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Creating a Subculture 

Punk has been defined in myriad different ways: as a working-class revolt, a response to 

the 1960s and 1970s counterculture failing to truly revolt, and a “white riot.” But 

overwhelmingly, punk narratives emphasized generational alienation and lamented punks’ 

inability to express their disappointment through mainstream cultural channels. A major point of 

contention for punks was the patriarchal structure of popular music. Popular music, and more 

specifically rock music, was criticized as inherently sexist, with some feminist scholars arguing 

that to create nonsexist music, women would have to completely separate themselves from rock.1 

Punk answered these criticisms of the dominant music industry. Punk style explored degeneracy, 

banality, and sexual perversion,2 reflecting punks’ rejection of society and its existing cultural 

forms. Furthermore, the punk idea that anyone could play and participate extended to women, 

creating “a moment in which the limits of permissible representations of femininity were 

expanded and exploded.”3 The same principle held for people of color and queer performers. 

However, the feminist Riot Grrrl Movement of the early 1990s indicated that this period of 

fluidity dissipated to a level that required a revolution from within. This project discovered what 

happened between the early era of music without rules, even for women, in the late 1970s and 

the feminist rebellion against punk in the early 1990s.  

Punks have intrigued a variety of audiences since the genre’s early days. In addition to 

the music press and eventually the sensationalized popular press, academics took interest in the 

subculture. Some, such as sociologist Dick Hebdige, searched for an answer as to how punk 

                                                
1 Angela McRobbie and Simon Frith, “Rock and Sexuality,” in Feminism and Youth Culture, 2nd ed. (New York: 

Routledge, 2000), 138. 
2 Lauraine Leblanc, Pretty in Punk: Girls’ Gender Resistance in a Boys’ Subculture (New Brunswick: Rutgers 

University Press, 1999), 40-41. 
3 Leblanc, Pretty in Punk, 36.!



emerged in the first place. Hebdige described the movement as a hybrid between the work of 

glam rockers like David Bowie, early New York punk, London pub-rock, the English mod 

subculture, and soul and reggae.4 While Hebdige carefully dissected the influences that created 

punk—such as the alienation that grew from rock and the interaction between punk and black 

British subculture embodied in reggae5—his study focused on the scene’s interpretation in a 

British context, ignoring the international dimension of the subculture, as well as the relationship 

between British and American punk. Hebdige’s theories about the purpose of a subculture, 

mainly its function as “a form of resistance in which experienced contradictions and objections 

to this ruling ideology are obliquely represented in style,”6 reasoned that subcultures are 

constructed in direct response to the mainstream society. Nevertheless, Hebdige’s work was 

limited in explaining the evolution of punk in its entirety, mainly due to his assumption that the 

establishment of the subculture required a British working-class revolt. 

Angela McRobbie and Simon Frith have also written on the emergence of the subculture 

but from a more musicological perspective. In their writings on rock, the authors spoke to the 

ability of a musical form and its surrounding subculture to shape and reflect personal identity. 

Rock operated “as a form of sexual expression and as a form of sexual control.” McRobbie and 

Frith addressed the evolution of “cock rock,” which highlighted the performance of aggressive 

male sexuality and the sensitive, needy “teenybop idol” used to attract young girls to the genre. 

Academics further problematized rock by considering how the music industry often exploited 

female talent while marketing romantic fantasies to young girls who would never be considered 

as serious musicians by the music industry. As these understandings of gender and sexuality 

                                                
4 Dick Hebdige, Subculture: The Meaning of Style (New York: Routledge, 2002), 25. 
5 Hebdige, Subculture, 28-29. 
6 Hebdige, Subculture, 133. 



were central to the creation and distribution of rock, punk—as a total rejection of rock—would 

be tasked with redefining gender and sexuality on its own terms. In a 1981 article “The Magic 

That Can Set You Free,” however, Frith insisted that rock did share commonalities with the punk 

ethos. This description of early rock ‘n’ roll made clear why punks were so desperate to return to 

the “real” music that supposedly reigned before commercialization. McRobbie and Frith 

described early rock ‘n’ roll as a uniquely working-class phenomenon inspired by pleasure rather 

than professional fulfillment. Early rock ‘n’ roll created a community, but this experience lost its 

authenticity once it became commodified and commercial in the 1960s.7 As what became known 

as rock relocated from working-class dancehalls to sold-out stadium shows, the music lost its 

communal and authentic effects, and punks earnestly looked to revive what was lost.  

  While subculture members and music fans were often described in communal terms, the 

individual experience was crucial to understanding the broader subculture, its ideology, and its 

practices. Laraine Leblanc’s Pretty in Punk: Girls’ Gender Resistance in a Boys’ Subculture, 

showcased the experiences of average punk women, based on Leblanc’s interactions with young 

women active in the American scene in the 1990s. While Leblanc’s book was far from 

exhaustive, it did address the punk gender paradox, which she characterized as “a subculture that 

portrays itself as being egalitarian, and even feminist, but is far from being either.”8 The 

subculture gave young women the mechanisms to rebel against feminine constraints, Leblanc 

indicated, while simultaneously placing “the same pressure on us as girls as did the mainstream 

culture we strove to oppose.”9 This study followed Leblanc’s attention to the impact of the punk 

ethos and subculture specifically on women, rather than solely focusing on issues posed to punk 

                                                
7 McRobbie and Frith, “Rock and Sexuality,” in Feminism and Youth Culture. 
8 Leblanc, Pretty in Punk, 6. 
9 Leblanc, Pretty in Punk, 6. 



women as members of the broader society. Through the use of memoirs, music, and interviews, 

this project incorporated the voices of women while reflecting upon their placement in a scene 

often plagued by misogyny, racism, and homophobia. These issues were imbedded into the 

scene, requiring an analysis of the movement’s early efforts to discover and define itself. 

Early Punk History 

 While specific local and national factors undoubtedly shaped the experiences of punks, 

most regional subcultures traced their ideology to—and grew out of—early developments in 

New York and London. As Debbie Harry of Blondie described it, New York punk was born out 

of various influences: “We felt that we were bohemians and performance artists, avant-garde. 

And when you add the mix this very New York DIY street-rock attitude that we had, you got 

punk.”10 Experimentation, combined with the do-it-yourself nature of punk, opened the scene up 

to women in the 1970s. While the scene remained heavily male, women began to move beyond 

their traditional status as solely sexual objects in popular music and experimented with additional 

roles as musicians, often utilizing the genre to experiment with their gender presentation through 

personal style and performance.11 Beginning with performers like Patti Smith and Debbie Harry 

in the New York City scene and spreading to female performers in the UK, women used fashion 

and performance to parody female sexuality, choosing their presentation of “female” along a 

continuum of hypersexual to completely desexualized and often combining the beautiful with the 

grotesque.12 Harry described how her style mutated as punk found its roots. 

Rock, like I said, was a very masculine business in the mid-seventies. Patti dressed more 

masculine. Though deep down I guess we came from a similar place, my approach was 

different. … To be an artistic, assertive woman in girl drag, not boy drag, was then an act 

of transgression. I was playing up the idea of being a very feminine woman while 

fronting a male rock band in a highly macho game. I was saying things in the songs that 

                                                
10 Debbie Harry, Face It (New York: Dey Street Books, 2019), 107. 
11 Leblanc, Pretty in Punk, 36.  
12 Leblanc, Pretty in Punk, 45-46.  



female singers didn’t really say back then. I wasn’t submissive or begging him to come 

back, I was kicking his ass, kicking him out, kicking my own ass too. My Blondie 

character was an inflatable doll but with a dark, provocative, aggressive side.13 

 

Many punks used fashion and appearance as a way to subvert societal norms, but women utilized 

sexually provocative clothing in an attempt to challenge female objectification by taking 

aggressive ownership of their appearance.14 As Harry indicated, this could be done by taking on 

appearances she referred to as “girl drag” or “boy drag”—in Harry’s case, becoming excessively 

feminine visually while exhibiting aggressive behavior defined by its opposition to men. 

Through gender presentations employing both parody and paradox, women could explore their 

sexuality and their place as a woman within a male-dominated atmosphere.15 But 

experimentation with gender and sexuality was not exclusively reserved for women, and many 

punk men used gender as a focus for social rebellion.  

Early New York punk was characterized by its engagement with the outrageous and the 

artistic. No band epitomized this more than the New York Dolls. David Johansen, a member of 

the Dolls, reflected on the utter lack of planning involved in the aesthetic formation of the 

Dolls—which drew from their ecological motivation to reuse clothing and their label as “glitter 

rock” growing from their fans wearing glitter on their hair and faces to the show.16 The New 

York Dolls were some of the first to begin experimenting with gender in their performances. 

Taking the stage in drag while identifying as straight men, they put forth questions about gender 

roles and sexuality.17 But what truly carried the Dolls into their status as cultural icons came from 

                                                
13 Debbie Harry, Face It, 105. 
14 Jude Davies, “The Future of ‘No Future’: Punk Rock and Postmodern Theory,” Journal of Popular Culture 29, 

no. 4 (1996): 23.  
15 Leblanc, Pretty in Punk, 46. 
16 Legs McNeil and Gillian McCain, Please Kill Me: The Uncensored Oral History of New York Punk (New York: 

Penguin Group, 1997), 116. 
17 Gerfried Ambrosch, “American Punk: The Relations between Punk Rock, Hardcore, and  

American Culture,” American Studies 60, no. 2/3 (2015): 220. 



what they represented in terms of sound. Photographer Lee Black Childers noted that after seeing 

the Dolls, “all thoughts of sexuality, makeup, women’s blouses—everything else went right out 

the window the minute I heard them.” Nonetheless, neither The Dolls’ aesthetic nor their 

technical proficiency explained the true crux of their appeal: their attitude. Jerry Nolan described 

their ability to bring back the spirit of the fifties—the supposed heyday of rock ‘n’ roll—through 

their untamed performances.18 Ultimately, it was this spirit that inspired punks looking to play 

music without rules.  

Eventually, punk would become an international phenomenon as it stormed into the UK. 

There, bands found quick popularity and created a more defined subculture. Much of the 

transfusion was thanks to Malcolm McLaren, who transferred the shocking style and rebellion he 

had encountered in New York to the cult clothing store Sex, run with designer Vivienne 

Westwood, and the Sex Pistols, a band initially assembled to market the store. While punk had 

become an established music style in NYC, it became a subculture in the UK with dress, music, 

and behavior structured to upend the status quo.19 As the London scene developed, it gave rise to 

female punk icons like Siouxsie Sioux and Poly Styrene of X-Ray Spex, in addition to all-female 

bands like the Raincoats and the Slits. However, both punk and the women within it were still 

misunderstood by the general public. As Viv Albertine of the Slits noted, 

Most of the audience have never seen girls play music before, let alone with the fuck-off 

attitude we’ve got. Lots of people come just to have a look at us and cause trouble. They 

think ‘punk’ is just an excuse to let their frustrations out in a violent, non-creative way.20 

 

Punk’s illegibility to the public had negative effects on the subculture, many times resulting in 

harassment from the public or an inability to find spaces to perform. But it was the punks 

                                                
18 McNeil and McCain, Please Kill Me, 118.!
19 Leblanc, Pretty in Punk, 36-37. 
20 Viv Albertine, Clothes, Clothes, Clothes. Music, Music, Music. Boys, Boys, Boys (New York: St. Martin’s Press, 

2014), 177. 



themselves who often created the most trouble. In internal attempts to define themselves, the 

acceptability of non-white people and non-normative gender and sexuality was debated for its 

place among the punks themselves and in their art. For a subculture that defined itself, in part, 

through its openness,  punks within the scene still attempted to create rules to determine how 

punk should look and behave.  

As punk struggled to define itself through the 1970s, the subculture began to question its 

true meaning, often leading to scrutiny for those minoritized within the punk subculture and 

often already marginalized in the larger society. As the subculture solidified, the fluidity and 

ambiguity that characterized early punk began to diminish, and by the 1980s, punk took on a 

much more static, masculine character.21 Additionally, punk’s increasing popularity resulted in a 

far more commercial endeavors for many bands, and the music and fashion industry began to co-

opt and capitalize on the scene’s cultural merit.22 Female performers who had gained access to 

performance through punk faced marginalization by music executives who were unsure about 

how to market a female band.23 Beyond this, women were commonly demeaned in songs and 

viewed as unimportant to the scene, with many punk men disinterested in addressing the sexism 

endemic to punk.24 Sexism was present from the very beginning of punk, but by the 1980s, open 

experimentation with sexuality and gender was far less accepted. As the subculture reeled from 

attacks in the form of record labels or social ostracization (which occasionally resulted in 

violence), local scenes often responded with attempts to close their ranks—often excluding 

people in the process.  

                                                
21 Leblanc, Pretty in Punk, 53.!
22 Leblanc, Pretty in Punk, 48. 
23 Lucy O’Brien, “The Woman Punk Made Me,” in Punk Rock: So What?, ed. Roger Sabin (London: Routledge, 

1999).  
24 O’Brien, “The Woman Punk Made Me.” 



The punk attitude toward sexuality followed a similar trajectory to that of gender. Before 

the emergence of movements like queer-edge and queercore (derivatives of straight-edge and 

hardcore), a nebulous queer presence existed in punk and, later, hardcore. From the very 

beginning, queer performers found a space within punk. As Alice Bag explained, gay people in 

the late 1970s were put in the category of “other,” along with groups like Latinos and women, 

and it was punk rock that brought together many of these people that “were floating around in a 

vacuum, awaiting the spark that would ignite the next Big Bang.”25 Unsurprisingly, though, some 

punks soon sought to define the subculture’s normative sexual identity, as they had with gender. 

Gerfried Ambrosch identified the common criticism of later movements like hardcore and 

straight-edge which became known for the intense sexism and homophobia of some of its 

members.26 The dynamic also changed for women’s sexuality. The dwindling number of women 

still associating themselves with hardcore found themselves the topic of heavy criticism among 

hardcore boys. Lyrics vilified women for their sexual status. Songs such as “L.A. Girl” and 

“Creatures” by the Adolescents “managed to portray girls as simultaneously sluts and prudes.”27 

Hardcore created a dynamic in which girls were seen as “objects of lust, rage, and 

competition.”28 The scene became increasingly unfriendly to women and prone to male 

homosociality, all while remaining incredibly homophobic. Meanwhile, post-punk bands were 

still dealing with the challenges of a British punk scene in which women were discarded within 

                                                
25 Alice Bag, “Work that Hoe: Tilling the Soil of Punk Feminism,” Punk Anteriors: Genealogy, Theory, 

Performance 22, no. 2-3 (2012): 235-236.  
26 Ambrosch, “American Punk,” 227.  
27 Dewar MacLeod, Kids of the Black Hole: Punk Rock in Postsuburban California (Norman: University of 

Oklahoma Press, 2010): 133 
28 Dewar MacLeod, Kids of the Black Hole, 133. 



the scene through continual sexist lyrics and behavior, written off as part of punk’s “provocative 

ambiguity.”29   

Punk’s paradoxical relationship with gender and sexuality paralleled the subculture’s 

views on race. As a subculture that claimed to be tolerant and inclusive, punk’s racial and gender 

homogeneity undermined the credibility of its anti-discrimination rhetoric. Racism and sexism 

were both cited as contributing factors to the supposed downfall of punk by the mid-1980s,30 

making both necessary areas of study for understanding punk in the 1980s. A myth of universal 

anti-racism from the beginning of the movement has persisted due to the involvement of various 

members of the subculture with anti-racism activism, as well as the incorporation of reggae 

music by many bands.31 At the same time, punk’s engagement with a variety of political issues 

and early interest in fascism as the ultimate form of subversion stoked the far right’s interest in 

the movement.32 The aggressive sound of U.S. hardcore was attractive to hardcore skinheads, 

who shared punk’s disapproval of the state, the rich, and the counterculture movement; the U.K. 

scene’s emphasis on creating a space for a distinctly white, working-class rebellion similarly 

attracted far-right fans.33 But within this predominantly white scene marked by racist imagery 

and allies, non-white performers still participated; one of the most recognized hardcore bands of 

the 1980s, Bad Brains, was composed of African American members from Washington, D.C. 

However, punk primarily remained an arena for disgruntled white youth to rebel—making race, 

like gender, a very visible issue as it was constantly reevaluated and contested.   

                                                
29 Lucy O’Brien, “The Woman Punk Made Me,” 195. !
30 Johnathan Kyle Williams, “‘Rock Against Reagan’: The Punk Movement, Cultural Hegemony, and Reaganism in 

the Eighties (MA thesis, University of Northern Iowa, 2016), 15. 
31 Gerfried Ambrosch, “‘Guilty of Being White,’” Journal of Popular Culture 51, no. 4 (2018): 904. 
32 Matthew Worley, “Shot by Both Sides: Punk, Politics, and the End of Consensus,” Contemporary British History 

226, no. 3 (2012): 342. 
33 Ambrosch, “‘Guilty of Being White,’” 903. 



Eventually, continued discrimination led to a feminist rebellion from within punk in the 

1990s. In what became known as “The Riot Grrrl Manifesto,” Kathleen Hanna, lead singer of 

Bikini Kill, attacked the sexism endemic to the punk scene and society as a whole, stating, 

BECAUSE we want and need to encourage and be encouraged in the face of all our own 

insecurities, in the face of beergutboyrock that tells us we can't play our instruments, in 

the face of "authorities" who say our bands/zines/etc are the worst in the US and  

BECAUSE we don't wanna assimilate to someone else's (boy) standards of what is or 

isn't. 

BECAUSE we are unwilling to falter under claims that we are reactionary "reverse 

sexists" AND NOT THE TRUEPUNKROCKSOULCRUSADERS THAT WE KNOW 

we really are.34 

 

Hanna’s words reflected the disconnect that existed by the 1990s between the punk ethos of 

acceptance and continued sexism, as well as a rise in hypermasculinity among hardcore factions 

during the 1980s. Riot Grrrl sought to reclaim the far more masculine, sexist scene, 

acknowledging the marginalization of women that had been key to punk’s initial formation in 

opposition to the 1970s masculine rock culture.35 To truly understand punk, its seemingly 

uncharacteristic embrace of sexism must be investigated to reveal not only the experiences of 

those within the 1980s punk scenes but to more fully understand the feminist rebellion of the 

1990s.  

Los Angeles Hardcore 

From December 1979 to May 1980, Penelope Spheeris shot the Los Angeles punk 

community for what would become the documentary film The Decline of Western Civilization. 

While the title implied the film would showcase destruction, it actually spotlighted punk’s 

transition into the 1980s and the issues the subculture would have to contend with. Los Angeles, 

in particular, provided an excellent stage on which to study the evolution of American punk. 

                                                
34 Kathleen Hanna, “RIOT GRRRL MANIFESTO,” Bikini Kill #2, 1991.  
35 Kevin Dunn and May Summer Farnsworth, “‘We Are the Revolution’: Riot Grrrl Press, Girl Empowerment, and 

DIY Self-Publishing,” Women’s Studies 41 (2012): 139.!!



With its increasingly physically violent, obscene, and aggressive performances, LA punk 

manufactured what became to be known as hardcore. As the subculture solidified, it became 

increasingly exclusionary, most notably through an increase in overt sexism and violence that 

made women feel unwelcome or unsafe at shows. However, these same performers targeted 

issues related to race, gender, and sexuality, forming a subculture that was decidedly white, 

male, straight, and most importantly angry—although participants in the early punk movement 

often fell outside of these categories. Los Angeles, and even more so its surrounding suburbs, 

began to create boundaries for what was accepted in hardcore, but many punks then and in the 

future would remain outside of these norms of gender, sexuality, and race.  

While New York and London would become home to the largest number of punks during 

the late 1970s, scenes began to emerge all over the world. On the American west coast, punk 

took root in LA and San Francisco. In both San Francisco and LA, women briefly held the center 

of the movement, with punk femininity and arguments for the equality of the sexes frequently 

expressed as part of the punk rebellion against society.36 Contrary to the exclusionary nature of 

the hardcore scene that would come to be associated with LA, early California punk was 

incredibly open and diverse. Early L.A. punk Alice Bag stated that in the early days,  

There was no white, male hierarchy in the early scene and punk had not yet become 

associated with angry white boys. …punk was a time and place where gender roles were 

discarded, where women were free to do as they pleased because no one had time to 

worry about what they should or should not be doing.37 

 

As a bisexual Chicana woman, Bag’s ability to participate in the early punk movement reflected 

the movement’s diversity and supported Bag’s assessment that punks were “united only in the 

sense of having been identified as ‘outcasts,’ either by society or by themselves.”38 Bag and 

                                                
36 Leblanc, Pretty in Punk, 50. 
37 Bag, “Work that Hoe,” 236-237. 
38 Bag, “Work that Hoe,” 236.!



others certainly found acceptance and a form of artistry within which to express themselves. 

However, the emergence of hardcore and its associated sexism, racism, and homophobia 

presented questions about the true nature of acceptance and expression in LA punk in particular.  

Depending on the person asked or even the scholars consulted, LA punk looks radically 

different. For the case of simplicity and inclusion, this project will consider three primary sub-

scenes: East LA, Hollywood, and the suburbs. In East LA, the scene was highly reflective of the 

city’s ethnic diversity. Jimmy Alvarado presented a criticism of the dismissal of East LA punk as 

no more than “an anomalous ethnic curio,” in contrast to the Hollywood and Orange County (or 

suburban) scenes.39 Similarly, Alvarado criticized the narrative that East LA punk only existed 

due to the creation of the Vex, a venue in East Los Angeles.40 However, the Vex did play the 

important role of bridging East LA and Hollywood—albeit with mixed results. At the Vex, East 

LA punks were able to interact with the punks from Hollywood—the somewhat more 

professionalized and established scene that was often considered the hub of early LA punk. 

However, even with the differences between East LA and Hollywood, both would be eclipsed by 

the suburban scene.  

“A New Girl Band”: Women Entering the Scene in LA 

 Entering into the 1980s, punks from both East LA and Hollywood, who often interacted 

in the same spaces and exchanged performers and fans, would be overtaken by the harder, faster, 

and more aggressive sounds and personas of the suburbs. However, these punks laid an 

important foundation for the presence of punk in the area, and many of the performers’ 

experimentations contributed to the hardcore scene. Many of the social issues that would come to 

                                                
39 Jimmy Alvarado, “Backyard Brats and Eastside Punks: A History of East LA’s Punk Scene,” Aztlán: A Journal of 

Chicano Studies 37, no. 2 (2012): 157. 
40 Alvarado, “Backyard Brats and Eastside Punks,” 158.!!



define hardcore and ultimately made the scene feel hostile to women, people of color, and queer 

people began in the original LA scene. Interpretations of the role race, gender, and sexuality in 

forming the identity of the punk subculture and the art it created and were debated as the 

subculture grew from a few punks living and creating in the Canterbury Apartments to a more 

defined music subculture that attracted the kids from the suburbs. Women, notably, were often at 

the forefront of the LA scene, and their contributions and attitudes must be understood to track 

the later period of punk in which women were often overpowered by sexism and 

hypermasculinity.  

 In the early LA scene, female punks on stage or in the crowd were not an uncommon 

sight. However, this inclusion of women in the scene did not erase underlying issues of sexism 

and prejudice, although experiences of such prejudice varied among punks. Many women 

involved in the early LA scene attested to experiences free of gendered constraints where women 

experienced far more freedom due to the general punk rejection of the old status quo.41 

Undeniably, women took advantage of this freedom and began to take on roles previously 

reserved from men. Women like Exene Cervenka of X, Alice and Pat Bag of the Bags, Dianne 

Chai of the Alley Cats, Lorna Doom of the Germs, and the androgynous performer Phranc of 

Nervous Gender all found their place on punk stages. Many male performers were certainly 

happy to share the stage. As Craig Lee of the Bags noted in an interview with Slash (an early 

fanzine that became the leading punk music magazine of the LA area) in August 1978: 

…sometimes there was this weird subliminal sexism when you have two women in the 

band. Terry and me and Rob are like totally not into that at all. You know, we don’t see 

them as girls, we just see them as other musicians. It’s amazing, like I get a lot of macho 

feedback, like guys saying to me, “Oh, how can you play in a band with girls?” and I say, 

“They’re not girls, they’re musicians, they’re people.” I don’t see them as objects.42  

 

                                                
41 Bag, “Work that Hoe,” 237-238. 
42 Craig Lee, “Bags Interview,” Slash, August 1978, 12.!!



While Lee’s words reflected an acceptance of women within punk, a certain discomfort with 

feminine presence and a popular understanding of the existence of sexism in the punk 

community was apparent. Lee’s later remarks confirmed the punk discomfort with the feminine: 

“It’s the old tradition. For a girl to be up there and play solid rock and roll, she has to assume a 

masculine identity. It’s almost like they’re being forced into being gay sometimes.”43 Here, Lee 

connected the masculine to an authentic rock performance. An element of the true “masculine” 

performance was an attraction to women (and therefore an identification with the male rather 

than attraction to it). The performance of rock was therefore tied to not only a performance of 

masculinity but to a form of masculinity that was heavily rooted in the male rock star’s 

heterosexuality. As LA punk developed, its issues with the feminine continued. Sexism did not 

appear as hardcore began to develop; rather, the issue had always affected underground music.  

While LA punk appeared to be worlds away from the early rock culture, early LA punk 

followed the sexist structure often criticized by music historians. Simon Reynolds and Joy Press 

recognized the role of punk in allowing women to escape their prescribed roles; however, they 

still traced punk to its roots, from which “the masculinism of ‘60s rock were bound to 

resurface.”44 This was certainly observable in the alternative music press. Descriptions of Dianne 

Chai of the Alley Cats as “a little girl and a bondage mistress,”45 Exene Cervenka of X with “her 

‘mean trash’ look, her oblivious shaking and gyrating,”46 and Alice Bag’s performance as “the 

dark, raunchy and romantic girl doing loud queer things with her voice,”47 reflected the 

multiplicity and non-normative nature of female punk performance. However, in other editions 

                                                
43 Craig Lee, “Bags Interview,” Slash, August 1978, 12. 
44 Simon Reynolds and Joy Press, The Sex Revolts: Gender, Rebellion, and Rock ‘n’ Roll (Cambridge: Harvard 

University Press, 1995): 33. 
45 “Lobotomy Night the Whisky: The Flesh Easters, X, and the Alley Cats,” Slash, May 1978, 23. 
46 “Lobotomy Night,” Slash, May 1978, 23. 
47 “The Bags, The Spastics, The Eyes at the Masque, Saturday, Sept. 10,” Slash, October 1977, 22. 



of Slash magazine, it became clear that women were not considered in the same way as men. In a 

review of the Controllers’ performance, a male critic discussed the band’s female drummer, 

Charlie Crash, thusly: “…there’s a girl that dresses like a valley go-go dancer on her day off and 

who does mean things to her drums, but her legs kept distracting me.”48 Helen Reddington noted 

that the music press treated women in this manner as a form of gatekeeping in which “sexual 

availability is an implicit concern in the promotion of female artists.”49 While punk women were 

able to question previous rock assumptions and limitations on women, restrictions remained, 

some of which were a direct result of punk women’s actions.  

The early LA scene, among its other contributions, also saw the beginning of hyper-

masculinity and a compulsive, often violent heterosexuality that was identified with the hardcore 

movement. In “Johnny Hit and Run Paulene,” John Doe and Exene Cervenka described the rape 

of a woman who was ultimately seduced by the man committing the assault, particularly in the 

second and third verses: 

LA bus doors open 

Kicking both doors open 

When it rested on 6th street 

That's when he drug a girl inside 

He was spreading her legs and didn't understand dying 

She was still awake 

 

Johnny hit and run Paulene 

 

When he was waking up 

Beside the bed 

He found clumps of hair 

The last Paulene wouldn't cooperate 

She wasn't what you'd call living really 

But she was still awake50 
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While Cervenka was credited with the line “Johnny Hit and Run Paulene,” Doe constructed the 

rest of the song, which he described as “basically a fantasy, a wish.” Doe indicated that the 

inclusion of the line “she was still awake” was meant to describe a rape that became alluring to 

the woman, a circumstance which Doe described as “every man’s, like, dream, to be so potent.”51 

Given punk’s rejection of the status quo and regular adoption of the profane to rebel, sexist and 

violent lyrics may have not been enough to steer female punks away—especially when the lyrics 

were being sung by a powerful frontwoman. However, as the scene shifted to hardcore, women 

were no longer welcome in the crowd. 

 Becoming punk required acceptance of a kind of fun that an outsider might perceive as 

disturbing and harmful. Nowhere was this more apparent than in the live shows themselves. 

Penelope Spheeris’s Decline of Western Civilization showed a young, predominantly male 

audience pushing and shoving in tempo with the fast and aggressive music, only pausing when 

the music stopped, and often taking that time to interact with the performers on stage, including 

spitting and yelling homophobic slurs like during Fear’s set towards the end of the film.52 These 

scenes were seen as a bonding activity between punk performers and audiences, one in which the 

musicians and spectators “‘performed’ in a ceremony of complete sexual and physical 

surrender.”53 A complete abandon of social norms from performers was almost expected. In an 

infamous show by The Germs, intoxicated singer Darby Crash (at this time known as Bobby 

Pyn) had licorice and peanut butter smeared on him.54 Even at the more relaxed shows, crowds 
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were often full of youths pogoing, a dance which involved jumping up and down amongst the 

crowd. These behaviors were often concerning to outsiders; however, it was the evolution of 

slamdancing, a dance performed by the audience that encouraged members to collide with one 

another, which completely transformed the nature of audience participation, limiting the numbers 

of individuals who could feel safe engaging in those actions. 

 LA punks always took on the risk of a bloody nose or a split lip for their participation in 

shows, but these injuries were an accidental result of the frenzy punk kicked up. Slamdancing, 

however, brought a violent and distinctly masculinist characteristic to the scene moving into the 

‘80s. Al Flipside described the emergence of this style of dancing, and its accompanying 

violence, at the time when The Decline of Western Civilization was being filmed. 

This was around the time when people heard about slamdancing and it was getting really 

rough and I don’t think a lot of the original Hollywood arty people appreciated that. If 

you had long hair and went to The Fleetwood [punk venue], you pretty much got beat 

down. There were gangs beating people, every song. It got nasty for a while. It changed a 

lot of people’s attitude about Hardcore.55 

 

Whether attacked for perceived femininity, alliance with the hippies of the past, or another 

reason altogether, attacking people based on appearance alone, as described in this quote, 

indicated the abandonment of punk’s original spirit of acceptance. As Jello Biafra of the Dead 

Kennedys indicated, the increased violence attracted destructive male participants. “[S]ome of 

the people that came into the scene were violent jocks pure and simple,” Biafra explained, “and 

they brought a real intolerant macho element to the scene.”56 Women noted the violence and 

masculinity of slamdancing, which drove women away. Cynthia Connelly commented on the rise 

of moshing, saying “I hated going to shows when it became so violent and insane. … Most 
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women I know bailed.”57 Beyond the fact that women were physically barred from participation, 

the attitude towards women among hardcore punkers completely jettisoned the early egalitarian 

stance. Laura Albert of the New York hardcore scene described the view of women in hardcore 

thusly: 

The role of women in the scene was as the sexual outlet or something that hung on the 

arm and stood on the side. Women weren’t welcome in the mosh pit; girls who did 

mosh—that was some weird tomboy thing. You weren’t welcome in bands. … The only 

thing you could really offer was sex.58 

 

 

“Is Gay Punk?”: Defining Punk Sexuality 

 Much like women, LGBTQ+ punks existed from the very beginning and played an 

integral role in constructing and perpetuating the scene. Gender and non-normative sexuality 

were at the core of creating and being punk.59 However, what it meant to be queer and punk 

within the LA scene was contested. Understanding the place of queer in punk was especially 

complicated but important; as Colin Gunckel noted in his piece on queerness and punk in LA,  

“there may be no consistent agreement within early LA punk about the place of sexuality, but it 

is undeniable that conceptions of sexuality, gender, and queerness were central to contested 

efforts to define punk.”60 What was clear, though, was the participation of LGBTQ+ people in 

the Los Angeles punk scene. From Alice Bag and Craig Lee of the Bags to multiple members of 

Nervous Gender, including the androgynous performances of lesbian artist Phranc, multiple 

queer punks helped to establish how gender and sexuality would be performed and received 

within the subculture. However, queer experiences, much like those of women, varied among 
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individuals and across the broader subculture. As the subculture developed, it continued to 

negotiate matters related to gender, sexuality, and race. In the case of sexuality, this often meant 

questioning whether queer punks had a place in the subculture.  

At the conception of the scene, few queer punks faced discrimination, as sexuality was 

often considered a non-issue. Defining punks by sexuality was even seen as taboo. According to 

Kid Congo Powers (Brian Tristan) of Gun Club and the Cramps, sexuality, like gender, race, and 

other labels were avoided so there would be no “politicizing of anyone’s roles”—at least within 

the punk scene.61 Kid Congo Powers later recalled that “we knew who was fucking whom, but 

there was never discussion—besides occasional gossip—about it.” 62 However, in a 2016 

Huffington Post op-ed, Powers saw queer and punk identities as intertwined among gay punks: 

“We were the Blank Generation that wanted to scare the hell out of you and shake up the status 

quo. For the gay kids, that included the homosexual status quo.”63 Powers described a 

paradoxical queer punk experience in which identities informed personal politics and connected 

to the punk identity while the broader subculture sought to avoid markers of difference between 

its members. Mark Fenster described a punk “reaction against bourgeois notions of sexuality and 

a much stronger articulation of punk and hardcore to a male-oriented heterosexuality,”64 but for 

the punks of LA, this reaction had no defined boundaries. The relationship between punk and 

gay identities would only become more complex and tenuous as LA was overwhelmed by the 

influence of the So Cal hardcore punks, many of whom engaged in intense homophobia. 
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The transition into hardcore served to solidify not only gender boundaries but also those 

concerned with sex and sexuality. LGBTQ+ people had always participated in the LA scene, but 

that scene remained fraught with homophobia. Many queer punks did not live openly and 

struggled with the perceived lack of acceptance within the punk community. The experience of 

Darby Crash, lead singer of the Germs and LA punk icon who died by suicide in 1980, 

demonstrated the issue of homophobia in the punk community. Peter Robert Brown claimed that 

Crash felt he was “trapped” by a music scene that would never accept his sexuality. These fears 

grew as the hardcore movement he helped spawn became increasingly homophobic—despite the 

scene’s male homosociality and homoerotic slamdancing.65 This condition was not unique to 

Crash and only intensified and affected more punks as hardcore expanded. Gary Floyd of the 

Dicks—formed in Austin, Texas, in 1980—was one of the few hardcore groups with openly gay 

frontmen. Floyd believed there were “tons of closet cases” and found sex between men very 

common in the hardcore scene.66 Queer punks were not the only people forced to negotiate their 

identity as a punk with their sexual experiences. While the scene had previously sought equality 

between the sexes, which often included sexual freedom for women as well as the acceptance of 

their musical contributions, hardcore began to stigmatize female sexual partners as well. 

Meredith Orsborne described the transition she experienced in LA: 

The Hardcore scene was very adolescent, and teen boys are scared of women. In the Punk 

days, you could fuck whomever and it didn’t matter, but in Hardcore that Madonna-

whore complex was much stronger. Hardcore guys would vilify girls they fucked.67 

 

This resurgence of homophobia and sexism did not go unnoticed by many LA punks; however, 

hardcore soon became far too popular to yield to dissenters. 
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Defining punk often relied on using the definitions of both the mainstream and other 

subcultures. Oftentimes this was accomplished by articulating differences, and homophobic slurs 

applied to other locales or practices other than one’s own were crucial to defining best practice in 

their scene.68 In an interview with Slash, the Angry Samoans used sexuality to assert their 

definition of valid punk music. 

SLASH: Also, you guys seem to have an elitism about your relationship to your new 

wave brothers so to speak[;]you snarl at them a lot more than they snarl at each other. 

MIKE: They’re all a bunch of recycled glitter queers[;]the Love Butchers are the only 

cool ones I’ve met. The only band better than us right now is Black Flag, Fear[;]we’re 

certainly better than X. 

GREGG: So many of them are down deep diametrically opposed to what new wave in 

principle is supposed to be. Two years ago at this party Darby Crash… 

MIKE: Yeah they’re watching the Midnight Special at the Germs’ slut bass player’s 

house, David Bowie comes on and he’s dressed like a fucking glitter faggot, all these 

insults come out of our corner of the room, “Turn off the homo!” They finally kicked us 

out[;]meanwhile Darby just goes on watching the faggot.69   

 

Gunckel argued that the prevalence of these distinctions based on gender and sexuality, like 

those created by the Angry Samoans, exhibited how intertwined these concepts were to 

understanding punk as well as music and the mainstream popular culture as a whole.70 This also 

means that practicing homophobia and sexism were crucial to the process of defining punk. This 

exchange between the Angry Samoans and Darby Crash of the Germs exhibited the internal 

conflict of defining punk and how sexuality and gender could be used to prove a certain band or 

performer’s definition of punk. Furthermore, the increased frequency of these slurs (observed in 

music as well as interviews with bands during the 1980s) as LA punk became far more of a 

suburban scene indicated that homophobia and sexism were popular and effective tools in 

creating boundaries within punk.  
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 Homosociality and homophobia went hand in hand in the hardcore scene, far more than 

in early LA punk. Both created what became a highly masculinized subculture that allowed for 

little deviation from the accepted idea of what it meant to be hardcore. Much of this more 

masculine environment was accomplished by intensifying the violence associated with being 

punk and attending punk shows—namely through slamdancing. Slamdancing became an almost 

exclusively male activity, and its strong presence at shows effectively precluded women’s entry 

into these spaces. While women were outnumbered and physically endangered at punk shows, 

many women still wanted to participate in hardcore. In a letter to Flipside (a punk and alternative 

music fanzine published out of Southern California) in 1983, writer Michelle Smith encouraged 

“All you girls out there who are afraid to dance go on the floor and show your might. Unify Non-

sexist Humans. Peace love and unity—not so bad are they?”71 But the violence, and the meaning 

behind it, remained predominantly male. Richard Lakes, in his studies of young metalhead men, 

summarized his impression of the purpose of slamdancing as an outlet for emotions in “socially 

approved settings.”72 Slamdancing was key to perpetuating a culture of rampant homophobia, an 

audience rife with closeted hardcore members, and the construction of this newly defined punk 

masculinity.  

 In a 1983 interview with Flipside, Derek O’Brien of the band Social Distortion 

questioned the practices of straight edge punks—hardcore members who avoided the drugs, 

alcohol, and casual sex often associated with punk—through homophobic slurs, in typical 

hardcore fashion: 

Like straight edge, they’re either hypocrites or fags. Ha ha—they claim they don’t do 
drugs or have sex or this or that, what do they do but slam and beat each other up. Is that 
how they get their rocks off?73 
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While O’Brien’s comments reflected a crude attempt to distance himself from the straight edge 

punks he felt practiced a strange form of hardcore, there were legitimate claims about the 

supposed haven that slamdancing may have provided for closeted gay hardcore men. Brown 

referred to “the obvious homoeroticism of slamdancing”74 in discussing Darby Crash as an 

example of the issues encountered by gay men in punk. José Esteban Muñoz took his analysis of 

the gay experience in hardcore slamdancing a step further. Focusing on the lyrics of “The Other 

Newest One” by the Germs, Muñoz noted that the song 

…conjures the electrifying and animating world of touching and breathing along with 

other boys in the mosh pit. The flaying, annihilative spectacle of a mosh pit was the 

gateway for many boys to touch other boys without having to wear a helmet and catch or 

throw balls in the air. It is through such moments of touching and being touched, heavy 

breathing with and alongside the other newest ones, as sweat mingles and hands linger, 

that we hear that whisper and know it is good, that a certain acting crazy together is 

possible.75  

 

Muñoz thus showed that the punk scene, despite its deeply homophobic overtones, remained full 

of male contact. And for deeply closeted gay men like Crash, punk may have provided an 

opportunity to explore and act upon certain sexual impulses.  

 

“Nazi Punks Fuck Off”: Race and Racism in LA Punk 

 Punks in scenes around the world were, at various points, associated with extremist and 

supremacist views. In their song “Nazi Punks Fuck Off,” the San Francisco band the Dead 

Kennedys addressed the presumed linkage between punk and far-right movements: 

 Punk ain’t no religious cult 
 Punk means thinking for yourself 
 You ain’t hardcore ‘cause you spike your hair 
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 When a jock still lives inside your head76 
 

While the punk ethos valued acceptance, the adoption of Nazi iconography and racist beliefs was 

still controversial. In a “Voices of the Readers” letter to Flipside, a punk named Katon Kicker 

responded to the Dead Kennedys anti-Nazi anthem: 

I just wanted to say FUCK YOU to Jello Biafra & Co. for their Nazi Punks-Fuck off 
bullshit. Mr. Biafra is obviously fucking stupid if he thinks that punks wear swastikas to 
support the Nazi party, they were…shocking people and believe me it fucking works.”77 
 

Those familiar with the adoption of swastikas in London punk at the end of the 1970s were 

familiar with this old defense—to shock the public rather than perpetuate racist ideology. But 

much like the often misinterpreted hypersexualized clothing of early female punks, who were 

often perceived as dressing in accordance with norms rather than subverting them,78 swastikas 

and other symbols were easily misinterpreted. Yet studies of Los Angeles punks have shown a 

scene comprising not just angry white boys—at least not at the outset. People of color, 

particularly multiple Latino artists (including women), were integral to the early LA scene, 

whether from East LA or elsewhere. While non-white performers were an accepted norm in 

Hollywood, punks in LA still created distinctions between white performers and people of 

color—a separation that was in contestation with supposed color-blind effect the scene seemed to 

aspire for.   

Unlike the modern portrayal of punk or even the California hardcore scene, early LA 

punk was not understood as inherently white. Margot Olavarria, a Latina and member of the Go-

Go’s, noted a lack of racism within the punk scene while acknowledging the presence of 

institutionalized racism in the US, noting that she “identified first as a punk rocker—that being 
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the source of discrimination I experienced.”79 Punks recognized their otherness, not in terms of 

race but through their status as punks. Perhaps this was a product of the “so-called colour-blind 

society,”80 of the 1980s that Robert A. Winkler addressed in his study on the racial politics of 

hardcore, but punk also created opportunities for race to be a secondary consideration for many 

of its non-white members. Alice Bag noted how the aesthetics of the scene allowed for this 

possibility: “I think one of the things that threw people off was that so many of us had punk 

names that didn’t overtly display our ethnicity so we were forcing people to view us primarily as 

punks.”81 Of course, the extent to which non-white members were accepted may have been a 

product of how much emphasis they placed on their ethnicity. As Jimmy Alvarado noted in his 

comparison of Los Illegals and the Stains, the latter found far more success with their music that 

notably made no mention of the band’s Chicano identity, unlike the work of Los Illegals.82 It was 

undeniable that punk contained a far more diverse crowd than did mainstream rock, but race 

remained a vector for discrimination and prejudice within the scene. 

 Certainly, the Los Angeles subculture was more diverse than other music genres, with 

women like Dianne Chai, an Asian frontwoman for the Alleycats, Mad Dog Carla, a black 

woman drumming for the Controllers, and many Latino, and specifically Chicano, bands and 

performers. Mad Dog Carla—and her juxtaposition with the band’s former white female 

drummer, Charlie Crash—provided insight into the relationship between race and gender in 

punk. Charlie Crash, while valued for her musicianship, was also sexualized in the musical press. 

When she left the band, her departure was lamented as the loss of “the sexy drummer.”83 While 
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Carla experienced objectification as well, her coverage was distinctly marked by her race. Before 

claiming that Carla “does not have to be cool, she’s hot,” a concert review addressed Carla 

“rolling her big white eyes like blacks are not supposed to do anymore if they’ve got dignity.”84 

However, it was the comparison of Carla to her white bandmates that was most telling: 

First you will see (and my god, hear!) the Controllers, two white boys who could be your  
sons and a black girl who could not be your daughter.85 
 

Perhaps this comment spoke to just Carla’s rebellious nature, but one cannot ignore the 

stigmatization of Carla in a scene that claimed to be accepting of all, as well as the author’s 

assumption that the audience of shows and the magazine review would be white.  

 Many descriptions of punk positioned the subculture as explicitly opposed to racism—

often in reference to punks involved in Rock Against Racism and many punk songs and slogans 

that were explicitly anti-racist. But the subculture’s relationship with race was far more 

complicated, particularly at the advent of hardcore. In the celebration of their role as outcasts of 

the dominant society, punks often embraced what the popular society rejected, including many 

non-white people and cultures. Rejecting the trappings or benefits of whiteness was an element 

of joining the LA punk scene, according to Daniel Traber, who described the punk impulse to 

reject the perquisites of whiteness in order “to critique the entire system upon which the United 

States was founded and truly functions.”86 The connection between whiteness and suburbia was 

clear to hardcore punks, as articulated by Al Schvitz (Alan Schultz) of the Austin-based band 

MDC: 
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…and the rebellion is fuck that plan, fuck trying to be white…new American car with a 
$10,000 plus salary, with a nice house, with life insurance, a family dentist, for a smooth 
ride to pick up your little dumpling at the elementary school, you know it’s like fuck it!87 
 

Traber suggested that this rejection of white privilege was never fully articulated by punks in the 

LA scene, but whiteness was reviled as part of the punk critique of suburbia.88 Unsurprisingly, 

the debate over white suburbanism–and its associated normative lifestyle—did not dissipate as 

the scene became increasingly based in the SoCal suburbs punks despised.  

 Punks continued to have a strained relationship with race as the scene expanded, 

exemplified in Black Flag’s “White Minority.” While both band members89 and scholars90 have 

spoken to the song’s status as a non-racist work, regardless, the lyrics of the song, albeit sung 

originally by Latino frontman Keith Morris seemed to express the talking points of white 

supremacy: 

We're gonna be a white minority 

We won't listen to the majority 

We're gonna feel inferiority 

We're gonna be white minority 

 

White pride 

You're an American 

I'm gonna hide 

Anywhere I can 

 

Gonna be a white minority 

We don't believe there's a possibility 

Well you just wait and see 

We're gonna be white minority 

 

White pride 

You're an American 

White pride 

Anywhere I can? 
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Gonna be a white minority 

There's gonna be large cavity 

Within my new territory 

We're all gonna die91 

 

With its emphasis on the assumed whiteness of Americans and the fear of persecution associated 

with becoming a minority population, the song, whether or not it was intended as an ironic piece 

of criticism, expressed points that associated the band and hardcore more generally with white 

supremacy. Members of the band, while admitting that they had created a song that could be 

used by racists as an anthem,92 still distanced themselves and hardcore from the skinhead 

movement. In many cases, Nazis or skinhead groups came into direct conflict with punks. Henry 

Rollins described a typical interaction in which skinheads would see punks as an easy target for 

violence. When punks began to fight back, the conflict between punks and skinheads ultimately 

became a “…thing that went on for years…a mix of testosterone, Reagan, ignorance, anger and 

youth.”93 As Rollins described, elements of the scene like “testosterone, Reagan, ignorance, 

anger and youth”—became far more important than establishing an explicitly open and inclusive 

scene. Race became a secondary consideration for hardcore punks far more concerned with 

rebellion and anger. 

 

Anglicizing Punk 

To those unfamiliar with the early New York scene, British punk, particularly punk, 

appeared as the first installation of punk from which all other scenes drew inspiration. While the 

scene was certainly influential and arguably established a more defined aesthetic and sound that 
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would come to be associated with the larger movement, British punk was created out of various 

sources, both inside and out of the country. Lauraine Leblanc argued that while punk was 

certainly a music scene in New York, it was punk’s transition to the UK that make it a true 

subculture—marked by visual presentations, music, and behaviors intended to oppose society at 

large.94 Much of this was thanks to Malcolm McLaren, who after visiting the NYC scene started 

the iconic Sex clothing store with designer Vivienne Westwood. While Westwood’s work began 

to establish the style of punk, McLaren manufactured the sound. This was primarily 

accomplished through his management of the Sex Pistols, whose style and sound drew almost 

directly from the NYC scene.95 Since McLaren was the supposed brainchild of the movement, 

accusations of sexism in his behavior and business strategies did not bode well for women 

involved in the subculture. When comparing McLaren’s treatment of male and female punks, an 

all-female band like the Slits, whom he was offered to manage, were never to be viewed as 

“agents, only as pawns.”96 There were also critiques of McLaren’s actions following the murder 

by the Sex Pistols’ Sid Vicious murdering of his girlfriend Nancy Spungen. McLaren, detractors 

have argued, “saw Spungen’s death as a springboard for launching Vicious as a global 

megastar.”97 Even following Vicious’s death, McLaren still relied on the exploitation of young 

women, epitomized in his relationship with band Bow Wow Wow, whose fourteen-year-old 

front-girl was reportedly pressured to pose nude for a publication.98 For bands like the Slits or 

Bow Wow Wow, what were the possible trajectories for artistic success if sexism prevailed? And 
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what did this mean for the many women who would continue to access punk both in and out of 

London following its early beginnings? 

An understanding of women’s place in the UK punk movement would be incomplete 

without noting how the movement, at its core, differed from the US movement. Both participants 

and observers understood UK punk as a revolt of the working class, resulting in a far more 

political reaction from UK punks than their American cousins. As postwar political and social 

cooperation among the British government and public began to fracture, punk was understood by 

Britons as a cultural response—one which both the left and right sought to utilize.99 While the 

left certainly had commonalities with the punk movement (namely, its working-class, anti-

racism, feminist, and anti-capitalist impulses),100 punk’s fury, identification with the working-

class, and rebellious nature similarly attracted right-wing groups looking for young, angry 

recruits.101 While particular bands adopted explicitly political beliefs, like the anarchism of Crass 

and the Poison Girls or the class politics of Oi! bands, other punks expressed nothing political 

beyond general discontent with society. Many political statements were often overshadowed by a 

desire to shock and rebel. As evidenced in a quote from a Slash interview with British band The 

Damned, politics were on the radar, but more salacious topics were just as important. 

S: Do you like Margaret Thatcher? 

D: Oh, she’s tasty! I’d like to stick my cock in her mouth…good blow-job she is…good 

head Margaret Thatcher!... 

S: Would you say England is going down the drain. 

D: It’s gone! Nearly finishing. Sinking fast. That’s why we are over here.102 

 

The band’s off-color, sexually explicit response to a simple political question showed that all 

punks were not articulating succinct ideological positions. What did remain constant among 
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punks was a core stance of rebellion and subversion. Yet, this ethos was regularly mutated by 

standards of sex, gender, and race, as well as by locality—leading to drastic variations in 

ideology among punk groups. 

Regardless of the political stances taken (or not taken) by many English punks—as well 

as popular histories that laud the movement’s accomplishments of gender equality—the situation 

for punk women on the ground was far more complicated. Both at the time and in histories of the 

scene, British bands led by men received the most accolades and commercial promotion.103 

Iconic acts like Siouxsie and the Banshees, as well as the all-girl band the Slits, lacked initial 

offers from record labels, and the Slits were the last leading London band to be signed by a 

major label.104 Beyond discrimination from the “outsiders” of the scene, women were subjugated 

by powers within the scene. Malcolm McLaren, in an interview with Slash, mentioned his 

struggles with managing punk bands, but notably, only the Slits were mentioned by name.105 

Later in the same interview, he described his initial interest in the all-female band, primarily his 

desire to create “some kind of movie that will show them as a silly rock ‘n’ roll band that is 

fucked to death and turned into a hit disco group.”106 In McLaren’s plans for managing the Slits, 

his biggest aspiration was to see the band portrayed as a “silly” group that was violently and 

sexually assaulted; this was a stark difference from his management of the Sex Pistols—which, 

while similarly exploitative, still positioned the band as an important part of the punk movement. 

McLaren’s comments made those of Viv Albertine, guitarist of the Slits, on her initial adoption 

of the punk look, more understandable in their gendered, violent description: 
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I’ve crossed the line from ‘sexy wild girl just fallen out of bed’ to unpredictable, 

dangerous, unstable girl.’ … Men look at me and they are confused, they don’t know 

whether they want to fuck me or kill me. This sartorial ensemble really messes with their 

heads. Good.107  

 

 “Are You Sure You Should Be Going Out?”: Leeds Prepares to Enter the ‘80s  

While American punks were busy developing and spreading hardcore in the early 1980s, 

English punks were similarly looking to innovate and expand. Like the US scene, English punks 

still dealt with the pressure of a changing social climate, particularly regarding the reorganization 

of women’s roles. Leeds, in particular, provided an interesting climate to investigate. Political 

conflict, police corruption, and the decline of industry affected the region, as did the acceptance 

of violence against women and the sexism embedded in the region’s working-class 

masculinity.108 Beyond the social, economic, and political issues of Leeds, the women of the 

Yorkshire area faced a pressing, material threat in the form of Peter Sutcliffe—a serial killer of 

women given the moniker of the Yorkshire Ripper due to his initial attacks on sex workers. 

Leeds was already resistant to feminist displays in punk or non-normative femininity in the 

public sphere, and a specter of distress was reinforced in the wake of these crimes.109 While 

reactions among women in the area varied, a common one was fear, particularly following the 

death of Jacqueline Hill, Sutcliffe’s final victim and a student at Leeds University. Laura, a 

student at the university during the murders described the fallout from the murder as such: “I 

think the way I would describe it is that felt like we were under siege. That was very difficult to 

go about a normal way of living.”110 Another woman described her resilience to the situation: 
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It certainly didn’t affect the way we dressed or anything ... still tarted-your-self-up and 

went out with your skirt up your arse… Flashing-it in heels and what-have-you, yeah. 

Still went to night-clubs, still went to pubs. Not stopping us doing what we wanted to do. 

Me mother, as me mother didn’t go out drinking much… ‘ooh be careful, are you sure 

you should be going out?’ ‘shut up mother, it’s never going to happen to me is it?’111  

 

The punks of Leeds, and particularly the women, took on an attitude similar to that of Jessica. In 

the face of serial crime and the other problems plaguing the declining industrial cities of the 

north, punks found a way to punch back.  

Helen Reddington described the city’s scene as “a loose community of musicians that 

included The Gang of Four, The Mekons, and The Delta 5 and who were connected by 

friendships and a common interest in music.”112 Reddington attributed this relationship to the 

work of The Gang of Four, the most successful of the bands to come out of Leeds.113 Crucial to 

understanding the bands coming out of Leeds was the environment from whence they came. 

Leeds, Ian Trowell argued, should be understood less like a city dealing with “ghosts of 

industrial past” and instead with a focus on the terror created by the crimes of Peter Sutcliffe. 

This created a city in which an “extreme cloak of psychological dread merged with more diffuse 

forces around racial tensions and a culture of violence.”114 The Gang of Four commented on this 

type of environment in an interview with the magazine Slash: 

SLASH: …as I was saying, your lyrics are more socially conscious than most rock 

songs, and… 

HUGO: There was something in the English press in England where Squeeze were 

interviewed, it’s really classic in a way, one of the band members had watched us play 

and listened to us, and he said “the things the Gang of Four sing about I don’t really want 

to know about.” It’s almost like an admission or his insecurity, about living in his own 

little world, girls, beer drinking, playing in a rock band, and nothing happens outside that 

life. 

                                                
111 Jessica, quoted in Wattis, “Exploring Gender and Fear Retrospectively,” 1081.!
112 Reddington, The Lost Women of Rock Music, 43. 
113 Reddington, The Lost Women of Rock Music, 43. 
114 Ian Trowell, “Hard Floors, Harsh Sounds and the Northern Anti-Festival: Futurama 1979-1983,” Popular Music 

History 10, no. 1 (2015): 70. 



JOHN: And taking a girl home, calling her a dog, treating her like shit, thinking that’s 

the way you ought to behave yourself.115 

 

Taking more radical political stances, particularly concerning women’s issues, became a pattern 

in the Gang of Four’s early work. The band’s insistence on addressing issues of gender and sex, 

especially in their 1979 album Entertainment, as well as later Leeds and northern bands’ takes on 

gender, were particularly interesting in light of the social surroundings of Leeds in the late 

1970s. 

While Leeds was somewhat dominated by the all-male band the Gang of Four, the scene 

remained one in which men and women were active participants. Kevin Lycett of the Mekons 

noted that “Women were as active as men, and nobody blinked an eye,” and despite the 

challenges women still faced in the music industry, the Leeds scene evolved to be more 

inclusive.116 The music of the Gang of Four certainly reflected an understanding of the dynamics 

between men and women within the broader society. In the song “Damaged Goods” the chorus 

reflected the social implication of the transactional nature of sex, asking for the singer’s partner 

to “refund the cost,” and stating that “you said you’re cheap but you’re too much,” and 

ultimately the suggested female partner became “damaged goods.”117 Taking on love and 

relationships was part of the broader feminist project many Leeds bands undertook, in part 

because of their surroundings. As Andy Gill recounted, 

Feminism then was undiluted, with some extreme ideas. You couldn’t be in Leeds at the 

time and not take a view on it. … To us, it wasn’t an option not to write about this, we 

had to have a position. That was the Gang of Four—talking about aspects of romance in a 
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matter-of-fact, bold, analytical way. It was refreshing, partly inspired by the debates 

going on around us.118  

 

In 1979, the Gang of Four also released the singles “At Home He’s a Tourist” and “It’s Her 

Factory,” both of which tackled gender norms placed upon women in British society, the home, 

and the wider patriarchal culture. “It’s Her Factory,” in particular, noted the attachment of 

women to the home, using the metaphors of addiction and explaining women’s work within the 

framework of more “masculine” factory work in to give housework legitimacy. The song spoke 

of “housewife heroines addicts to their homes” and a “paternalist journalist” who “gives them 

sympathy because they’re not men.”119 The song reflected the wider public recognition of a 

world in which gender roles were changing but recognized the limits still placed on women. In 

the songs that the Gang of Four wrote about the role of women in society, women’s existence 

was still based on a countering male force. The band acknowledged that women in Leeds during 

this time still understood their societal standing and personal identity based on the standards set 

by men. While still an all-male band, the Gang of Four, as the most successful band coming out 

of Leeds, contributed to the conversation in Leeds, and ultimately carried the Leeds feminist 

message beyond the college town as their popularity grew.   

The Gang of Four were the most commercially successful of a larger type of punk that 

was especially strong in Leeds—that of more political, art-school post-punk bands. Lucy 

O’Brien described “a more intellectual feminist element,” growing alongside political campaigns 

favored by punks, such as the Anti-Nazi League, Rock Against Racism, and Rock Against 

Sexism.120 Lucy O’Brien’s band, the Catholic Girls, formed after the group attended an abortion 
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rights march in 1978.121 Coming out of Leeds as well, the mixed-gender band Delta 5 

communicated their clear dissatisfaction with society in feminist terms. Their first two singles 

“Mind Your Own Business” (1979) and “You” (1980) took on harassment and poor treatment 

from men. “You” carried a somewhat more conventional message of the singer’s disappointment 

with her partner, but the band’s choice of specific problems to list illuminated standards by 

which women were meant to engage in their relationships. Complaints ranged from someone 

“who keeps me out when I want to go home,” and “who was seen with somebody else,” reflected 

a partner who was inconsiderate and unfaithful. While this song followed a long tradition of art 

recounting the issues of romantic relationships, the lyrics of “Mind Your Own Business,” 

indicated that the women of Delta 5 faced issues that went beyond interpersonal relationship 

troubles.  

 For female bands performing in Leeds at the time, high tensions between the leftist and 

right-wing groups, as well as national conversations on gender and sexuality, made personal 

identities highly political. Delta 5 faced harsh scrutiny and even violence from the “macho 

contingent of the punk audience” and white nationalist groups looking to harass a band active in 

Rock Against Racism.122 But what was possibly most compelling about Delta 5 was their 

adoption of the subversive love song, similar to that of the Gang of Four. Lucy O’Brien 

described their sound as follows: “Their voices combined with the discordant guitar…and in so 

doing distilled the sense of alienation felt by young women keep to break away from restrictive 

models of femininity.”123 This certainly came across in the band’s most popular song “Mind 
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Your Own Business,” in which a jarring chorus of female voices rejected the idea of niceties and 

asserts the singer’s independence. 

Can I have a taste of your ice cream? 

Can I lick the crumbs from your table? 

Can I interfere in your crisis? 

 

No, mind your own business 

No, mind your own business 

 

Can you hear those people behind me 

Looking at your feelings inside me? 

Listen to the distance between us 

 

Why don't you mind your own business? 

Why don't you mind your own business?124 

 

While many interpretations present the song as a reflection on gender relationships, evoked in 

the harsh female voices asserting “No, mind your own business,” the lyrics were written by a 

man, Simon Best, who was associated with the Leeds scene.125 Bethan Peters also noted that the 

songs could be interpreted in multiple ways. “It did apply to the boy/girl thing,” Peters explained, 

“but it could also be about anyone, which was quite nice.”126 Regardless of whom the song was 

directed towards, the song completely ignored traditional feminine standards of passivity and 

instead allowed the female singers to create their own rules. 

 

“Against the Racist Poison in Rock Music”: Punk in the Face of the National Front 

 In the late 1970s post-industrial northern England, race and racism touched all corners of 

public life and culture. Building from a long tradition of fascist movements preceding WWII, the 
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far-right came back with a vengeance in the late 1960s and 1970s as economic troubles and 

growing numbers of immigrants in Britain activated nationalist sentiment.127 Nationalists realized 

the potential in young recruits and formed the Young National Front in 1978, aimed at enlisting 

young people looking to get involved in radicalism. The group initially made young, male, 

working-class football fans a major target.128 The primarily white and male punks also provided 

an obvious pool of disaffected youth ready for radical changes. Not only this, but the adoption of 

Nazi symbols and phrases by punks out of the London scene seemed to suggest a possible 

affinity for racist and nationalist ideologies. That said, only a very small portion of the punk 

population became directly involved in far-right politics or subscribed to fascist and racist 

ideology, and many leftist groups also saw potential in the subculture for recruitment and 

mobilization.129 While histories of UK punk have overwhelmingly covered the movement’s 

participation in anti-racist activism, punk’s dealings with race were often far more complicated.  

 Page after page of punk history extolled the genre for its demonstrations against racism. 

In the British case, in particular, the scene’s anti-racist reputation came from an association 

between punk and reggae, a connection formed “at a deep structural level,”130 according to 

sociologist Dick Hebdige, who argued further that reggae held attraction to disaffected youth 

attracted to “such a blatant disavowal of Britishness…which complemented, indeed completed, 

the sacrilegious programme undertaken in punk rock itself.”131 While history has somewhat 

written off any stories of anti-racism among punks, early British subculture members faced 
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accusations of racism. For those British punks who did align with anti-racist beliefs, this was 

often only extended to Afro-Caribbean people, while racism against Asian, Jewish, Arab, Latino, 

and other groups went mainly unchecked.132 British punk icons like Siouxsie Sioux and Sid 

Vicious openly played with Nazi ideology and imagery, with an early Siouxsie and the Banshees 

song mentioning “too many Jews for my liking” and Sid Vicious filming in the Jewish quarter of 

Paris wearing a swastika shirt.133 In an interview with Slash, Siouxsie quickly defended herself 

when questioned about her past use of swastikas: 

It was just very much a repellent and, I dunno, very much shocking people. I mean, at the 

time it was a very stale period in music, and there wasn’t anything representing any youth 

at that time and it needed a crude way of knocking it out. …And that’s why it did a lot, 

cos a lot of people at the time would look and go ‘ugh’…134  

 

However, the band’s interviewer, Jane Garcia, questioned the response, stating that she felt the 

band became overly defensive about the subject since Siouxsie had openly worn Nazi armbands 

multiple times, even before she began performing.135 While many punks’ flirtations with the far-

right were viewed by many as somewhat harmless, these instances still complicated the often 

paradoxical relationship between punk and race—subsequently opening the door for the 

emergence of far-right bands and politics drawing inspiration from the punk scene in Britain. 

 Racial politics officially entered the punk sphere with members of the scene reacting to 

racist and fascist comments from David Bowie and Eric Clapton. In a letter to NME, activists 

placed a call for an organization to fight the racism and fascism that had now infiltrated the 

music industry, writing: 

Rock was and still can be a progressive culture not a package mail order stick-on 

nightmare of mediocre garbage. 
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Keep the faith, black and white unite and fight. 

We want to organise a rank and file movement against the racist poison in rock music. 

We urge support for Rock Against Racism.136  

 

With its harsh critique of the established rock music orthodoxy and a desire to break the mold, 

the aims of these activists resembled those articulated within the punk movement. Similar to the 

response to gender and women’s issues within rock music, racism seemed to be imbedded in 

popular music and its purveyors to punk observers. However in contrast to challenging sexism 

within rock music, a distinct front formed against racism (although Rock Against Sexism would 

eventually form as a smaller offshoot of Rock Against Racism) with far more political 

coordination. Working with the Anti-Nazi League (a connection facilitated by the movement’s 

support from the Socialist Workers Party),137 the group successfully led two carnivals, which 

included young people in punk styles of “multi-coloured hairstyles and weird clothing”138 in 

addition to performances by many punk bands. The punks in Leeds became involved early on, 

with local organizer Paul Furness setting up a Rock Against Racism club in town which hosted 

gigs by local and visiting bands.139 As Furness noted, “It was the perfect timing for Rock Against 

Racism, really—we had punk bands and reggae sound systems, it was highly political.”140 But 

racist politics had certainly been around in Britain for quite some time, so why were the punks of 

Leeds suddenly on the front lines in the late 1970s? 

 While typically conservative in their understandings of culture, the far-right saw in punk 

“a sign of white youngsters coming into their own identity,” and quickly began to seek out 
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elements within the punk movement that could align with their own beliefs.141 Many young 

participants used punk as a way of creating anti-establishment identities—whether this was as a 

female bass player or an anarchist music reporter—but white nationalist groups were mainly 

attracted to the movement due to its largely white and working-class population. Leeds was one 

of the main sites at which the far-right was hopeful for recruits. The rationale for utilizing punk 

for the far-right can be seen in the comments of Eddy Morrison, a white nationalist and member 

of the National Front during the 1970s: 

We either had to condemn Punk or use it. I chose the latter option and started a spoof 

fanzine called Punk Front which featured a NF logo with a safety pin in it. To my great 

surprise, Punk Front was a huge success and soon, especially in Leeds, NF members and 

supporters were going to the biggest Punk Club around—the infamous 'F Club.' I started 

to regularly go to the club and NF Punks were recruiting other punks.142 

 

The Punk Front, as well as recruitment activities at the popular punk venue F Club, drew in 

Leeds artists;143 Leeds bands such as the Dentists, the Ventz, Crap, and Tragic Magic played 

songs with titles such as “White Power,” “Kill the Reds,” and “Master Race.”144 When Rock 

Against Communism was established in 1979 in response to Rock Against Racism, the far-right 

had a clear pool of talent, supporters, and sympathizers in Leeds.  

 Amidst the rise of nationalist, racist politics, many punks were eager to respond, 

including one of punk’s most popular and politically engaged acts, The Clash. The band notably 

pursued many leftist political ideas and also incorporated the sounds of reggae, but their 

misconstrued song “White Riot” still became a rallying cry for many white nationalists 

enamored with the sounds of punk. In its review of the song, Slash magazine called it a “classic 
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chaotic call to arms. ‘Everybody’s doing what they’re told to,’ Joe screams. Song to throw bricks 

to,” and the magazine even acknowledged the back cover art of the album, which featured 

images from a riot that took place at a Jamaican reggae carnival in Notting Hill the previous 

summer.145 While the Clash may have referenced this riot as an inspiration for what they viewed 

as more complacent white youths, the band still intimately associated young black people with 

violence. The song perpetuated ideas of black people being uneducated, violent, and ultimately 

criminal, while the band’s use of the term “riot” enabled the song’s adoption by racist elements, 

specifically the National Front.146  

In their first single “Never Been in a Riot,” the Mekons put a satirical spin on the Clash’s 

call to arms, with the lyrics “I never been in a riot, I’ve never been in a fight…I’m always in the 

toilet, missing out on the noise.”147 Their inept, nonviolent protagonist completely rejected the 

Clash’s message. As Kevin Lycett of the Mekons put it, “Mark and I definitely found the Clash’s 

‘White Riot’ very offensive. ‘I want to riot for us poor downtrodden white people.’ So we wrote 

a song that was actually about, well, what is life like now. And no, I’ve not been in a riot. In fact, 

I’m frightened of being in a riot; the police scare the living shit out of me.”148 Instead of 

pretending to understand the relationship between the police and people of color in England, the 

Mekons recognized the more ordinary life that most Britons faced. A white riot, therefore, was 

not only short-sighted but offensive to the true politics of the time. The Gang of Four also 

reflected upon the issue of race. The cover of their album Entertainment! featured three images 

of a white cowboy and a Native American man shaking hands, with an observer concluding, “He 
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is glad the Indian is fooled. Now he can exploit him.” Choosing to reflect on exploitation in 

racialized terms showed an awareness of this dimension of inequality, and the band’s choice to 

choose the images as the album artwork evoked the power inequalities (although mainly 

concerned directly with gender rather than race) detailed within the album. The conflict between 

white nationalists and leftist artists came to head in Leeds, but the actions and responses of both 

parties reflected a wider national dialogue, both in the political sphere and in punk.  

 

Remembering the Women of Punk 

In her piece on the memory of Nancy Spungen, the girlfriend of Sex Pistols member Sid 

Vicious, Jennifer M. Woolston noted how gender inequality within the punk scene crucified 

Spungen for her drug use, sexual promiscuity, and mental illness while accepting similar 

behavior by men, a mismatch that strongly shaped historical perceptions of Spungen.149 While 

Spungen was criticized for a variety of presumed attributes, Woolston proposed that Spungen 

was most hated for her status as “an aggressive female in a male-dominated community.”150 Lucy 

O’Brien, member of the Leeds post-punk band the Catholic Girls stated that Spungen 

“represented the most powerless, timeless example of women in rock ‘n’ roll—the woman as 

groupie and junkie.”151 In assessing the involvement of women, as well as feminist thought 

throughout punk scenes in both the US and UK, this project aims to assess the punk movement 

with women’s voices at the forefront. The study also pays particular attention to race and 

sexuality in these punk scenes. Cases of sexism, racism, and homophobia existed in American 

and British contexts, often mutating and changing over time. Of particular interest is the 
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transition from the mid-to-late 1970s to the 1980s, when the American and English scenes 

handled legacies of sexism in vastly different ways.  

By the 1980s, the American punk scene had been overtaken by an aggressive mutation of 

punk in the form of hardcore, characterized by homosociality and homophobia that alienated 

many women and queer punks. For many scenesters, issues of sexism, as well as those of 

homophobia and racism, were not the product of shifting punk sounds and styles or isolated 

incidents; rather prejudice had always been present—even within a scene that claimed to have 

progressed beyond societal limitations and norms. Well into the 1980s, it appeared as if 

American punks had made little progress, as seen in a 1984 interview in Flipside magazine with 

the all-female band Raszebra. 

FS: The inevitable question: What are the advantages and disadvantages of being an all-

female band? 

JH: On one hand, it’s kind of a gimmick, people notice you more. But then people can be 

quick to dismiss you because a lot of people just think that girl bands are so lame, or 

really great. Some expect less… 

DP: Then there’s the physical thing… 

IB: You don’t have to worry about dressing in front of each other, you don’t have to hide 

anything. 

KC: We all get on our periods at the same time. 

IB: I like playing with both guys and girls. Basically being in a band is just being who 

you are as a musician. 

KC: I know a disadvantage: Lesbians! I wore a Castration Squad t-shirt once. It was all 

over for me, man. 

IB: We’re not going to talk about sex!152 

 

In the interview, the women of Raszebra made clear that questions of gender and sex still 

followed female punks, often in the same manner as punk women that came before them. 

Ultimately in the Los Angeles scene, it appeared that racism, sexism, and homophobia had all 

taken root in the structure of punk.  
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 In Leeds, punk explored the sounds and politics of post-punk, including the pressing 

issues of gender and race in Britain—particularly relevant in declining industrial towns hoping to 

reestablish the conservative social order. In this smaller scene built upon friendships and art-

school theories, punks challenged the establishment by continuing to address the issues British 

punks had not fully resolved before. Lucy O’Brien of the Catholic Girls described the break from 

British society and popular music: 

We were trying to do things differently, trying to faithfully record our emotions as we 

experience. … We sounded like our physical selves—young, angry teenage girls getting 

to grips with feminism, driven by a charge energy. It was a point of principle not to make 

music that had been done before, to write lyrics devoid of romantic clichés, to express the 

truth of fraught sexual relations.153 

 

Far more defined in their political charge than many of their American counterparts in LA and 

facing the ever-present threat of established right-wing organizations in their backyard, Leeds 

punks entered the 1980s having created a post-punk space to nurture alternative ideas and 

marginalized identities. 

 For fans of punk across nations, cities, and decades, the internal search for self-

identification has remained ever-present. In Los Angeles, punk attempted to situate women, 

queer individuals, and racial minorities, including a large Chicano/a population, under the ethos 

of punk. This task was fulfilled to varying degrees, as ultimately people formerly excluded from 

popular music became active participants, whether in bands, the press, or simply as fans. While 

concerns of sexism, homophobia, and racism were always latent and later particularly 

pronounced during the hardcore movement, punks in the 1990s and 2000s ultimately challenged 

these principles once again at a national level. In Leeds, the scene was similarly formed by its 

surroundings. Drawing on art students angered by prevailing sexist and racist attitudes in the UK, 

                                                
153 O’Brien, “Can I Have a Taste of Your Ice Cream?” 28. 



the Leeds post-punk scene flourished in a town full of leftist students. Ultimately, punk scenes 

were composed of myriad local, national, and artistic influences. While a progressive attitude 

prevailed in Leeds, particularly sexism and racism remained in the national discourse and often 

infiltrated local politics and music scenes. Across these scenes, punks found reconstructing true 

“rock” under punk principles and against societal standards an incredibly complex and varied 

process. These two scenes do not encapsulate all of the different derivative movements and 

experimentations that would be associated with punk throughout the 1970s and beyond, but the 

history of these scenes reveals key processes of subculture formation and the role of 

marginalized groups in creating a communal understanding of what it means to “be punk.” 

Ultimately, the transition of the scenes in both Los Angeles and Leeds illustrated the process of 

self-definition within punk scenes and the key roles that women and gender, as well as sexuality 

and race, played in assembling these identities. 
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