girls', men who are passive, 

unassertive, who dress in 'women's' clothing and show off 'unmanly' bodies all disrupt 

the quest for stable hegemony. They are loud, discordant, incoherent, unable to fit 

comfortably into the hegemonic structure. They question and defy the established and 

ascendant discourses and knowledges that are designed to legitimate and make 

commonsensical patriarchy. Such women and men suggest alternatives to the dominant 

expectations, alternative ways of thinking about and living gender. 
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Yet, at the same time as suggesting such alternatives, as I have explored 

throughout this thesis, these young, subcultural women and men engage with and 

accommodate dominant cultural norms and ideals. Their resistance is contradictory, 

partial, borne out of processes of negotiation and compromise. While 'boyish girls' 

imagine an "elsewhere" (de Lauretis 1987, 25) to the culture of femininity they leave 

normative masculinity intact. The escape from the confines and artifice of 'femininity' 

comes ·from adopting 'masculine' qualities, practices and appearances. By eschewing 

'femininity' 'boyish girls' seek access to the freedom and power that is accorded to 

males. Yet they do not critically examine why such qualities should belong to men. The 

artifice and entirely unnatural genesis of masculinity remain unprobed. Resistances 

posed from within the culture of femininity are equally problematic and contradictory. 

To conceive of the slender female body as a feminist strategy is difficult to reconcile with 

the debilitating and repressive possibilities of this body. The control, strength and 

mastery attained through such a body is purely illusory if it means that women are 

tyrannised by the ideal of slenderness, if their energies are sapped and they are rendered 

docile by the quest for a 'perfect' body. At the same time as avowing their feminism, the 

young women in this study feel dissatisfied, unhappy with their bodies. They endorse the 

dominant cultural ideal that a slender body is an integral part of a woman's worth and 

long to be thinner, fat-less. By adhering to the logic of postfeminism this longing 

becomes apolitical, their own personal problem and failing. Postfeminisrn and the 

backlash against feminism are also central to the articulations of feminism made by 'girl' 

groups like the Spice Girls and by the young women in my qualitative study. Adherence 

to these anti-feminist discourses causes young feminists to 'soften' their feminism, to 

make compromises and ensure that they retain some degree of 'femininity'. For the 

Spice Girls, feminism and 'girl power', spoken from deep within the culture of 

femininity, become empty, hollow concepts. While they may encourage girls to have fun 

and to enjoy their friendships together there is no political thrust or critique to their 

'feminism'. Other young feminists dissociate themselves from negative stereotypes of 

older feminists yet still maintain their allegiance to a feminist movement. Their acts of 

resistance and defiance stem from their critique of, but inextricable involvement in, a 

patriarchal social order. 
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Like the young women discussed in this study, young, subcultural, 'new' men 

reveal a "contradictory consciousness': (Lears 1985, 570) in their attitudes towards 

gender. Their resistances are tenuous, precarious. In their relationships with other men 

and their perceptions of feminism/feminists they show the limits they place on the 

renunciation of hegemonic masculinity and demonstrate their adherence to dominant 

cultural norms and discourses. Homophobia and a more general desire to not be judged 

and marked as different or abnormal act as disciplinary mechanisms. They prevent men 

from directing criticism at other men and from revealing the extent of their own 

(r)evolution in consciousness. Around other men they hold back, keep quiet and blend in. 

They keep the secret of masculinity, keep masculinity from becoming part of public 

discourse, and in the process tacitly consent to and endorse patriarchal gender relations. 

The young men in both the youth subculture and the popular cultural texts discussed in 

this study are unable to form community with other men or to mobilise for change. Their 

resistance is bounded, confined to the margins. of the dominant culture. The anxieties 

brought on by feminism also motivate these 'new' men to strike back, to varying degrees, 

and to protect patriarchal authority. They reproduce and validate anti-feminist discourses 

of backlash and postfeminism. If feminists can be conceived of as irrational, extremist 

and bent on an anti-male vendetta then 'the problem' can be shown to lie with them and 

men can deflect· and discredit feminist criticism. With other men and, in many respects, 

with feminists as well these young men find themselves affirming and protecting 

hegemonic masculinity and the 'natural', patriarchal order of things. 

The association between 'youth' and subcultural express10ns of rebellion and 

dissonance has a substantial and spectacular cultural history, particularly in the latter half 

of the twentieth century. Like many other young people before them, the young, 

subcultural women and men discussed throughout this thesis push at the boundaries of 

the 'normal', test the limits of the dominant hegemonic culture. In many ways they 

reproduce the traditional patterns and practices of youth subcultures. They conform, as 

previous generations of subcultural youth before them, to the expectation that youth is a 

time of lee-way and experimentation, an unstable and potentially dangerous time in the 

'life-cycle' of the individual. Away from parents and seemingly free from some of the 

pressures and expectations of the 'grown up' world, some young people nurture and 

develop this experimentation and youthful rebellion in subcultures, spaces where young 

people come together and pose resistance, not unproblematically, to dominant cultural 
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ideals and values. Many of the subcultural, counter-hegemonic practices and strategies 

demonstrated by the young people in this study have their antecedents in earlier youth 

subcultures. Over the last thirty years at least, young males have found various ways to 

disrupt the stable narrative of masculinity through the management of their appearances. 

Through the use of 'feminine' practices and attire - long hair and beads for hippies, 

make-up and aestheticised, 'feminised' clothing for glam pop stars like David Bowie and 

Depeche Mode, dyed hair and make-up for goths - they agitate and provoke dis-order in 

the assumedly 'natural' and stable gender order. The young people discussed in this 

study play with and recycle previous subcultural fashions and practices. The 

breakdancing, 'glam', 'feminised' clothing, shaved heads, puffy ski vests and bright 

coloured hair dye of these women and men represent a pastiche and repetition of earlier 

youth subcultures. Their fashions, but also many of their practices, are 'retro', inspired 

by and consistent with past articulations of youthful difference. 

While there is continuity between these contemporary young people and 

rebellious, subcultural youth from the past, there is also discontinuity, difference, 

something new gomg on. Youth subculture may still be a time and place for 

experimentation and 'lawlessness' but within this specific 'postfeminist' context and 

among the young women and men explored in this study 'youthfulness' and 'subcultural 

rebellion' have quite distinct and unique meanings and possibilities. The particular 

contestations that take place within this subcultural arena represent a movement to re

figure and re-form gender identity and to re-a11iculate the power dynamics inherent in 

gender relations. Youth subculture and subcultural activities and practices are 

recontextualised, given new meanings. For instance, as demonstrated throughout Part · 

One, girls and women are now playing a greater role in youth subcultures. Whereas 

earlier subcultures were founded on masculinist principles and the exclusion of women, 

the youth subcultures discussed in this study provide women with a retreat and escape 

from the culture of femininity. Women are breakdancing, shaving their heads, wearing 

'streetwear' - all traditional markers ·of male subcultures. While some women redefine 

and recontextualise youth subculture by taking on 'male' practices and attire, other 

women participate in and work to validate specifically female youth subcultures. Again 

challenging the belief that youth and subculture are exclusively male preserves, 'girl 

cultures' are concerned with female experiences. Youth subculture and expressions of 
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subcultural rebellion enable 'girls' to begin to negotiate a traditionally power-less 

position in a patriarchal culture. 

The disruptive presence of a man dressed as a woman has a long cultural history. 

It is a dangerous practice as it destablises the dichotomous gender order, breaks down the 

'inherent' distinctions between 'masculinity' and 'femininity'. Among the men discussed 

in this study "gender bending" and gender play, even if only by subtle means, are 

indicative of a greater transformation in consciousness. While drag and 'feminised' 

styles may have provided men from earlier youth subcultures with a chance to "holiday in 

the other" (Moore 1988, 166), to experience something different and unusual, and to 

cause shock and dismay, it was not necessarily an explicit expression of a desire to 

dismantle patriarchy. David Bowie, Iggy Pop and other music artists from the 1970s 

made forays into 'androgyny' and 'femininity' but did not combine this with a 

progressive gender politics. They challenged traditional masculinities but in many ways 

continued to sing about and treat women in sexualised and objectified ways. Their 

challenge to hegemonic masculinity seemed to be more about shock tactics and the 

fashion and styles of a particular moment rather than a conscious, sustained and wide

ranging attack on patriarchy. At this particular moment in time, however, and among the 

men discussed in this study a 'feminised', 'unmasculine' appearance is part of a larger 

effort to renounce hegemonic masculinity. It is part of a critique of and dissociation from 

older, repressive masculinities and gender relations. Jarvis Cocker and men interviewed 

in my qualitative study, for instance, combine a 'feminised' image of masculinity with 

criticism and rejection of the traditional institution of 'real manhood'. In the song lyrics 

quoted at the beginning of chapter eight, Cocker mocks and critiques a traditional 

masculinity that is defined by an ability to smoke, drink and tell dirty jokes, while the 

other men in this study criticise the hallowed and revered institution of rugby and attend 

Feminist Studies classes. The appearances and images constructed by the men in this 

study are only part of a more general desire to get outside patriarchy and to form a new, 

more equitable and less oppressive system of gender relations. 

Within both the lived, everyday realms of contemporary 'western', industrial 

culture and the popular cultural texts and products of this culture, the presence of unruly, 

subversive, 'abnormal' young people is not a new phenomenon. Yet the 'normality' 

against which these people are defined/define themselves, the particular struggles they 
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engage in and the grounds for their unruliness and subversion shift and change. This 

thesis has been about the contestation and negotiation of gender by particular young 

people in a particular social and discursive context. Within this context, changes in our 

cultural understandings of femininity and masculinity are encouraged and feminism, ·in 

sometimes compromised forms, can· be seen to have gained some degree of public 

acceptance. Yet at the same time patriarchy remains resilient and anti-feminist discourses 

abound. Out of this context, having learnt and benefited from feminist discourse and 

criticism, the young women and men in my qualitative study and those- in the popular 

cultural texts discussed in this thesis try to propose something new and different. They 

construct a system of gender relations that is less rigid, less restrictive than that which 

governs traditional patriarchal femininities and masculinities. They are pushing the 

boundaries, forging gender identities that are different from the models espoused and 

validated by dominant cultural institutions. Yet, as I have demonstrated throughout this 

thesis, patriarchy is not undone, eluded, outmoded. In many ways the young, subcultural 

women and men in this study are contained and restricted by patriarchy and even 

complicit in their own domination. For many, patriarchy is still a source of tragedy and 

loss, a stifling force that prevents their imagined selves from achieving full expression. 

The continual impact of patriarchal ideals on contemporary young women is painfully 

illustrated by the anorexic feminist and by the deep-seated feelings of unhappiness and 

dissatisfaction with their bodies that are expressed by so many of the young women in 

this study. For many of the men in this study, patriarchy and the need to protect the 

mythical origins and legitimacy of hegemonic masculinity smothers them. They exist, in 

an uncomfortable silence, behind barriers that leave them isolated and insecure. 

Resistance exists in uneasy combination with compliance and accommodation. Even 

while waging assault on patriarchal hegemony these young women and men are still 

subject to the tyranny of patriarchy. 

In many respects, as I conclude this thesis, I feel particularly concerned and 

discouraged by the state and experience of masculinity for young men. I am fearful of 

the impact these youthful masculinities may have on the gender order and on the 

possibility for change and transformation of this order. Despite the contradictions and 

limitations involved in their efforts at posing resistance, the young women in this study 

are more spunky in their defiance, more vocal and more 'positive' than many of the 

young men. These young, subcultural males, both those in my qualitative study and 
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those in popular cultural texts, convey a tone of sadness, an attitude of dejection and 

resignation; men in my qualitative study tell of keeping quiet and refraining from voicing 

their criticism for fear of the reprisals meted out by other men while in Suburbia Jeff 

stands back, silent, his hands stuffed in his pockets, alienated from the other men and 

from women. Feminism, admittedly only to some extent, has provided a language and 

framework for recognising and discussing the tragedy of being female in a patriarchal 

culture. While the experience of being a young woman is far from ideal and is still 

bounded and constrained by patriarchy, at least there is some way of talking about this 

experience, words and concepts that can identify and explain this experience. But men's 

refusal and inability to discuss and acknowledge patriarchy and to form community with 

other men means that they have no language or framework for addressing their own 

experiences of the tragedy of patriarchy. They have no way of talking about the 

constraints patriarchy places on both women and men and their own involvement in this 

system. And they have no way of fully mobilising for change and re-formation in the 

established, patriarchal gender order. 

Subcultural, 'alternative' youth in contemporary culture are thus not simply 

shouting from the margins, defiantly sabotaging and issuing challenges to patriarchal 

hegemony from somewhere on the outside, beyond its reach. The promises and 

possibilities represented in subcultural youth are not uncomplicated, easy or without 

compromise. As Cressida Miles explains it, "Subcultural space as such does not 

guarantee freedom from constraint but for some it provides a site of reflection and 

negotiation" (1997, 73). For the young people discussed in this study - both those whose 

words have been reproduced and analysed and those represented in popular culture -

subcultural space and youthfulness provide them with critical opportunities to reflect on 

the meanings of gender at this particular moment in time. While many still experience 

the constraints of patriarchal gender norms and consent to the dominant relations of 

power, in many important ways they question the assumedly 'natural', 'commonsense' 

narrative of gender relations. They enter into negotiation, make compromises and engage 

in processes of give-and-take, as they try to figure out what they can get away with, how 

far they can push at the boundaries and just what sorts of women and men they want to 

be. As they negotiate and interact with the various discursive formations that compete 

over the meanings of femininity and masculinity, these young women and men proliferate 

confusion in the gender order and upset the quest for stable hegemony. The visions of 
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femininity and masculinity presented and articulated by the young women and men in 

this study suggest, rather than a complete overthrow of patriarchal authority, a refiguring, 

reassessment, reappraisal of gender. They represent an ongoing, unrequited, intertwined 

struggle between the hegemonic and the counter-hegemonic, the legitimate and the 

illegitimate, and the 'normal' and the 'abnormal'. 
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APPENDIX A 

Guidelines for interview questions, topics 

Introductory questions 

false name 
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what so they do? What is involved in their lives? Occupation? Leisure activities? 

Describe an average day. 

- _what is important to them? What are they particularly interested, involved in? 

how would they describe themselves? - bodies, appearances, attitudes, activities do 

they see themselves as belonging to a subcultural group? 

Context 

social/political. Time and space. 

how do they characterise themselves within time and space? What do they see as 

significant, characteristic about this particular time and space? Does the approach of 

the new millennium mean anything to them? 

What are their concerns? What do they see happening socially that may effect them? 

How do they characterise this social moment in terms of their understandings of 

20thC history? How does contemporary youth culture fit within their conceptions of 

previous youth cultures? 

How do they envision their futures? 5, 10 years? Are there any obstacles? 

Changing modes of femininity, masculinity 

what is their understanding of the terms 'femininity' and 'masculinity'? what 

constitutes young men and women in the late 1990s? 

in what ways do young men and women conform with traditional understandings of 

gender? In what ways has gender been re-figured, given different meanings? 

Do they see themselves as being similar men and women to their parents? In what 

ways do they differ? 

What do they find attractive, admirable in women? In men? 

Strategies of resistance, non-compliance 

what are their perceptions of dominant culture/officialdom? 

understandings of gender 

esp. dominant 



148 

in what ways do they upset, pose challenges to dominant conceptions of masculinity 

and femininity? 

- in terms of their appearances, self-representations, constructions of self 

- in terms of lifestyle, behaviour, activities 

- in terms of beliefs, attitudes 

why pose such challenges? 

How do their parents, grandparents, family friends etc react to their appearances, 

lifestyles, beliefs? 

How does it feel to oppose the dominant culture, to challenge, subvert dominant and 

traditional understandings of gender? 

Contradictions 

combinations of compliance, resistance, co-operation 

are there ever times when they want to 'fit in'? is fitting in with peer group enough? 

Do they adjust themselves for different people? Do they make compromises 

depending on who they're with? 

Are there ways that they accept dominant conceptions of masculinity and femininity 

while challenging these conceptions in other ways at the same ti1ne? 

Perceptions of feminism 

what is their understanding of the term 'feminism'? 

do they categorise themselves as 'feminists'? If so, what characterises their 

feminism? How does it differ from earlier feminisms? How is it similar? What 

issues are important to young feminists? 

What is their understanding of the term 'patriarchy'? does patriarchy still exist? In 

what ways does it manifest itself? - examples, personal experiences 

What does 'girl power' mean to them? Do they subscribe to the Spice Girls' brand of 

feminism? What are their impressions of the Spice Girls? 



Typologies 

New Man 

Feminism 

2nd Wave 

Backlash 

discourses ofliberal feminism 

present social moment 

popular feminism, girl power 

postfeminism 

Anxieties re: gender 

Traditional gender 

masculinity 

femininity 

Generation - parents, past/present 

APPENDIXB 

Kiwi Culture - Appearance, fashion, spectacle 

Ideal Norms - body image etc 

Resistance, subversion - gender ambiguity, upsetting boundaries 

Changing modes of femininity 

Rave 

general 

gender 

Disciplinary action 

self-discipline 

external discipline, ISAs, RSA 

Dominant values 

reproduction, adherence, resignation, accommodation 

Dom. values 

awareness, critique, resistance, alternative 

Contradictions, compromise, negotiation 

Competing, contradictory discourses 

Present social moment 
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Class 

family, education 

Subculture 

peers, community of others, support network 

Youth 

genX 

age, youth, 'adulthood' 

150 



APPENDIXC 

. :::·:.:::: .. :· ·:.: .. ::giiJ 
:;.·_'_:"'_-,~_:,· ·:,_:_ 

.:;_ ~~- ./. 
. . .. ... . ... 
:·::. ,·::··· 

7 April 1998 

Ms K Yeoman 
Clo Dr J Johnston 
Department of American Studies 
UNIVERSITY OF CANTERBURY 

Dear Ms Yeoman 

University of Canterbury Private Bag 4800 
Christchurch · New Zealand 
Telephone: 03-366 7001 
Fax: 03-364 2999 

The Human Ethics Committee advises that your research proposal "Youth Gender 
Representation Feminism Identity" has been considered and approved. 

Yours sincerely 

J A Cockle (Miss) 
Secretary 

151 



 
 
    
   HistoryItem_V1
   TrimAndShift
        
     Range: all pages
     Trim: cut left edge by 42.52 points
     Shift: none
     Normalise (advanced option): 'original'
     Keep bleed margin: no
      

        
     D:20221129084710
      

        
     32
     1
     0
     No
     1213
     230
     None
     Left
     42.5197
     0.0000
            
                
         Both
         236
         AllDoc
         245
              

       CurrentAVDoc
          

     Smaller
     42.5197
     Left
      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     0
     155
     154
     155
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: all pages
     Mask co-ordinates: Horizontal, vertical offset -1.84, 0.00 Width 25.82 Height 838.23 points
     Origin: bottom left
     Colour: Default (white)
      

        
     D:20221129084725
      

        
     1
     Default
     0
     BL
     1330
     369
            
                
         Both
         1
         AllDoc
         264
              

       CurrentAVDoc
          

     -1.8443 0.0006 25.8201 838.2308 
      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     0
     155
     154
     448f2d0d-9ae5-4faa-8314-c4d59552f4fc
     155
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 155 to page 155
     Mask co-ordinates: Left bottom (97.14 201.03) Right top (148.78 272.03) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     97.1401 201.0279 148.7803 272.0331 
            
                
         155
         SubDoc
         155
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     154
     81f0df4e-5a38-4cc3-a571-9e9be8521ba5
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 153 to page 153
     Mask co-ordinates: Left bottom (110.05 203.79) Right top (140.48 248.98) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     110.0502 203.7943 140.481 248.9795 
            
                
         153
         SubDoc
         153
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     152
     55fb4d4f-0a14-4532-a122-a56658be948b
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 149 to page 149
     Mask co-ordinates: Left bottom (24.29 201.95) Right top (39.04 356.87) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     24.2906 201.95 39.0449 356.8705 
            
                
         149
         SubDoc
         149
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     148
     4b2e5e6e-fd8d-43d5-9e09-2af24dc482fc
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 132 to page 132
     Mask co-ordinates: Left bottom (240.07 184.43) Right top (266.82 195.50) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     240.0728 184.4292 266.815 195.495 
            
                
         132
         SubDoc
         132
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     131
     4a43920b-9f59-41c9-95df-c6d82622ed10
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 132 to page 132
     Mask co-ordinates: Left bottom (39.97 89.45) Right top (51.03 124.49) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     39.9671 89.4482 51.0328 124.4897 
            
                
         132
         SubDoc
         132
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     131
     16cc48d6-7d5b-425f-a057-c355d04d9ce4
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 132 to page 132
     Mask co-ordinates: Left bottom (121.12 204.72) Right top (140.48 223.16) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     121.1159 204.7164 140.481 223.1594 
            
                
         132
         SubDoc
         132
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     131
     7e5e675c-b89b-418d-9ae8-5abaf36960ee
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 132 to page 132
     Mask co-ordinates: Left bottom (117.43 200.11) Right top (132.18 229.61) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     117.4273 200.1057 132.1817 229.6144 
            
                
         132
         SubDoc
         132
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     131
     cf53cb10-86b9-4b31-8ac9-e63fdf3f4722
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 132 to page 132
     Mask co-ordinates: Left bottom (416.20 556.05) Right top (430.03 568.96) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     416.2027 556.0541 430.0349 568.9641 
            
                
         132
         SubDoc
         132
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     131
     bad17343-3647-4d69-8212-90b4ff36d55b
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 131 to page 131
     Mask co-ordinates: Left bottom (518.56 768.15) Right top (534.24 841.92) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     518.5609 768.1477 534.2374 841.9194 
            
                
         131
         SubDoc
         131
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     130
     a166395a-81fc-48a1-a632-e5a918aa6bca
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 130 to page 130
     Mask co-ordinates: Left bottom (513.03 0.00) Right top (558.21 587.41) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     513.028 0 558.2132 587.407 
            
                
         130
         SubDoc
         130
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     129
     dfd04712-1572-4ebf-8637-d621ff81563c
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 123 to page 123
     Mask co-ordinates: Left bottom (490.90 772.76) Right top (546.23 841.92) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     490.8965 772.7584 546.2253 841.9194 
            
                
         123
         SubDoc
         123
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     122
     4dc5fb1a-e7af-4e74-ae7a-314484d01abc
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 122 to page 122
     Mask co-ordinates: Left bottom (506.57 717.43) Right top (530.55 841.92) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     506.573 717.4296 530.5488 841.9194 
            
                
         122
         SubDoc
         122
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     121
     dd79e9ed-9f00-4b6a-975b-d1df177e11cb
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 120 to page 120
     Mask co-ordinates: Left bottom (501.96 823.48) Right top (536.08 841.92) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     501.9623 823.4764 536.0817 841.9194 
            
                
         120
         SubDoc
         120
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     119
     17fc0d54-6fe4-4ea6-acc4-b0922219408d
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 113 to page 113
     Mask co-ordinates: Left bottom (505.65 0.00) Right top (537.00 651.96) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     505.6508 0 537.0038 651.9573 
            
                
         113
         SubDoc
         113
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     112
     ea392897-6f23-402c-8280-5208bb5675c6
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 110 to page 110
     Mask co-ordinates: Left bottom (512.11 4.61) Right top (543.46 554.21) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     512.1059 4.6107 543.4589 554.2098 
            
                
         110
         SubDoc
         110
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     109
     e7d60105-9eff-4b94-86a8-2195d18437fe
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 108 to page 108
     Mask co-ordinates: Left bottom (501.96 715.59) Right top (541.61 841.92) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     501.9623 715.5854 541.6146 841.9194 
            
                
         108
         SubDoc
         108
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     107
     a3094a2d-150a-470f-a989-a6707e5876c7
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 105 to page 105
     Mask co-ordinates: Left bottom (509.34 0.00) Right top (533.32 622.45) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     509.3394 0 533.3152 622.4486 
            
                
         105
         SubDoc
         105
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     104
     bd5783e9-5465-4b02-a8cc-870d4cdba201
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 104 to page 104
     Mask co-ordinates: Left bottom (511.18 0.92) Right top (535.16 608.62) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     511.1837 0.9221 535.1595 608.6164 
            
                
         104
         SubDoc
         104
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     103
     966b4d73-3eb4-4b40-b9d0-f3b18a559305
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 103 to page 103
     Mask co-ordinates: Left bottom (135.87 793.05) Right top (330.44 831.78) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     135.8703 793.0457 330.4431 831.7758 
            
                
         103
         SubDoc
         103
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     102
     eca96e39-e2ba-4486-a872-c433148a90b6
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 103 to page 103
     Mask co-ordinates: Left bottom (505.65 0.00) Right top (546.23 661.18) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     505.6508 0 546.2253 661.1787 
            
                
         103
         SubDoc
         103
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     102
     a329602b-e9b7-4f8a-b901-7afaf1716bf3
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 102 to page 102
     Mask co-ordinates: Left bottom (513.03 742.33) Right top (538.85 841.92) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     513.028 742.3276 538.8481 841.9194 
            
                
         102
         SubDoc
         102
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     101
     37b64577-870f-483d-b2ba-8073381e5f1d
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 101 to page 101
     Mask co-ordinates: Left bottom (513.95 0.00) Right top (539.77 355.03) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     513.9501 0 539.7703 355.0262 
            
                
         101
         SubDoc
         101
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     100
     72271495-5433-4e80-9aa1-39a2b6a28802
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 100 to page 100
     Mask co-ordinates: Left bottom (521.33 768.15) Right top (539.77 841.92) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     521.3273 768.1477 539.7703 841.9194 
            
                
         100
         SubDoc
         100
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     99
     c9a4cf56-f222-49ca-ad60-4c05f3c1438a
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 99 to page 99
     Mask co-ordinates: Left bottom (504.73 0.00) Right top (542.54 636.28) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     504.7287 0 542.5367 636.2808 
            
                
         99
         SubDoc
         99
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     98
     80d71947-fd34-4563-b648-f7743d65ba38
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 98 to page 98
     Mask co-ordinates: Left bottom (507.50 6.46) Right top (531.47 638.13) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     507.4951 6.455 531.4709 638.1251 
            
                
         98
         SubDoc
         98
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     97
     10df04fa-b5d0-4e58-9c25-9e700de1566a
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 97 to page 97
     Mask co-ordinates: Left bottom (490.90 5.53) Right top (546.23 736.79) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     490.8965 5.5329 546.2253 736.7947 
            
                
         97
         SubDoc
         97
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     96
     57c47fbd-3957-44b5-b4f6-746937b8f980
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 96 to page 96
     Mask co-ordinates: Left bottom (506.57 0.00) Right top (564.67 590.17) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     506.573 0 564.6682 590.1735 
            
                
         96
         SubDoc
         96
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     95
     549af3f0-aad4-4ecc-af23-6311907e4983
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 95 to page 95
     Mask co-ordinates: Left bottom (513.95 2.77) Right top (533.32 603.08) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     513.9501 2.7664 533.3152 603.0836 
            
                
         95
         SubDoc
         95
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     94
     9b309796-3ede-4db4-ae35-d9f18b7055e2
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 94 to page 94
     Mask co-ordinates: Left bottom (511.18 2.77) Right top (544.38 473.06) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     511.1837 2.7664 544.381 473.0609 
            
                
         94
         SubDoc
         94
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     93
     e4deb041-2fb1-46e7-b031-00106a8b25a0
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 93 to page 93
     Mask co-ordinates: Left bottom (510.26 4.61) Right top (542.54 802.27) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     510.2616 4.6107 542.5367 802.2671 
            
                
         93
         SubDoc
         93
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     92
     50beff2b-2cf0-4f1a-8796-409dc1cfb0c7
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 90 to page 90
     Mask co-ordinates: Left bottom (498.27 3.69) Right top (531.47 739.56) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     498.2737 3.6886 531.4709 739.5612 
            
                
         90
         SubDoc
         90
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     89
     6b42f081-bde6-49a7-b8a5-8b8ba7d20d54
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 75 to page 75
     Mask co-ordinates: Left bottom (509.34 0.00) Right top (530.55 365.17) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     509.3394 0 530.5488 365.1699 
            
                
         75
         SubDoc
         75
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     74
     7d769486-0303-4513-b70e-dbea4ab1d884
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 74 to page 74
     Mask co-ordinates: Left bottom (503.81 6.46) Right top (540.69 241.60) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     503.8065 6.455 540.6924 241.6023 
            
                
         74
         SubDoc
         74
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     73
     7ac8e14a-84b5-4b8f-b04c-fe950a8fc4eb
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 73 to page 73
     Mask co-ordinates: Left bottom (500.12 0.00) Right top (545.30 583.72) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     500.118 0 545.3031 583.7184 
            
                
         73
         SubDoc
         73
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     72
     8cf595fa-2f3c-437e-a571-fcf0af6e72ae
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 70 to page 70
     Mask co-ordinates: Left bottom (496.43 2.77) Right top (536.08 523.78) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     496.4294 2.7664 536.0817 523.779 
            
                
         70
         SubDoc
         70
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     69
     98958922-10e7-4d63-a906-6952441e74e3
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 59 to page 59
     Mask co-ordinates: Left bottom (23.37 14.75) Right top (33.51 35.04) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     23.3685 14.7543 33.512 35.0415 
            
                
         59
         SubDoc
         59
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     58
     808d7d72-9566-40aa-9381-cdc5d6bd64b8
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 58 to page 58
     Mask co-ordinates: Left bottom (509.34 4.61) Right top (531.47 352.26) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     509.3394 4.6107 531.4709 352.2598 
            
                
         58
         SubDoc
         58
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     57
     2299c0fa-03c7-418c-b598-8a1d03e56342
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 55 to page 55
     Mask co-ordinates: Left bottom (518.56 3.69) Right top (535.16 120.80) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     518.5609 3.6886 535.1595 120.8011 
            
                
         55
         SubDoc
         55
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     54
     b8a66f09-b61d-4d74-be12-e7d4a2f071e1
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 51 to page 51
     Mask co-ordinates: Left bottom (494.59 0.00) Right top (536.08 384.53) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     494.5851 0 536.0817 384.5349 
            
                
         51
         SubDoc
         51
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     50
     264758de-0b09-4c16-a624-aaf1dc59cea4
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 50 to page 50
     Mask co-ordinates: Left bottom (483.52 23.98) Right top (507.50 33.20) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     483.5193 23.9758 507.4951 33.1973 
            
                
         50
         SubDoc
         50
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     49
     9e90771e-4215-4423-a110-18a5a19b7645
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 50 to page 50
     Mask co-ordinates: Left bottom (500.12 15.68) Right top (511.18 44.26) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     500.118 15.6765 511.1837 44.263 
            
                
         50
         SubDoc
         50
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     49
     9071eb05-f139-40bf-a014-ca418e0e8669
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 46 to page 46
     Mask co-ordinates: Left bottom (499.20 6.46) Right top (545.30 429.72) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     499.1958 6.455 545.3031 429.7201 
            
                
         46
         SubDoc
         46
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     45
     716be42f-5ac3-4c01-86ac-fc57a24945a9
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 44 to page 44
     Mask co-ordinates: Left bottom (504.73 2.77) Right top (534.24 253.59) points
     Colour: Default (white)
      

        
     D:20221129085244
      

        
     1
     0
     504.7287 2.7664 534.2374 253.5902 
            
                
         44
         SubDoc
         44
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     43
     52ffed97-b247-4804-a948-e8ee964a088c
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 42 to page 42
     Mask co-ordinates: Left bottom (197.65 27.66) Right top (394.07 35.96) points
     Colour: Default (white)
      

        
     D:20221129085245
      

        
     1
     0
     197.6541 27.6644 394.0712 35.9637 
            
                
         42
         SubDoc
         42
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     41
     4174fbe7-a760-40ba-b1b0-09bf04525ecd
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 42 to page 42
     Mask co-ordinates: Left bottom (220.71 4.61) Right top (289.87 39.65) points
     Colour: Default (white)
      

        
     D:20221129085245
      

        
     1
     0
     220.7077 4.6107 289.8687 39.6523 
            
                
         42
         SubDoc
         42
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     41
     28c7fd4b-54a0-429d-adf6-e4106c93c3ae
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 15 to page 15
     Mask co-ordinates: Left bottom (35.36 56.25) Right top (68.55 72.85) points
     Colour: Default (white)
      

        
     D:20221129085245
      

        
     1
     0
     35.3563 56.2509 68.5536 72.8495 
            
                
         15
         SubDoc
         15
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     14
     ac9d72ef-7bf3-40d2-a9ec-a3e292c66c72
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 15 to page 15
     Mask co-ordinates: Left bottom (37.20 8.30) Right top (56.57 45.19) points
     Colour: Default (white)
      

        
     D:20221129085245
      

        
     1
     0
     37.2006 8.2993 56.5657 45.1852 
            
                
         15
         SubDoc
         15
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     14
     9ec58121-1ca8-4451-9976-96e836537c17
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 2 to page 2
     Mask co-ordinates: Left bottom (359.95 790.28) Right top (532.39 841.92) points
     Colour: Default (white)
      

        
     D:20221129085245
      

        
     1
     0
     359.9518 790.2792 532.3931 841.9194 
            
                
         2
         SubDoc
         2
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     1
     5325893b-5e80-48a6-81c0-22a3c5eabf41
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: From page 2 to page 2
     Mask co-ordinates: Left bottom (497.35 31.35) Right top (542.54 100.51) points
     Colour: Default (white)
      

        
     D:20221129085245
      

        
     1
     0
     497.3515 31.353 542.5367 100.5139 
            
                
         2
         SubDoc
         2
              

       CurrentAVDoc
          

      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     154
     155
     1
     35dc744c-bd4f-4097-a63b-b67c83ce0918
     1
      

   1
  

    
   HistoryItem_V1
   TrimAndShift
        
     Range: current page
     Trim: cut left edge by 42.52 points
     Shift: none
     Normalise (advanced option): 'original'
     Keep bleed margin: no
      

        
     D:20221129085532
      

        
     32
     1
     0
     No
     1213
     230
     None
     Left
     42.5197
     0.0000
            
                
         Both
         236
         CurrentPage
         245
              

       CurrentAVDoc
          

     Smaller
     42.5197
     Left
      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     78
     155
     78
     1
      

   1
  

    
   HistoryItem_V1
   AddMaskingTape
        
     Range: current page
     Mask co-ordinates: Horizontal, vertical offset -2.77, 812.41 Width 372.55 Height 29.51 points
     Mask co-ordinates: Horizontal, vertical offset 358.71, 823.48 Width 222.24 Height 18.44 points
     Mask co-ordinates: Horizontal, vertical offset 527.47, 0.00 Width 79.30 Height 828.09 points
     Mask co-ordinates: Horizontal, vertical offset -7.38, 0.00 Width 29.51 Height 355.03 points
     Origin: bottom left
     Colour: Default (white)
      

        
     D:20221129085546
      

        
     1
     Default
     0
     BL
     1330
     369
    
            
                
         Both
         1
         CurrentPage
         264
              

       CurrentAVDoc
          

     -2.7664 812.4113 372.547 29.5087 358.7148 823.4771 222.2372 18.4429 527.4675 0.0006 79.3046 828.0872 -7.3772 0.0006 29.5087 355.0262 
      

        
     QITE_QuiteImposingPlus4
     Quite Imposing Plus 4.0m
     Quite Imposing Plus 4
     1
      

        
     78
     155
     78
     b7ca5ff4-246d-4f35-aaac-7f64ef964c41
     1
      

   1
  

 HistoryList_V1
 qi2base





