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Abstract

This article considers glam rock’s rejection of the humdrum, spontaneity and the ‘natural’ and its embrace of costuming, camp and artificiality. With particular reference to Roxy Music, it will examine the band’s iconography, fashion and contexts during glam’s golden years – 1972 to 1974 – as well as the implications of glam style for gender and sexuality in popular music. Though some of glam’s exponents were undoubtedly much more traditional in their performance of gender identities, we can read bands like Roxy Music, within certain limits, as ‘queering’ their more meat-and-potatoes predecessors and providing an important source of identification for later pop music gender and style dissidents.

The fashion and music scenes in which Roxy Music emerged are inseparable from the milieux of experimentation and innovation associated with British art and fashion schools in the 1960s onwards. To this extent, the band exemplifies the vital pathway of art school students into popular music outlined by Simon Frith and Howard Horne in Art into Pop (1987). Through Keir Keightley’s (2001) conception of romantic and modernist authenticity in popular music and Joanne Entwhistle’s (2001) typology of the romantic and the dandy in fashion, we will explore how glam traces a line from the dandy via New Edwardian fashion, in which questions of gender and artifice are in a process of perpetual renegotiation.
Keywords

glam

fashion

popular music

gender

performance

popular culture

Bio

Dr Jon Hackett is Programme Director in Film and Screen Media at St Mary’s University, Twickenham. His research interests include cultural theory, film philosophy, popular music and contemporary literature. He is currently working on a monograph on popular music, masculinity and monstrosity with Dr Mark Duffett of the University of Chester.
Introduction

It is a commonplace in the study of culture, popular or otherwise, that the texts produced in it can be analysed in terms of the historical and social context in which they emerge. A more interesting case is when historians themselves, including those who are not well known for their interest in the popular, look to fashion and popular culture as a barometer of wider social and historical trends. So I will start this article with the first of two quotes from Eric Hobsbawm: ‘Why brilliant fashion-designers, a notoriously non-analytic breed, sometimes succeed in anticipating the shape of things to come better than professional predictors, is one of the most obscure questions in history; and, for the historian of culture, one of the most central’ (Hobsbawm, 1994: 178).

One of the most obvious genres of fashion and music to consider from this perspective would be 1970s glam, which is often considered in terms of its relation to existing styles. Indeed, glam is often alluded to in quasi-historiographic terms. For Keir Keightley (2001: 136) in some of its guises it typifies the ‘modernist authenticity’ in rock – distance, irony, hauteur and obliquity rather than the directness and populism of ‘romantic’ strains of rock. It is notable that glam here is defined against other styles with explicit reference to historical periods, as if popular music were a microcosm of modernity. In its recycling of elements of both popular and high culture of the twentieth century, as Simon Reynolds (2013: 73) argues, ‘Glam turns history into a wardrobe full of costumes, and as such parallels and intertwines with fashion’.
There has been considerable interest in glam as a style recently through some well-publicized and attended exhibitions in 2013, ‘Glam! The Performance of Style’ at the Liverpool Tate and ‘David Bowie is’ at the Victoria and Albert Museum in London. This adds a nostalgic relation to what is already coded as a historically resonant style. It also provides testimony that the tensions that glam style mediates in relation to previous music and fashion, and in relation to gender and identity, retain a fascination for contemporary audiences – and thus call for further analysis now.

I will argue that one of the most promising ways of conceiving of glam both in fashion and in music is in relation to an ongoing dialectic between romanticism on the one hand, and modernism or dandyism on the other. Though hardly an original thesis in itself, this will allow us to articulate Keightley’s (2001) conception of romantic and modernist authenticity in popular music with Joanne Entwhistle’s (2001) typology of the romantic and the dandy in fashion. It will also foreground notions of artifice, performance and self-fashioning – and their implication in glam’s interrogation of gender norms. Glam traces a line from the dandy via New Edwardian fashion, in which questions of gender and artifice are in a process of perpetual renegotiation. Focus on these two influential accounts of rock music and fashion archetypes will allow us to characterize glam style in terms of both music and fashion, its most important constituents. I will briefly summarise each of these arguments dealing with fashion and music respectively, in turn.

Dandies

Joanne Entwhistle discusses the performance of identity through fashion in modernity via the foundational opposition between the romantic and the dandy. The dandy is often discussed in relation to the iconic Beau Brummel – and his fashioning of a persona that crossed rigid class boundaries. We can see in her characterisation of dandy style an obvious precursor for glam: ‘the dandy style emphasized the artifice of appearance, the self as performed and perfected through the self-conscious use of dress and the body, while the romantic style was concerned with authenticity and the self as “genuine” and “natural”.’ (Entwhistle, 2000: 113). The dandy is not interested in the natural and authentic – identity and style are a pose consciously adopted and performed through dress.

As a bridge between the Beau Brummel era and the present day, Philip Hoare discusses the mid 20th-century New Edwardian, as one of a lineage of dandy archetypes in love with military stylings. Such luminaries as Hardy Amies, Cecil Beaton and Neil Rogers are described in the following terms by Hoare: ‘With their narrow calvary [sic] twill trousers, and – the real mark of a bounder – suede shoes, theirs was a statement against the utilitarian restrictions of wartime, its utility suits and ubiquitous khaki’ (Hoare 2006: 272). The New Edwardians flouted both the austere dress codes and heteronormative social codes of the mid century in ways that anticipate glam.

The New Edwardian style included military-style greatcoats with black velvet collars, tapered trousers and bowler hats and was favoured by some gay men in the 1950s, before elements of the look resurfaced in the Edwardian teddy boy style of later in the decade. As Shaun Cole argues, ‘This style of dress offered the gay men of the early 1950s a chance to be smart, while not quite conventional, maintaining a distinct sartorial edge over the average man in the street’ (Cole, 1999: 144).

It is the New Edwardian style in its more hetero, working-class teddy boy version (sometimes they were referred to as ‘Edwardian’ teddy boys) that was itself recycled in some elements of glam style. In fact, teds persisted well into the 1970s as a working-class subculture, often in opposition to emerging punks, mod revivalists, skins or northern soul fans. In terms of glam, the quiffs, coats, suede shoes and drainpipes were one template on which to draw alongside others – and one that influenced the more conservatively dressed glam acts rather more than their fey genre fellows such as Bolan and Bowie.

Photographs of Roxy Music in the early mid 1970s often imply interesting tensions embodied in the clothing styles of various members of the band. Bryan Ferry and Ian McKay, their saxophonist, often exemplify the ted style, with quiffs, coats and (sometimes) drainpipes. In some photos, Ferry adds an aristocratic toss of the head, cigarette holder clamped between front incisors, as if to allude to the New Edwardians. Phil Manzanera the band’s guitarist and drummer Paul Thompson, however, would look right at home in one of the romantic, ‘rockist’ bands of the era such as Led Zeppelin or Black Sabbath. Brian Eno, in these photos, is left to embody the more androgynous Bowie-like, extra-terrestrial look.

Michael Bracewell stresses the importance in the cultural life in Newcastle of the clothing emporia, such as Jacksons where Ferry had a Saturday job and to which many teddy boys came to buy old-fashioned suits, sometimes modified with velvet piping or extra buttonholes (Bracewell, 2007: 33).Other shops like Marcus Price would sell expensive imported American styles of clothing and later mod styles otherwise unavailable outside London. One such style that Ferry admits to having admired was of course the teddy boy style. In fact he and McKay were childhood fans of Bill Haley and the Comets – McKay having seen Haley arrive at Victoria Station, Ferry winning front-row tickets for one of the concerts on his famous debut tour (Bracewell, 2007: 22), during which the tabloids raised a moral panic regarding the unruly behaviour of the teddy boys in the audiences. Again, the rock’n’roll style and sounds were an important influence on both the original teds and the seventies revival of this subculture.
Modernists

Another way in which we can distance glam from ‘romantic’ strains of popular culture is by considering the music itself. Here we can fruitfully consider Keir Keightley’s discussion of romantic and ‘modernist’ strains of popular music – and how they each strain for a different type of ‘authenticity’. Though Keightley is presenting a different set of arguments to Entwhistle, more in terms of a typology than a genealogy, we can once more locate glam on one of the terms of the binary – here modernism.

Keightley helpfully presents romantic and modernist strains in terms of a series of oppositions (Keightley, 2001: 137). Romantic rock stresses tradition and continuity, roots and community. To convey a sense of directness, it stresses live music over studio recording. It draws on ‘traditional’ forms such as folk, blues, country and rock’n’roll. Prime examples contemporaneous with, or just before, the glam era might include the Rolling Stones, Black Sabbath and Led Zeppelin.

Conversely, modernist rock stresses experimentation and sudden change, and the avant-garde, at the risk of being charged with elitism. The distance between performer and audience is feted, with irony, sarcasm and obliquity as tone. The ‘recordedness’ of music, technology and non-traditional sounds are valued; the sound palate is more likely to come from classical or avant-garde music – or perhaps pop or soul. The paradigm examples in the period would be David Bowie and Roxy Music.

Though this is not Keightley’s focus, the differences between these two types of rock emerge equally in costume. The romantic musicians retain the long hair of the late 1960s as well as denim, leather and natural fabrics. The glam artists depart flamboyantly from this uniform in a multitude of ways, partly through a consciousness of the history of previous styles, like teddy boy. Hair may be long like Marc Bolan’s curls; but often it will be feathered on top or cut into a mullet or perhaps a quiff. The adoption of conventionally feminine garments or accessories often adds flirtation with alternative notions of gender and sexuality. Finally, there is frequently a science-fiction component to the dress (and sometimes lyrics), in its use of metallic colours and make-up; Bowie, Eno and others are frequently likened to aliens, spacemen and extra-terrestrials. This latter emphasis underscores the perceived ‘exoticism’ of glam performers, often linking with the subversion of gender that is often noted by the press and public. The artificial textiles and glitter of glam also depart from the romantic, back-to-nature clothing of the early seventies exemplified by Laura Ashley, or the hippies’ Afghan coats.

As regards the music itself, Keightley’s opposition may be schematic but here it can, first, allow us to situate glam on the ‘modernist’ pole away from romantic, ‘rockist’ music; and second, to identify this pop-modernist pole in music with dandyism as a style. For Keightley, the modernist musician strives for authenticity of another sort than the roots and community of romantic strains of rock; in a sense, this is the wholesale rejection of a certain strain of 1960s performance culture, with its spontaneity and happenings, in favour of the return of glamour, hauteur and distance (see Auslander, 2006).

But perhaps ‘authenticity’ is not the happiest term for a style that emphasizes artifice, self-fashioning and irony. Glam as style and perhaps as music too, is the converse of authenticity, or rather a style that derides authenticity as merely another construction. It is for reasons such as these that Simon Reynolds sees glam as proto-postmodernism or in his terms, an early instance of retromania: ‘the first area of popular culture to succumb to retro’s auto-cannibalistic archive-raiding logic’ (Reynolds, 2013: 73).

Keightley’s own sense of what authenticity entails in modernist rock is clarified by the following: ‘rock artifice involves a deliberate rejection of the Romantic mode of authenticity, in favour of a complex and nuanced Modernist strategy of authenticity in which the performer’s ability to shape imaginary worlds – rather than being shaped by this world – is foregrounded’ (Keightley, 2001: 138; again the science fiction theme emerges here). To this extent, glam’s self-reinvention seems emblematic of this tendency towards artifice, from Bowie’s continual stylistic and fashion transformations to Bryan Ferry’s opening lines from ‘Do the Strand’: ‘There’s a new sensation, a fabulous creation’.

And once more, one crucial way in which glam took its distance from sixties romantic rock orthodoxy was in terms of the gender identities constructed through performance. This where glam rock historiography is intricately intertwined with gender and sexuality. As Barney Hoskyns puts it, ‘the effeminacy and androgyny of glam rock overturned the scruffy heterosexuality of the Woodstock generation’ (Hoskyns, 1998: 11).

As will be evident from this and the previous section, we can locate glam squarely on one side of each of Entwhistle’s and Keightley’s binary schemes. That is, though they draw on different sets of arguments involving, first, a genealogy of dress styles and second, a typology of contemporary rock styles, we can identify Roxy Music and glam rock in terms both of dandyism and of modernism.

For men they are
By way of introduction to this section, I will quote Eric Hobsbawm once more: ‘Fashion is often prophetic, nobody knows how. It was almost certainly reinforced among male youth by the public emergence, in the new climate of liberalism, of a homosexual subculture of singular importance as trend-setters in fashion and in the arts’ (Hobsbawm, 1994: 332). Again we have the acknowledgement of the prophetic quality of fashion – but here the cutting edge is identified with a particular identity defined by sexuality, described here as a ‘subculture’.

Roxy Music emerged in 1972, five years after the decriminalisation of homosexuality in the UK. In 1967, Lord Arran had taken it upon himself to warn gay men about their new-found freedom:

Homosexuals must continue to remember that while there may be nothing bad in being a homosexual, there is certainly nothing good. Lest the opponents of the Bill think that a new freedom, a new privileged dais, has been created, let me remind them that no amount of legislation will prevent homosexuals from being the subject of dislike and derision or at best pity. We shall always, I fear, resent the odd man out. That is their burden for all time, and they must shoulder it like men – for men they are. (Lord Arran, cited Green, 1999: 349)
Despite such counsel, the visibility of LGBT people escalated after the Sexual Offences Act of 1967. The raid on the Stonewall Inn on 29 June 1969 was a pivotal event in the United States; on 13 November 1970, the Gay Liberation Front was launched at the LSE; soon afterwards Gay News began publication (Green 1999: 392).

Since it began, people have made links between glam rock and various types of ‘gender bending’, in the parlance of the day. It is interesting to note that the musical style emerged within the wider context of an increased visibility and defiance on the part of gay men and lesbians. In fact, for Dick Hebdige, this context is more determinant for glam rock than the more traditional identities to which rock appealed: ‘In glam rock, at least amongst those artists placed, like Bowie and Roxy Music, at the more sophisticated end of the glitter spectrum, the subversive emphasis was shifted away from class and youth onto sexuality and gender typing’ (Hebdige, 1979: 61).

One could posit a spectrum among bands and artists associated with glam rock, with Bowie, Lou Reed and Roxy Music at the one end, perhaps, and Slade and Mud at the other. The former artists are more associated with glam’s interrogation of gender norms, while the latter are more in line with the more traditional heteronormative strains of rock (albeit with a campness and refusal to take themselves seriously absent from the romantic rock tendency outlined previously). Bowie and Reed were openly bisexual; in the case of Roxy Music, it is more the cultural scene in which they operated that provided a notably queer aesthetic and cultural context.

Fashion into pop
Elements of the art and fashion school worlds from which Roxy Music first emerged might well be characterised as queer. Some of the artists with whom the band members studied at University were openly gay; those in the fashion ‘in crowd’ in London often gay or bisexual. More widely, we might, following Heasley (2005), characterise the band themselves as in some way performing a ‘straight-queer’ identity, in which the norms of heteronormative masculinity were rejected in favour of a camp aesthetic incorporating conventional elements of female dress. For the band this is linked intimately to glam rock’s emphasis on self-fashioning.

Of course, straight artists acting ‘queer’ are always liable to charges of ‘gender tourism’ – incorporating elements of other gendered identities while in other respects retaining straight privilege. One might observe here that Eno, the most camp and androgynous of the band’s personnel at the level of appearance, was also the most successful in attracting female fans. So much so that David Enthoven, at one time the band’s co-manager, blames this in part on Eno’s departure from the band, ending the classic early line-up: ‘It was Eno who got to shag all the girls, and I think that drove Bryan completely bonkers’ (cited in Hoskyns, 1998: 64). So in some respects the band were involved in some very conventional alpha-male rivalries.

Michael Bracewell’s Remake/Remodel(2007) provides a thorough account of the milieux out of which Roxy Music were formed. In essence, Roxy were art school boys, beneficiaries of the 1944 Butler Education Act, which expanded educational opportunities for working-class children. Bryan Ferry studied under Richard Hamilton, the famous British pop artist, then teaching at the Department of Fine Art at the University of Newcastle. Brian Eno’s art education took him from Ipswich Civic College to Winchester. Ian Mackay studied at Reading, the only other university at the time apart from Newcastle that offered a Fine Art degree. To this extent, Roxy exemplify the phenomenon of art students forming bands examined in Frith and Horne’s work, Art into Pop (1986).

However, it was another art school boy who at the level of style made the most decisive impact on Roxy Music’s costume and design. For it was Anthony Price, who arrived at the Royal School of Art’s Fashion Design School in 1965, who designed many of the costumes that Bryan Ferry would wear early on in their career, as well providing crucial input into the album covers that were so iconic, if occasionally notorious for their pinup aesthetic.

David Hockney and Ossie Clark were recent noted students at the school. Coming from Bradford College of Art, Price, like Ferry and Clark, was from the north. Price brought a working-class combativeness to his time at the school, which provided him with an evident sense of purpose and a work ethic: ‘We didn’t want to be couturiers. We presumed that we would take them all to the cleaners and wipe the floor with them. We were about the street. Anything Establishment had to be challenged’ (Price quoted in Watt, 2013: 40).
Judith Watt catalogues Price’s progress and the importance of the often gay or bisexual ‘in-crowd’ associated with the school’s graduates as a stylistic influence on Roxy Music. One of the important inputs was a love of cinema, with A Midsummer Night’s Dream (Max Reinhardt, 1935) providing ‘the glamour and twinkling aura that Price sought to achieve with the green and black sequined jacket won by Bryan Ferry for his first appearance on Top of the Pops in August 1972. The camp of it all, the artifice and exaggeration, translated in the early 1970s from film costume onto the street’ (Watt, 2013: 46).

Price designed Roxy’s first album cover (plus Lou Reed’s Transformer back cover) and brought Kari-Ann Muller, the model, Karl Stoecker, photographer, and costumes. Ferry suggested Rita Hayworth in Gilda(Charles Vidor, 1946) as blueprint, another signifier of Hollywood glamour appropriate to the glam aesthetic.
Pictures of Price at the time make clear that to all intents and purposes, he was the sixth member of the band, styled as he is in quiff, sideboards and shoulder-padded jumpsuit. In fact, he shared this costume with Ferry, who is costumed in Price’s couture at this time. Judith Watt highlights the precise way in which Price’s queer but macho aesthetic transformed Ferry’s body through costume, in a veritable performance of gender: ‘Price’s innovation was to reshape the male body through cutting and tailoring, to redefine the masculine silhouette, reacting against the unisex trend of narrow hips and flat chests. His “bridge crotch” trousers of 1969 completed the look’ (Watt, 2013: 47).

Watt also helpfully reminds us that Brian Eno’s even more flamboyant outfit, with a sequined jacket topped with feathers over a bare chest, was designed by Carol McNicoll, then his girlfriend and another talented student at the Royal College of Art. In many ways Eno was the most effeminate in appearance in the band – widow’s peak and fine tresses, feathers and sequins.
One thing we share is an ideal of beauty
Roxy Music’s style and aesthetic was nowhere more visible and iconic than on their album covers, also designed by Price. On the covers, models like Kari-Ann Muller styled as Hayworth provided allusions to Hollywood glamour in a mode on the border between hetero pinup and camp. Inside the gatefold covers, the band posed and preened in jumpsuits and animal prints, quiffs and cosmetics.

Many have read the album covers as hysterically camp, with their masquerade of female sexuality and allure. However, they also provided a sufficiently orthodox representation of gender and sexuality to appeal to a less ironic reading of the band’s iconography. Put simply, Roxy Music’s aesthetic could be read as camp and perhaps queer, or as aggressively heterosexual – or perhaps both simultaneously. As Simon Reynolds wryly observes of the cover of the eponymous debut LP: ‘the shot of Kari-Ann Muller styled as a 1940s pin-up is designed to be both titillating and très amusant, the two modes of enjoyment undercutting each other in the same way that vintage porn incites the viewer to have a “wistful wank” ’ (Reynolds, 2013: p. 67).

It is helpful here to remember Judith Butler’s assertions regarding the ambiguous subversion offered by drag:

I want to underscore that there is no necessary relation between drag and subversion, and that drag may well be used in the service of both the denaturalization and reidealization of hyperbolic heterosexual gender norms. At best, it seems, drag is a site of a certain ambivalence, one which reflects the more general situation of being implicated in the regimes of power by which one is constituted and, hence, of being implicated in the very regimes of power that one opposes (Butler, 1993: 125).

Other bands in the glam era were more obviously engaged in a type of drag, notably the New York Dolls and, on occasion, Bowie. Certainly, though, Roxy Music’s early makeup, feathers and sequins do incorporate elements of feminine dress in their stage costumes. What Butler’s quote above might signal is that this is not in itself necessarily gender subversion – the ambivalence discussed above about the possible ‘readings’ the band’s audience might make regarding the gender and sexuality implicit in their aesthetic means that for some at least, the album covers could be read as unambiguously heteronormative in a time-honoured set of conventions of feminine glamour.

Nonetheless, we should not underestimate the subversiveness and, for some, liberation presented by Roxy, Bowie and other glam performers. Much of this is due to the very liminality or ambiguity outlined above, which despite more conventional and normative available readings, cannot be safely contained within one particular reading strategy. As Fred Davis has argued more widely, ‘whatever other sources may be said to move fashion – economics, sex, boredom, invidious class distinctions – it draws much of its perduring inspiration from the identity dialectics generated in states of ambivalence, that of gender being but one of several that have figured prominently in Western cultural history since the late medieval period’ (Davis, 1992: 54).

One might point here to the importance often accorded glam rock acts by a subsequent generation of style and gender rebels. In the post-punk era, we could discern the influence of glam rock on the emergent gothic rock genre. Goth, like glam, reintroduced distance and aloofness after the more democratising relationship between audience and performer in punk rock. In fact, Siouxsie Sioux and Steve Severin of Siouxsie and the Banshees met each other at a Roxy Music gig. Severin is clear regarding the importance of glam as an influence: ‘That’s what appealed about the intelligent side of glam – the fact that there was some kind of theatre going on, a drama was being presented’ (cited in Reynolds, 2005: 427). Siouxsie, herself challenging style conventions of women performers in pop, especially early on in her punk days, has also identified the importance of Bowie and Roxy – some of the rare artists to survive punk’s year-zero contempt for previous eras of popular music.

Relevant too, as regards the genre’s gender subversion, are tributes paid by other performers of the succeeding generation. On Radio 4’s Desert Island Discs (1989), Boy George recalled his childhood fondness for Marc Bolan and David Bowie: ‘I wanted to be like them, I suppose’. This despite his grandmother’s verdict on Bolan: ‘a poof’. On the same programme, Neil Tennant of Pet Shop Boys (2007) also described how he found David Bowie: ‘absolutely entrancing’ on his first exposure to him on BBC2’s The Old Grey Whistle Test.

Another glam fan is the US film director Todd Haynes. Haynes rose to prominence during the New Queer Cinema movement – and his Velvet Goldmine (1998) is a later homage to this musical genre. Haynes is also clear about the appeal of the music from this angle:

Sure it was a pose. But in the rare tradition of Oscar Wilde, artists like Bryan Ferry and Bowie were able to elevate artifice and irony in their work without sacrificing emotion in their music. Above all, [...] the glam era presented to the world a new and radically fluid model for sexual identity: no longer defined by its permanence, but the multi-coloured result of constant change and reinvention’ (foreword in Hoskyns, 1998: xi).
My favourite account of a glam epiphany is probably that reported by Marco Pirroni. Pirroni first appeared in an early incarnation of the Banshees; he achieved wider fame as part of Adam and the Ants, themselves another evolution of the dandy style, with Vivienne Westwood’s pirate collection a big influence. (Adam Ant, of course, styled himself a ‘dandy highwayman’ in ‘Stand and Deliver’, a big hit in 1981.) Pirroni recollects first hearing Roxy Music’s ‘Street Life’ single on the escalator of the art deco Biba department store, itself a glam haven that hosted gigs from the New York Dolls and Cockney Rebel (cited in Turner, 2004: 79).

Glam also anticipates some rock performers in the nineties who shirked heteronormative masculine clothing styles from within a largely heterosexual scene. These include Kurt Cobain of Nirvana and Billy Corgan of The Smashing Pumpkins, both from the grunge scene, as well perhaps as Richey Edwards and Nicky Wire of Manic Street Preachers, all of whom were pictured cross-dressing on stage. Whether the latter rock performers mark a genuine continuity with glam takes us outside the scope of this article (although evaluating an ‘authentic’ response to a style so tied up with artifice might be problematic, as has been highlighted above).

Limits of subversion
One of the things that Butler is pointing to in the quote on drag cited above, is the impossibility of creating new gendered identities ex nihilo, in a utopian self-fashioning that can evade the restrictions of previous categories through an effort of the will or via travesty of established norms alone. It is for this reason that many have characterized fashion, gender and subcultural styles alike as practices, which offer more or less resistance to a cultural dominant.

We might here allude to Stuart Hall’s well-known description of negotiation: ‘Decoding within the negotiated version contains a mixture of adaptive and oppositional elements: it acknowledges the legitimacy of the hegemonic definitions to make the grand significations (abstract), while, at a more restricted, situational (situated)level, it makes its own ground rules – it operates with exceptions to the rule’ (Hall, 1993: 102). On this reading, glam’s subversion of gender norms and its emphasis on artifice and camp might rely on norms against which to ‘make its own ground rules’. This does not detract from its playful negotiation of these norms (or its existence as exception to the rule) but points to the impossibility of inventing a ‘private language’ of identity, dress and gender. All of these things are inextricable from social context.

Nonetheless, one of the aspects of performativity that Butler stresses is that it relies on perpetual reiteration; the performance of identity and gender are subject to perpetual processes of renegotiation. Perhaps the widespread interest in recent exhibitions on Bowie and other glam artists points to the persisting public fascination about definitions of identity and gender, in relation to a style that feels recent enough to be relevant, while nonetheless offering a safe distance via nostalgia.

Conclusion
As for the fate of Roxy Music, the glam era saw them at their most adventurous both musically and stylistically. However, after 1974 there was a retreat from the undiluted glam aesthetic. Ferry himself blamed a derivative subgenre: ‘All those glitter groups sprang up and debased the look’ (cited in Turner, 2013: 10). After the departure of Eno and the increasing prevalence of derivative glitter bands, in the words of Barney Hoskyns, ‘By 1974 Roxy had all but abandoned glam as a mode of presentation. From Country Life onwards, Ferry would opt for elegance, or mere costumery: the Zorro look, the GI uniforms. In the end he turned out to be less kinky and subversive than we’d all thought’ (Hoskyns, 1998: 66). It is striking therefore that the glam era, for all its historical resonances, was over so quickly, for Roxy Music and other artists.

What is clear nonetheless, despite glam’s short heyday, is its canniness in recycling previous styles while presenting them in ways that retain fascination for later audiences. Here, Reynolds (2013) is right to claim them for a wider cultural phenomenon of ‘retromania’ – and this might account for some of the nostalgic appeal of the style for recent record-breaking audiences at the Victoria and Albert, as well as visitors to the Liverpool Tate. Therefore, the ‘historiographic’ elements of glam – the dialectic of the modernist/dandy versus the romantic in popular music and fashion – seem key to the style’s effectiveness then and now. Glam’s playful allusion to previous fashions and musical styles, as well as its equally playful interrogation of gender and identity norms are interlinked as we have seen – and retain a freshness for contemporary audiences as well as for subsequent generations of musicians and performers.
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