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Abstract
David Bowie’s Glam transformation between 1969 and 1972 was a personal reinvention that saw his music move away from psychedelic folk and the show tunes of his first two albums to the staging of his alter ego Ziggy Stardust on the album Ziggy Stardust and the Spiders From Mars. Music was only one ingredient in this transformation.  In this period, Bowie’s image also changed radically. His 1969 stage persona of a bubble-perm haircut and hippie psychedelic shirts was replaced by the space-alien imagery of the character Ziggy Stardust: a sequinned onesie, platform-heeled boots, dyed red spiky hair, foundation, rouge and lipstick, which helped to shift Rock music in a theatrical direction. The years under consideration, 1969 to 1972, are important because Bowie’s metamorphosis from hippie love-child to alien, Glam rocker epitomize the cultural shift in popular music fashion from the 1960s to the 1970s. Bowie’s Ziggy Stardust and the Spiders From Mars along with Roxy Music’s eponymous first album are the death-knell for 1960s popular cultural fashion. The 1960s look of love-beads, kaftans, denim and long hair was replaced with a more self-consciously theatrical look in the 1970s: Bowie’s performativity in 1972 was a dressing-up in flamboyant costumes in stark contrast to the 1960s street fashion of dressing-down in faded denim and corduroy. 
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Introduction: Bowie’s glam performance
Bowie’s glam makeover in the year 1969–1972 was a studied performative act that was a deliberate distancing from 1960s hippie clothing. My article will discuss how 1960s fashion was eschewed by a glam clothing culture that was a dismissal of long hair, blue denim and kaftans. Bowie’s glam look in the period 1969–1972 was the opposite of this hippie styling. Bowie chose a glam performance that entailed short hair, make-up, glitter, sequins and platform shoes. 

Building on Barney Hoskyns’ (1988) thesis that glam rock is a clear aesthetic shift away from 1960s hippies’ fashion, I will argue that, although glam is indeed a split with hippy culture, it is not a clean cut. Glam modifies and inherits hippie style into a bricolage of fissure. This bricolage of fissure is a twisted knot comprised of a series of interconnected fashion strands. The various strands of glam bricolage are the sharp lines and narrow contours of Vince Taylor’s 1950s rock ’n’ roll look and Motown’s sharp suits. Discussing Phillip Auslander’s (2006) work on Bowie’s style, I will contend that the bold contours and narrow lines of this look are a visual text that represents a harsher political and cultural period in ‘the politics of clothes’. The space-age clothes of Ziggy Stardust are a ‘moonage’ look and a visual text, which also represents a split with the 1960s and, like Vince Taylor and Motown, is symptomatic of a more glamorous yet harder, cynical look. In the final section, I relate this bricolage to Bowie’s fans and my conclusion argues that Bowie’s glam persona is a performance that weaves the strands of Hoskyns’ glam/hippie binary, Auslander’s political analysis of fashion, the style of Vince Taylor, Motown, glam space imagery, kabuki theatre and geeky fandom together into a quilt of glam reinvention that broke with the rock clichés of the 1960s hippies. 

Rock critic Barney Hoskyns argues that Bowie’s restylings were ‘the antithesis of hippiedom: for long-haired puritans, glamour symbolised affluence, capitalism, “show business”’ (1998: 23). Here Hoskyns’ definition of glam or ‘glamour’ describes the period in 1969 when Bowie decided to transform his look into a performance that broke with 1960s hippie convention and dismissed the dressing-down of long-haired puritans.

‘Dress is the avenue for trying on new identities’ (Winge 2012: 47) and the glam clothes that Bowie wore in this period of his career are a ritualized performance of a ‘subcultural body […] evolving and changing in response to external and internal stimuli’ (Winge 2012: 48). Fashion transformations are ‘self-narratives that contain her understandings of her past, her present and her future’ (Crane 2000: 10). In a sense, the glam subculture that Bowie adopted was a ‘self-narrative’ that deliberately broke with his 1960s counterculture past. Judith Butler describes performance thus: ‘acts, gestures, enactments, generally constructed, are performative in the sense that the essence or identity that they otherwise purport to express are fabrications manufactured and sustained through corporeal signs and other discursive means’ (1999: 173). Bowie’s glam transformation is consequently a manufactured and constructed ritualization of glam subcultural aesthetics, which has important ramifications for dress and style.

The acme of Bowie’s cultural shift, his paradigm switch from Hippie to Glam, is his performance on Top of the Pops on 6 July 1972. Bowie is wearing a quilted two-piece suit designed by Freddie Burretti in 1972. This glam performance shows that fashion is polycentric with no centre of power and poly-gendered in that it is a transgression of gender roles. Bowie’s look here is the fashion equivalent of a polymath: a mix of high and low culture in his fashion transformation in the years 1969–1972. This famous Top of the Pops clip exhibits the polymorphism of fashion: Bowie’s work in the period under consideration shows that there are numerous fashion groups within society, which keep changing. Bowie’s transformation is a polymorphic Glam makeover, from bubble-permed 1960s troubadour in rugby jerseys and denim to space age androgynous fashion icon.  

Bowie’s bricolage as glam fissure, narrow contours and fans 
Using Bowie’s restylings in the period under consideration, I argue that the ramifications of Bowie’s glam bricolage look, first, broke with 1960s hippie aesthetics, and second, his clothes represented a harder and punchier 1970s proto-punk style of alienation and dystopia. Of course, the dandyish hippies in their satin suits and lurid colours were nascent glam, Pink Floyd’s lead singer Syd Barrett is a case in point: acknowledged as an influence by Bowie, Barrett’s style influenced Bowie’s 1970s look. However, the difference was that although Barrett wore make-up, peacock-lurid colours and flowing psychedelic shirts and trousers, this 1960s look was predicated on softer lines. The dandy in the 1960s favoured long, flowing hair, floppy and elongated sleeves and, by the late 1960s, flared jeans. Glam’s lines were harder: angular, padded shoulders and lapels, spiky short hair and tapered drainpipe satin trousers (Bowie rarely wore jeans in this period, a clear breach with the hippie look), and skin-tight jumpsuits (now commonly referred to as onesies). The line in hippie fashion was fluid and languorous; glam favoured narrow lines that appeared intense. Glam contours produced a feeling of anxiety: an aggressive look for a harder, more cynical 1970s. Bowie’s glam look was bricolage as fissure: his clothes represented a split with the 1960s, but the cracks are complicated networks of interstices that form a link with 1960s dandies such as Syd Barrett. Third, Bowie’s postmodern opportunism created a solipsistic rock star performance that turned his fans into ‘narcissistic, postmodernist consumers’ (Crane 2000: 11).

In short, Bowie’s glam transformation is a highly constructed and self-conscious performance, a performance in Judith Butler’s meaning of the term in that there is no essential identity, identity only emerging in performance. Bowie is what he does and how he appears. His glam appearance is similar to the constant changes in style adopted by Madonna. As John Fiske argues, Bowie and Madonna are polysemic icons ‘in the process of making meanings’ (1987: 239). Bowie’s and Madonna’s clothing is a series of performed identities. And it is Bowie’s dress and appearance that were responsible for the glam fissure with the 1960s, a more streamlined and angular 1970s dress sense, and for his fans transcending Georg Simmel’s classist determinism of fashion being ‘a product of class distinction’ […] which will ‘sever all direct relations with the surrounding space’ (1904: 133–34). In the late twentieth century, Bowie’s bricolage has democratized working-class fans into emancipated postmodernist consumers who are no longer bounded by Simmel’s definition of class and fashion.

David Bowie is one of the first breed of rock stars who was afforded the historical luxury of being able to self-consciously survey the short history of rock ’n’ roll in the 1950s and 1960s and tailor-make an image that was built on the fashion and music of the previous two decades. Unlike the early rock and rollers such as Elvis Presley and Little Richard, and even the Beatles and Stones in the 1960s, David Bowie in 1969, was perched on an eyrie that gave him a view of the fashion and image of the previous two decades of rock stars. Bowie used this self-reflexivity to produce clothes and a look that built on and eventually broke with rock ’n’ roll clichés and traditions. Bowie’s 1970s look was closer to the narrow contours and short quiffed hair of 1950s rock ’n’ roll than it was to the hippie dandyism of the 1960s. In 1969, he was already a seasoned veteran of the music business: a consummate professional who recognized that fashion was a way of making it. Even at this early stage of his career, Bowie was a showbiz trouper in the tradition of one of his heroes, Anthony Newley. D. A. Pennbaker, who noted Bowie’s professionalism, was filming Bowie for the film of the Ziggy Stardust concert at the Hammersmith Apollo; he described the experience as meeting a ‘businessman’ (Denes 2013). Indeed Bowie’s approach to his image is planned in minute detail. The conception of his stage costumes, his album covers and his videos is theatrical and business-like in its approach and execution. Bowie’s 1969 to 1972 look is influenced by other self-reflexive subcultures whose fashion sense was based on narrow contours. For instance, 1950s rock ’n’ roll and the slick suits of Motown in the early 1960s were more influential on Bowie’s look than denim and long hair of the late 1960s.  In a sense, art is a constructed and inauthentic performance, which is given meaning by its social context and by its relationship to its audience, and a 1970s audience wanted a sharper look for a more knowing and self-conscious decade. 

This is what makes Bowie’s self-conscious business-like approach to presentation and fashion so relevant to the late 1960s and early 1970s. Bowie in this period is someone who knows that the hippie counterculture look was fast becoming irrelevant in a more stylized, postmodernist era. Fashion was becoming an expression of a post-hippie consciousness. Bowie’s personal interests in fashion, music and science fiction were more in keeping with a 1970s aesthetic than the hippie fashion of the 1960s. The landscape of Bowie’s world in 1969–1972 was a Britain of spikey urban alienation: a clear demarcation with the 1970s had opened up. Dylan Jones feels that ‘the sixties – years of affluence, sex and drugs [… ] flaky politics’ were an urban dystopia, ‘the real Seventies, the years of inflation, unemployment […] words that were later to become commonplace terrorism and terror’ (2012: 19–20). Bowie and Roxy Music’s music and look embodied this social milieu: dyed and spiky mullets, sharp sequinned suits and Droog-like razor toe-capped platform shoes.

In fact, along with Roxy Music, Bowie’s look was punk before punk because punk took on elements of glam. Indeed Punk was a bricolage of glam as Bowie’s look was a bricolage of 1950s rock ’n’ roll, the gaudy colour of the 1960s dandy, the sharp lines of Motown and multicultural influences such Japanese kabuki theatre.

Tamasaboru Bando, Japan’s most celebrated onnagata,
 told Bowie: ‘When I am in a role […] I am aware – intensely aware – of playing a part. Not of being that part’ (Goddard 2013: 270). These words are at the heart of Bowie’s glam transformation during the years 1969–1972. Bowie was a seasoned profession entertainer in 1969 and the opportunist and businessman in Bowie self-consciously knew that the 1960s counterculture aesthetic was dying quickly.

Vince Taylor and 1950s rock ’n’ roll
Bowie’s 1970s fashion sense is a bricolage of many diverse influences, including Vince Taylor and the narrow contours of 1950s rock ’n’ roll style. Each Bowie look is an assemblage of fashion curiosities, a hotchpotch of clues to Bowie’s influences, and one of the looks that has been incorporated into Bowie’s glam innovation is the rock ’n’ roll look of Vince Taylor. David Bowie has stated unequivocally that ‘the model for the character of Ziggy Stardust was English rock and roller, Vince Taylor’ (Arena, 1998) In the 1960s in London, Bowie befriended Taylor and has suggested in numerous interviews that Taylor was an abject lesson in rock stardom gone wrong. The Black Leather Rebel, Vince Taylor has his fashion fingerprints all over the album The Rise and Fall of Ziggy Stardust and the Spiders From Mars. 
On the track ‘Star’, Bowie sings at 24.03, ‘I could make a transformation as a rock ‘n’ roll star’ (Bowie 1972), a self-conscious reference to basing the image of Ziggy on Taylor and on his hero Little Richard. In the title track ‘Ziggy Stardust’, the Ziggy/Vince character ‘took it all too far/but boy could he play guitar’. The strongest reference on the album is the song ‘Starman’. The song is about Taylor, not only an alien but also a ‘star… man’, a rock star who will at 13.58 ‘blow your mind’ (Bowie 1972). The lyrics constantly use the term rock ’n’ roll; it recurs as often as the word ‘star’. The words are a signifier that Bowie was obsessed with early 1950s music: Taylor being just one of his influences. Even Bowie’s look in 1972–1773 is reminiscent of Vince Taylor: one piece jumpsuits based on Vince’s black leather suits, a swept back early rock ’n’ roll duck’s ass quiff and plenty of make-up. Bowie’s 1970s look has borrowed very heavily on his love of the look of 1950s rock ’n’ roll, and the 1950s rockers’ style (short quiffed hair, drain pipe trousers and crepe brothel creeper shoes) and this streamlined look of short hair and narrow tapered trousers was the antithesis of the 1960s counterculture. 

Glam and the politics of dressing-up as stars
Bowie’s look also reflected the societal changes in this period. 1960s idealism was replaced with a space-age look that captured the dynamism of the moon landings in 1969 and grim 1970s urban alienation. Bowie was creating a theatrical look which was at odds with the authenticity of the counterculture. In Performing Glam Rock: Gender and Theatricality in Popular Music (2006), Philip Auslander explains that Bowie’s dressing-up was a direct consequence of disillusionment with the 1960s counterculture. He writes, 

[…] the social, political and cultural disappointments of 1969 and 1970, including the Rolling Stones’ disastrous concert at Altamont; the shootings of student protesters at Kent State University; the dissolution of the Beatles as a group; the deaths of Jimi Hendrix, Janis Joplin, and Brian Jones of the Rolling Stones; the upheaval surrounding the Democratic national Convention and the resulting trial of the Chicago Seven all marked the point at which rock music could no longer serve as the soundtrack of the Vietnam era hippie counterculture. After 1970, rock would have to proceed on different political, social, and cultural bases. (Auslander 2006: 9)

Fashion for Bowie was about an extravagant performance and his shows were predicated on a different aesthetic to the counterculture. The counterculture was concerned with a sense of community and broadly leftist politics that were keen to position the performers as an authentic embodiment and expression of their audience’s politics; and a major part of establishing this link between artist and performer was dress. Countercultural performers such as The Beatles and The Band in 1969 were wearing dark suits, blue denim and facial hair. The music was an ‘authentic’ rock and blues styling: it wasn’t showy or theatrical. 

Auslander’s analysis of the differences between glam aesthetics and countercultural artistic expression are the key to understanding the interstices that opened up in the period 1969–1972. The hippies wanted a ‘seamless unity between rock performers and their audiences’, while the rock theatre look of Bowie and glam is based on emphasizing ‘the differentiation between performer and audience’ (Auslander 2006: 13). ‘The hippie counterculture sought to resist this separation of performer and audience in favour of an imagined social collective’ (Auslander 2006: 13). Bowie’s expensive and extravagant Ziggy Stardust character stressed the ‘separation’ of fan and performer. He and other 1970s glam performers expressed different social and political concerns through dress by dressing-up as glamorous stars. They did this because the utopian rock dreams of the 1960s hippie counterculture seemed irrelevant in the United Kingdom that was disillusioned with the failure of 1960s idealism. Bowie in 1969 intuited that the disappointment and disaffection with counterculture was spreading in the United Kingdom’ (Auslander 2006: 9).

In an interview with William Burroughs for Rolling Stone in 1974 titled ‘Beat Godfather meets Glitter Mainman’, Bowie summed up his thoughts on the paradigm change between the counterculture and glam: ‘The idea of getting minds together smacks of the flower power period to me. The coming together of people I find obscene as a principle’.
 Auslander builds on Bowie’s thesis: ‘Ziggy Stardust […] implies a rejection of values central to the hippie ethos’ (Auslander 2006: 131). The anti-1960s sentiment that informed Bowie’s glam look is embodied in the style of the Ziggy-period. Dylan Jones describes how Ziggy’s look represented a breach with the 1960s vogue of dressing-down. Bowie was dressing-up, and his fashion sense was a post-1960s aesthetic combined with a pre-counterculture 1950s rock ’n’ roll look: 

His (Bowie’s) white skin had a waxy translucence and his eye brows were plucked right off. He looked as if the blood had fled his face into that Alien hair. His clothes were that pre-punk style he created with a sidelong glance at the Fifties – tight fitting, black and savage colours, more plastic than glitter – the glitter was in his eyes, unnaturally bright. (Jones 2012: 56)

In May 1972 Bowie gave expression to his anti-1960s sentiment in the song ‘All The Young Dudes’. The speaker in the song is a ‘dude’, while his elder brother is ‘still fixated with The Beatle and The Stones’. A new generation required new idols and Bowie was prepared to provide them’ (Doggett 2011: 154). As well as the music, the aggressive rock of Ziggy Stardust, fashion was an important ingredient in Bowie artistic armoury that would distance him from the 1960s counterculture look of The Stones and the Beatles. Dylan Jones shows how Bowie’s colourful fashion choices had two functions. First, it was glamorous riposte to economic down turn in sepia early 1970s Britain: ‘London was like the Bakerloo line: all brown and Bakelite and dark even when lit’ (2012: 18). Second, his theatricality and dressing-up was the antithesis of the 1960s counterculture. Again Dylan Jones’ description of Bowie’s dress in 1972 is very different to the authentic denim, kaftan, peace and love aesthetics of the late 1960s. Sensing the schism with the love generation, David Jones had even called himself after a Bowie knife. Everything about Bowie/Ziggy was sharper and more flamboyant than the hippie look he sported in early 1969. By 1972 the Bowie look connoted urban violence and an Elvis quiff 1950s rock ’n’ roll haircut that was significantly pre-1960s counterculture.

Visually, Bowie’s idea was to hit a look somewhere between Gene Vincent, Vince Taylor and Malcom McDowell, the star of Kubrick’s A Clockwork Orange (Kubrick, 1971), with his one mascaraed eye, and the feel of The Wild Boys (Grove Press, 1971) by William Burroughs: the Droogs were a marauding gang who all had Bowie knives (‘That wasn’t lost on me’, said Bowie). The band also had to have an arachnoid feel – they weren’t called the Spiders by accident (Jones 2012: 49). Here we have the opposite of a 1960s pop star: malevolent spiders, knives, gang culture and short spikey hair. Bowie had stared on the road to superstardom by subverting the fashion orthodoxy of the 1960s: the hippie fashion that he was sporting on the Hunky Dory album less than twelve months previously. He now had a fiery quiff, white nail varnish, pale skin and pointy cheek bones. The whole garish look was an exercise in bold, primary colours: red knee length wrestler’s boots, mutli-coloured Kansa Yamamoto jumpsuits and a shiny blue acoustic guitar. In keeping with a less idealistic period, Bowie’s fashion at this point was a mélange of space race imagery, and a pre-punk look of spikey hair and make-up more suited to an urban dystopia of high unemployment and economic collapse. 

Bowie’s look moved from a peace and love pastoral Eden to the Fall of his look modelled on Alex and his Droogs because ‘Fashion thrives in a world of social mobility, a dynamic world characterized by class and political conflict, urbanisation and aesthetic innovation’ (Entwhistle 2000: 105). Bowie’s persona is more in keeping with urban dystopia than hippie idealism. Looking at the covers of his albums from 1969’s Space Oddity to 1972’s Ziggy Stardust, we see the visual illustration of Simmel’s words: ‘Fashion does not exist in tribal and classless societies’ (Simmel 1957: 41). Bowie transformation in the albums is a theatrical rejection of communal and idealistic hippie philosophy: his look celebrates dynamism, change and even rock star meritocracy. 

‘Freak Out in a Moonage Daydream’
On David Bowie’s second album Space Oddity, released on 6 November 1969, we see the beginning of his dalliance with space imagery. The album’s title song was inspired by ‘a combination of the Apollo missions and seeing Stanley Kubrick’s 2001: A Space Odyssey. ‘[H]e saw the film three times, at London’s Casino Cinerama, which had a huge 70mm screen’ (Jones 2012: 36). Although the cover art is an attempt at a combination of futurism and pointillism; the space-age effect is nullified by Bowie’s bubble-permed hippie look that was fast becoming an anachronism in 1969. The clichéd 1960s countercultural song titles such as ‘The Wide Eyed Boy From Free Cloud’ and ‘Memory of a Free Festival’ were also dated. The seeds of the death of hippie are here but they haven’t yet flowered into Ziggy’s fleur du mal. 

On his next album The Man Who Sold The World, released in November 1970, Bowie is moving in towards the Ziggy aesthetic. The music in The Man Who Sold The World is a very different to the hippie acoustic feel of Space Oddity. David Buckley suggests that ‘The seeds of cyborg space pop, later developed by the likes of futurists John Foxx, Gary Numan […] are to be found on songs such as “Saviour Machine”’ (2005: 87) However, image-wise Bowie is still uncertain about his look. Here, he is wearing a dress, sporting long golden hair and looks like a Pre-Raphaelite painting by Dante Gabriel Rossetti. There isn’t a hint of his punky glam reinvention on the cover picture. 

Hunky Dory, released in December 1971, is a mix of astounding McCartney-esque pop: ‘Changes’ and ‘Life on Mars?’, and the disquieting ‘Bewley Brothers’ and ‘Quicksand’, but again the glam transformation is nowhere in sight. Bowie has long-flowing golden hair and the cover looks as if Greta Garbo has sat for portrait by one of the Pre-Raphaelite Brotherhood. The covers of The Man Who Sold The World (1970) and Hunky Dory (1971) inherit their aesthetic from Rossetti and John Everett Millais’s Ophelia (1851–1852). In these covers, Bowie wears androgynous Pre-Raphaelite clothes; his head is cocked back gazing skyward in a fey countercultural manner. But even though he isn’t fully ‘glam rock’ yet, Bowie still liked to shock. On a promotional visit to the United States in 1971, a red neck pulled a gun on Bowie, objecting to his Mr Fish man’s dress. 

The Rise and Fall of Ziggy Stardust and the Spiders From Mars, released in June 1972, is the point where Bowie art catches up with the new decade of Apollo missions, Kubrickian street violence and the economic problems of 1970s Britain (in the 1960s Britain owed billions to the United States for its post-World War II bailout, but the prevailing optimism of the 1960s counterculture, swinging London and Carnaby Street brushed economic fact under the carpet). The timbre of Ziggy Stardust is the opposite: it is an apocalyptic vision of end times, and the fashion emphasizes this messianic space age dystopia. The first Ziggy Stardust clothes were conceived by Bowie’s designer friend Freddie Buretti: 

The singer was encouraged to wear extravagantly proportioned jacket, jumpsuits, kimonos, dresses, loin clothes […] Ziggy Stardust Haircut, both the cut and colour copied from a Kansai Yamamoto model on the cover of Honey […] using a potent German dye called Red Hot Red, Fantasy colours by Schwarzkopf […] Suzy Fussey’s Ziggy Stardust haircut was born: a scarlet rooster cut with a blow-dried puffball front and a razored back. (Jones 2012: 52–53)

The Ziggy Stardust tour in 1972 also moved away from the clichés of Anglo-American rock culture with its Kansai Yamamoto clothing, Japanese kabuki- and Noh-theatre-inspired performances and Bowie as a woodland creature. It was ‘a blurring of “found” symbols from science fiction – space-age high heels, glitter suits […] with kabuki style garments’ (Buckley 2005: 114). The fashion of a Ziggy Stardust performance was ‘a violent clash between the logic of the rock gig (connection and camaraderie) and that of the kabuki theatre (stately though garish formality)’ (Buckley 2005: 113).

The Pre-Raphaelite Bowie of previous album covers was also subject to transformation. So keen in fact was Bowie to bury his folky, hippy image that Space Oddity and The Man Who Sold The World were re-released with cutting edge 1970s covers. In the new covers, Bowie’s flowing lock have been replaced by the red spikey Ziggy cut. Platform shoes and drainpipe trousers have replaced the capaciously flared trousers of the Hunky Dory back cover. Bowie’s ethereal stylings have been replaced with a punchier, taut and violent urban punkiness reminiscent of the hooligan popinjay Alf in Clarence Rook’s The Hooligan Nights: 

Alf opened his coat. He was prepared for conflict. Round his throat he wore the blue neckerchief spotted with white […] His trousers were supported with by a strong leather belt with a savage looking buckle. (1899: 18)

Rook describes the violent urban fashion of 1970s punks Johnny Rotten and Sid Vicious, but he also inadvertently captures the aesthetics of Anthony Burgess’s street gang. 

In fashion terms we have a 1960s Bowie versus 1970s Bowie. In fact, Bowie’s fashion in this period was influenced as much by Japanese culture as it was by rock culture: the Japanese designer Kansai Yamamoto, kabuki and Noh theatrical styles. Bowie’s biographer David Buckley suggests that ‘the costumes for the Ziggy Stardust and Aladdin Sane shows were actually first used in kabuki theatre […] (Buckley 2005: 113). Buckley shows Bowie’s love of the garish, which eschews the demotic denim Utopianism of 1960s Hippies: ‘The first item Bowie bought was the bright red-Kansai-designed jumpsuit emblazoned with woodland animals, which he wore at the Rainbow in 1972’ (Buckley 2005: 113).

The years under consideration, 1969–1972, are important because Bowie’s metamorphosis from hippie love-child to alien glam rocker epitomize the cultural shift in popular music fashion from the 1960s to the 1970s. Bowie’s Ziggy Stardust, along with Roxy Music’s eponymous first album, are the death-knell for 1960s popular cultural fashion. A more self-consciously theatrical look emerges in the 1970s: Bowie’s performativity in 1972 was a dressing-up in flamboyant costumes in stark contrast to the 1960s street fashion of dressing-down in faded denim and corduroy. 

Fandom: Bowie geeks and Ziggy freaks
Another feature of Ziggy Stardust fashion-mania was the phenomenon of Bowie geeks and Ziggy freaks and the manner in which fans appropriated Bowie’s glam style in this period. Although Bowie, and especially the character/persona of Ziggy Stardust, set out to represent a separation from the audience, paradoxically Bowie’s fans were an active audience who used his Brechtian distance as a sign to get closer to the star through dressing-up as their idol. The Rise and Fall of Ziggy Stardust and the Spiders from Mars is the birth of linking Bowie’s identities with those of his fans. Fans’ creativity and fan practice was based on ‘cosplay’ or dressing-up as their idol. 

The glam Ziggy Stardust-period David Bowie encouraged fan participation to an extent that had never happened to Bowie before. There are two reasons for this: first Ziggy is the birth of Bowie-mania and Bowie as a genuine super-star; and, second, the central conceit of the Ziggy Stardust is an alien character that arrives to save earth in its final five years. The fans were central to this conceit, so central in fact that they end up destroying him by the end of the album. The final track, ‘Rock and Roll Suicide’, describes this death. From its conception, Ziggy Stardust is an album about Bowie fans. The lyrics on the title track make this clear: ‘So we bitched about the fans’, ‘The kids were just crass’ and ‘when the kids had killed the man; we had to break up the band’ (Bowie 1972).

Having established a close link with the fans through the album’s concept and its lyrics, fashion was the easiest way for fans to express their fandom. One of the forms that fan hysteria took at a Ziggy Stardust concert was fans dressing as Bowie: ‘fans/consumers employ stars/celebrities to extend and enrich their everyday world’ (Redmond 2012: 35). At D. A. Pennebaker’s famous Ziggy Stardust/Hammersmith concert on 3 July 1973, the last Ziggy concert and the moment when Ziggy mania has reached its apotheosis, fans mill outside the auditorium in sleeveless T-shirts, high-waisted trousers, ultraviolent peroxide haircuts, sparkly red tops. The orange-haired Bowie look is complimented by pancake make-up, black eyeliner and, by this time, psychotic Aladdin Sane lightning bolts. This short film shows how Bowie’s fans interpret and reinterpret his look. The concert is an example of a social space where Bowie fans re-author the Ziggy look in their own likeness, they are fans that have re-appropriated and developed a more casual Ziggy look for the streets.  

In the clip, shots of the fans are juxtaposed with Bowie, pre-show applying make-up in his dressing room. The significance of this piece of film is that it shows a cultural space where the fan collides with the object of fandom. Here (at 02:38 into the video) fans are expressing their appropriation of Bowie’s dress to show they are creative consumers of his clothes (Ziggy Stardust [Pennebaker, 1973]).
 Bowie’s glam look is an affective performance that forms a lynchpin between Bowie and the fans’ fashion practices. As we have seen, it is a democratized nexus that eschewed Simmel’s deterministic and classist paradigm.

Bowie’s fashion choices have always been based on a succession of characters: Halloween Jack, The Thin White Duke, Major Tom, Berlin Bowie, and in the period under consideration here, alien messiah Ziggy Stardust, Aladdin Sane, the Pre-Raphaelite The Man Who Sold The World cover and the Greta Garbo Hunky Dory look. The fashion, clothes and style from this period are an expression of the social, political and artistic chasm between the 1960s and the 1970s, and perhaps more importantly Bowie’s 1970s clothes: his art deco Droog tops, his Technicolor starmen, his Freddie Burretti azure blue ‘Life on Mars’ suit, his Yamamoto bunny suit and his red hot red spikey mullet are copied by his audiences to such an extent that the audience/performer binary collapses under the weight of fan community imitation. To put it simply, every Ziggy Stardust concert had hundreds of simulacra Ziggys in the audience of every show. 

Famously, on the Dick Cavett show in 1976, Bowie said his blue eyed soul boy look complete with cane was filched from this audience. In fact Bowie’s new album The Next Day (2013) is reminder of how his fans were transformed by Bowie and the fans, in turn, transformed him. 

The Next Day features the iconic ‘Heroes’ album image with a white square placed over Bowie’s face. It’s an artwork that challenged the fans’ collective ‘memory […]’ of Bowie by blanking out a representation of one of the artist’s most mythologised eras, the Berlin period (1977–79). The square also draws parallels with one of social media’s key ‘imagined ego community’ enablers, the use of photo ‘tagging’, whereby the user is able to identify people in an uploaded photo by hovering a box over their faces and identifying, or tagging, their friends. This has the effect of placing the identified as extensions of the individual profiler’s own fluid biography, existing to supplement, support and endorse the ego at the core of the community. The blank square hovering over Bowie’s face on The Next Day’s artwork invites the user to identify and tag him. This action places the users’ own experience of Bowie and their own personal biographies of that experience onto the artwork. The album’s meaning, and in extension Bowie’s latest ‘character’ thus being prosumed through the multi-nuanced conversations occurring throughout a network of imagined ego communities. The press adverts for The Next Day only underlined this notion by placing the words ‘Your idea of David Bowie here’ in the album artwork’s blank square. (James 2013: 388)
Conclusion: Stage persona
In conclusion, Bowie’s glam reinvention is said to have its origins in a performance at the Roundhouse, London on 22 February 1970, that has been seen by cultural critics as the birth of glam and death of hippie. This is far too simplistic an analysis as we have seen, fashion is polymorphic: many different subcultures and groups coexist at the same time, and history is also not a chronology of cause and effect. There is no uncomplicated nexus from one fashion movement to the next. Nevertheless, the Roundhouse gig shows the self-conscious postmodernity of Bowie: a canny show biz professional who has his eye on the main chance and who understands the importance of clothes to compliment music.
The origins of glam, Bowie-style, can be traced back to the very first months of 1970 […] Hype was a dry run for Ziggy Stardust two years down the lin. Bowie was rainbow man, wearing a cape of many colours and many diaphanous scarfs. Drummer John Cambridge was Cowboy Man, Mick Ronson on lead guitar was Gangster Man, wearing a borrowed gold lamé suit from Bowie and matching fedora, and bassist Tony Visconti was Hype Man, a kind of comic book superhero, in a white leotard, a cape and a pair of crocheted knickers. (Buckley 2005: 75–76)

David Bowie’s glam transformation between 1969 and 1972 was a personal reinvention which saw his music move away from psychedelic folk and show tunes of his first two albums to the staging of his alter ego Ziggy Stardust on the album Ziggy Stardust and the Spiders From Mars. Music was only one ingredient in this transformation. In this period, Bowie’s image also changed radically. His 1969 stage persona of a bubble-perm haircut and hippie psychedelic shirts was replaced by the space-alien imagery of the character Ziggy Stardust: a sequinned onesie, platform-heeled boots, dyed red spiky hair (pre-empting Johnny Rotten’s punk look by four years), foundation, rouge and lipstick, which helped to shift Rock music in a theatrical direction. In fact, Bowie’s fashion in this period was influenced as much by Japanese theatre as it was by Rock culture. 
The years 1969–1972 are important because Bowie’s metamorphosis from hippie love-child to alien, glam rocker epitomize the cultural shift in popular music fashion from the 1960s to the 1970s. Bowie’s style in 1972 is in the Rock ’n’ Roll gender transgression tradition of Little Richard and the musical theatre of Anthony Newley, but Ziggy Stardust is also the proto-punk with drain pipe trousers and a Johnny Rotten mullet. Bowie’s fashion transformation and performativity broke with the communitarian leftist politics of the hippie counterculture, but his fandom forged a new community who subverted 1960s fashion by eschewing blue denim for ‘blue blue electric blue suits’. Bowie’s ‘glam transformation’, his art and his fashion were as much as a profound negotiation with his audience as the Beatles’ and the Stones’ courting of psychedelic fashion was from 1966 to 1968. Bowie took the space-age hippie psychedelic colours of 1967’s Summer of Love and turned them into a 1970s artistic palate of Japanese Kabuki theatre, alien rock stars and sequinned popinjays. He was a show biz trouper whose canny business-like calculation paid off. Dylan Jones shows that fashion was de rigueur for this success:

Ziggy Stardust was the first real postmodern pop star, a bisexual beat messiah, a flame-haired yob in lip gloss and mascara, silver jumpsuit and platform boots – a strange hybrid of androgynous spaceman, rent-boy Elvis, and rock ’n’ roll glitter queen. Bowie was a combination of thin-lipped calculation and burning vocation […] like Bob Dylan after he had outgrown his Woody Guthrie breeches and began playing his personas like a card sharp. (2012: 12)

In sum, then, Bowie’s dress and appearance from 1969 to 1972 was a history of glam transformation, gender-bending, identity invention and a space-cadet restyling of early 1950s rock ’n’ roll that rejected the 1960s hippie counterculture.  Bowie’s look in this period was a cultural scrapbook that opened a window on the historical, social and political imperatives of the anti-hippie period of British rock between 1969 and 1972. Bowie’s stage shows, his album covers, his clothes, and his videos were a repudiation of the 1960s counterculture and a memorial to fantasy characters that were always ch-ch-ch-changing.  
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Notes
� Onnagata or oyama (from the Japanese 女形・女方 meaning ‘woman-role’) are male actors who impersonate women in Japanese kabuki theatre.


� See � HYPERLINK "http://www.teenagewildlife.com/Appearances/Press/1974/0228/rsinterview/" ��http://www.teenagewildlife.com/Appearances/Press/1974/0228/rsinterview/�, accessed 17 October 2014.


� The clip can be viewed at � HYPERLINK "http://www.youtube.com/watch?v=jA-CKb_UXN8" ��http://www.youtube.com/watch?v=jA-CKb_UXN8�, accessed 13 October 2014.
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