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      Foreword

      
      
      You are holding here in your hands the work of an astrophysicist of popular music.
         Simon Philo peered into the universe of rock ’n’ roll, with finely tuned instruments
         and his finely attuned knowledge of its history, to map, chart, and better understand
         glam rock. He traced its origins back to a kind of big bang moment in the 1950s that
         emitted pulses and particles that formed stars, some of which were named Chuck Berry,
         Elvis Presley, Jerry Lee Lewis, and Little Richard. As these stars aligned into the
         constellation rock ’n’ roll and then collided with American and British cultures,
         a show of “northern lights” began. Some say the sky show was harder to see for about
         a decade as the 1960s burned white hot with earthbound rockers. But as the 1970s began,
         a Starman appeared on television, visible for the first time to the naked eye, and
         David Bowie turned our gaze up, out, and beyond. The show was back on again, with
         rock, roll, and the glamorous splendor of heretofore unearthly sounds and sights.
      

      
       Consider this book a popular presentation from a scientist who can speak the language
         of the people and illuminate specifics with the light of bigger contexts. Following
         his previous writing for this series, British Invasion: The Crosscurrents of Musical Influence, Philo develops the story of glam as a socially, politically, musically, and aesthetically
         vital stage in the evolution of twentieth-century popular culture. He plots its course
         and the course of the 1970s as a moment of realizing more public, performative statements
         of personal identity, and notes the confluence of these two culture-shaping streams.
         While Bowie’s radiance commands center stage for a while, Philo’s scope is set to
         wide. Bowie alone does not a star cluster make, and thus Philo explores the compositions
         and influences of first-generation glam acts such as T. Rex, Roxy Music, Sweet, Slade,
         and Queen, noting along the way some of their more permanent influences on musical
         groups since the 1970s.
      

      
       Glam opened vistas, stimulated the senses, reoriented rock ’n’ roll’s history, and
         probably still leaves each person who encounters it somewhere between gobsmacked and
         wonderstruck. Like watching an eclipse, seeing a shooting star, or holding a meteorite
         in the palm of your hand, a direct encounter with glam’s sounds and visions is an
         experience you shouldn’t pass up anytime the opportunity presents itself. But how
         nice it is to also have someone help you know more about what it is, where it came
         from, and how it relates to you, as Simon Philo does here.
      

      
      Scott Calhoun, Series Editor

      
      
   
      Timeline

      
      
      
         
            
         
         
            
         
         
            
            
               	
                  
                  World and Cultural Events

               
               
               	
                  Glam Events

               
            

            
            
               	
                  
                   

               
               
               	
                  September 26, 1945: Bryan Ferry born in Co. Durham.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  January 8, 1947: David Jones (David Bowie) born in London.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  September 30, 1947: Mark Feld (Marc Bolan) born in London.
                  

               
            

            
            
               	
                  
                  April 1948: Marshall Plan secures financial aid for postwar reconstruction; UK receives billions
                     of dollars in loans and grants.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  December 1955: Bill Haley’s “Rock Around the Clock” at no. 1 in the UK, signaling arrival of rock
                     ’n’ roll.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  June 1964: King Bees, with David Jones on lead vocals, release “Liza Jane.” It fails to chart.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  November 1965: Release of Marc Bolan’s debut single “The Wizard.” It fails to chart.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  March 1967: Release of Velvet Underground’s debut LP.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  April 1967: 14-hour “Technicolor Dream,” a happening in London. Pink Floyd perform, Lennon in
                     attendance; John’s Children, with Bolan on guitar, release “Desdemona.”
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  June 1, 1967: Sgt. Pepper LP released.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  June 1967: Release of David Bowie’s eponymous debut LP. It fails to chart.
                  

               
            

            
            
               	
                  
                  July 1967: Sexual Offences Act decriminalizes homosexual acts in private between consenting men
                     of 21 and over. Only applies to England and Wales.
                  

               
               
               	
                  July 1967: Mick Jagger and Keith Richards, having been initially jailed for drug offenses, are
                     released on appeal; the Beatles perform “All You Need Is Love” to a global TV audience
                     of 400 million.
                  

               
            

            
            
               	
                  
                  October 1967: UK reports worst ever monthly trade deficit; “death of hippie” ceremony held in San
                     Francisco’s Haight-Ashbury.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  June 1968: Stonewall riots in New York mark the beginnings of the gay rights movement.
                  

               
               
               	
                  August 1968: Tyrannosaurus Rex’s “One Inch Rock” is released. It will make the UK Top 30.
                  

               
            

            
            
               	
                  
                  July 1969: Moon landing.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  August 1969: Woodstock Festival.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  September 1969: Bowie’s “Space Oddity” is released, and will go on to reach the UK Top Five.
                  

               
            

            
            
               	
                  
                  December 1969: Murder of a fan at Rolling Stones’ free concert at Altamont Speedway, Northern California.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  February 1970: First National Women’s Liberation Conference, Oxford, UK.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  March 28, 1970: Live debut of Bowie’s proto-glam band, Hype.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  April 1970: Beatles break up.
                  

               
            

            
            
               	
                  
                  June 1970: In the UK, the Conservative Party regains power after six years of Labour Party rule,
                     with a 30-seat majority.
                  

               
               
               	
                  June 1970: Kinks release “Lola.”
                  

               
            

            
            
               	
                  
                  July 1970: First issue of UK publication the Ecologist.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  August 1970: 600,000 attend the Isle of Wight Festival to see Jimi Hendrix, the Doors, the Who,
                     Joni Mitchell, Emerson, Lake & Palmer, and Sly Stone.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  September 1970: Jimi Hendrix dies.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  October 1970: T. Rex releases “Ride a White Swan.”
                  

               
            

            
            
               	
                  
                  October 1970: Gay Liberation Front founded.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  November 1970: US release of Velvet Underground’s Loaded—last LP with Lou Reed.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  January 1, 1971: Slade plays first of the year’s 150 gigs at Wolverhampton Civic Hall.
                  

               
            

            
            
               	
                  
                  January 1971: First British soldier killed in active service in Northern Ireland in 50 years.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  January–February 1971: Bowie makes first visit to the US.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  February 1971: Alice Cooper’s “Eighteen” in Billboard Top 30.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  March–April 1971: T. Rex’s “Hot Love” is UK’s no. 1 for six weeks. TV appearances confirm the arrival
                     of glam.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  September 1971: Bowie in the US to sign with RCA; also meets Lou Reed, Iggy Pop, and Andy Warhol.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  September 1971: Release of T. Rex’s Electric Warrior. Glam’s first UK no. 1 LP will be the year’s best-seller.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  November 1971: National Union of Mineworkers (NUM) begins an overtime ban.
                  

               
               
               	
                  November 1971: Slade’s “Coz I Luv You” gives the band the first of its six UK no. 1s; Bowie records
                     the bulk of Ziggy Stardust LP in just one week.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  December 1971: Release of Bowie’s Hunky Dory.
                  

               
            

            
            
               	
                  
                  January 1972: Miners begin national strike; in what will become known as “Bloody Sunday,” British
                     troops shoot dead 14 unarmed people in Derry, Northern Ireland.
                  

               
               
               	
                  January 1972: Kubrick’s A Clockwork Orange on general release in the UK; Bowie “outs” himself in an interview with Michael Watts
                     in Melody Maker.
                  

               
            

            
            
               	
                  
                  February 1972: Strike ends in victory for the mineworkers, who are awarded a 20% pay raise.
                  

               
               
               	
                  February 25, 1972: T. Rex plays a disastrous show at NYC’s Carnegie Hall.
                  

               
            

            
            
               	
                  
                  March 1972: UK government takes direct control of Northern Ireland.
                  

               
               
               	
                  March 18, 1972: T. Rex plays to 20,000 at London’s Empire Pool. It is the height of “Trexstasy.”
                     T. Rex will sell an estimated 16 million records in just over a year.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  June 1, 1972: Bob Fosse’s Cabaret goes on general release in the UK with an “X” rating.
                  

               
            

            
            
               	
                  
                  June 1972: Watergate break-in.
                  

               
               
               	
                  June 1972: Release of The Rise and Fall of Ziggy Stardust and the Spiders from Mars.
                  

               
            

            
            
               	
                  
                  July 1972: Collapse of secret talks between the British government and the Irish Republican
                     Army (IRA); first issue of second-wave feminist magazine Spare Rib.
                  

               
               
               	
                  July 1972: Bowie performs “Starman” on Top of the Pops; release of Mott the Hoople’s version of glam anthem “All the Young Dudes.”
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  July 8, 1972: Bowie headlines at London’s Royal Festival Hall with Lou Reed joining him on versions
                     of “Waiting for the Man,” “White Light / White Heat,” and “Sweet Jane.”
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  August 1972: 60,000 attend the 10-hour Rock ’n’ Roll Show at Wembley featuring Chuck Berry, Little
                     Richard, and Bill Haley.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  August 1972: Roxy Music performs “Virginia Plain” on Top of the Pops; Bowie works with Lou Reed on the latter’s Transformer LP.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  September 1972: Slade’s “Mama Weer All Crazee Now” gives the band its third UK no. 1 in under 12
                     months; David Bowie kicks off first major North American tour in Cleveland and plays
                     Carnegie Hall at the end of the month.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  November 1972: Release of “The Jean Genie.”
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  December 1972: Ringo Starr–directed T. Rex movie Born to Boogie goes on general UK release.
                  

               
            

            
            
               	
                  
                  December 31, 1972: Estimated 24 million working days “lost” to industrial action in the UK in 1972.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  January 1973: UK joins European Economic Community (EEC); Green Party founded as PEOPLE Party; cease-fire
                     in Vietnam.
                  

               
               
               	
                  January 1973: Sweet’s “Blockbuster” at UK no. 1 for five weeks; Bowie begins 100-day world tour
                     in NYC on January 25.
                  

               
            

            
            
               	
                  
                  March 1973: Last US combat troops out of Vietnam; IRA bombs mainland UK, leaving one dead and
                     200 injured.
                  

               
               
               	
                  March 1973: Release of Roxy Music’s For Your Pleasure; Slade’s “Cum On Feel the Noize” at no. 1 for four weeks.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  April 1973: Pink Floyd’s LP Dark Side of the Moon at no. 1 in the US; in this year British acts—Floyd, George Harrison, Wings, Led
                     Zeppelin, the Rolling Stones, Jethro Tull, the Moody Blues, and Elton John—hold the
                     no. 1 position on the Billboard album chart for a total of 27 weeks; Suzi Quatro’s
                     “Can the Can” is UK’s no. 1 single for three weeks.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  April 13, 1973: Release of Bowie’s Aladdin Sane LP, with UK record advance orders.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                   

               
            

            
            
               	
                  
                  May 1, 1973: Estimated 1.6 million UK workers take strike action in protest of the government’s
                     pay restraint policy and price rises.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  May–August 1973: Televised hearings into Watergate break-ins.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  July 4, 1973: Bowie “retires” Ziggy at Hammersmith Odeon gig, the last of 61 shows in 53 days.
                  

               
            

            
            
               	
                  
                  July 21, 1973: IRA explodes 20 bombs in a single day in Belfast, leaving 11 dead and 100 injured.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  August 1973: US publication Creem runs “The Androgyny Hall of Fame” as a cover story, featuring Bowie at its center
                     with Bolan, Jagger, Alice Cooper, Iggy Pop, and Elvis orbiting around him.
                  

               
            

            
            
               	
                  
                  October 1973: Oil crisis precipitated by Egypt’s invasion of Israeli-occupied Sinai; OPEC quadruples
                     the price of oil, effectively ending the affluence that had marked the preceding 10
                     years.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  November 1973: UK miners call another overtime ban; UK government declares a state of emergency.
                  

               
               
               	
                  November 1973: Release of Bowie’s Pin Ups and Bryan Ferry’s These Foolish Things.

               
            

            
            
               	
                  
                  December 18, 1973: IRA bombs in London injure 60.
                  

               
               
               	
                  December 1973: Stranded gives Roxy Music its first UK no. 1 album; Slade’s “Merry Xmas Everybody” spends a
                     total of five weeks as the UK’s best-selling single. The fastest-selling 45 in UK
                     history, it caps a chart year in which glam singles would hold the top spot for 28
                     weeks. David Bowie also sets a new record for the number of weeks an act spends on
                     the album chart in a calendar year—182.
                  

               
            

            
            
               	
                  
                  January 1974: UK government imposes a “three-day week” to ration power consumption; IRA detonates
                     five bombs in London and two in Birmingham.
                  

               
               
               	
                  January 1974: First Top 10 of the year includes eight glam singles.
                  

               
            

            
            
               	
                  
                  February 1974: Miners begin national strike; UK prime minister Edward Heath calls a snap general
                     election and promptly loses; IRA bomb kills 12 on a bus carrying army personnel and
                     their families on the M62.
                  

               
               
               	
                  February 1974: Mud’s “Tiger Feet” is the UK’s no. 1 for a month and would be the year’s best-selling
                     single. It is also the first in a run of three consecutive glam no. 1s—as it is followed
                     by Suzi Quatro’s “Devil Gate Drive” and Alvin Stardust’s “Jealous Mind.”
                  

               
            

            
            
               	
                  
                  March 1974: Labour’s Harold Wilson becomes prime minister of a minority government; “three-day
                     week” ends.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  May 1974: Diamond Dogs is released.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  June 1974: Bowie is on a six-month tour of North America with the most theatrical (and costly)
                     show ever seen.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  July–August 1974: BBC technicians strike keeps glam lifeblood Top of the Pops off-air for several weeks.
                  

               
            

            
            
               	
                  
                  August 9, 1974: President Nixon resigns.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  September 1974: President Ford pardons Nixon.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  October 1974: Prime Minister Wilson calls a general election to secure a working majority and wins
                     with a slim majority of three.
                  

               
               
               	
                  October 1974: Rolling Stones release It’s Only Rock and Roll—their most glam LP; Queen’s “Killer Queen” peaks at no. 2 in the UK.
                  

               
            

            
            
               	
                  
                  November 1974: IRA murders 21 in Birmingham pub bombings.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  December 1974: Mud’s “Lonely This Christmas” gives glam consecutive Christmas no. 1s; by the end
                     of ’74, glam-pop songwriters/producers Nicky Chinn and Mike Chapman will be responsible
                     for more singles sold in the UK than the Beatles achieved in any calendar year.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  January 1975: Creem story “Kiss It Goodbye” documents death of glam; Slade in Flame movie on general UK release.
                  

               
            

            
            
               	
                  
                  February 1975: Margaret Thatcher defeats Edward Heath to become leader of the Conservative Party.
                  

               
               
               	
                  February 1975: Steve Harley and Cockney Rebel’s “Make Me Smile (Come Up and See Me)” spends two
                     weeks at no. 1 on the UK singles chart.
                  

               
            

            
            
               	
                  
                  April 1975: Fall of Saigon ends Vietnam War.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  May 1975: CBS reports that “Britain is drifting slowly toward a condition of ungovernability.”
                  

               
               
               	
                  May 1975: Mud’s revivalist retread “Oh Boy” is the UK’s best-selling single for two weeks.
                  

               
            

            
            
               	
                  
                  June 1975: In a UK referendum on EEC membership, 67% vote to remain.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  July 1975: UK unemployment is close to 1 million and up nearly 250,000 in just six months.
                  

               
               
               	
                  July 1975: “Fame” gives David Bowie his first Billboard no. 1.
                  

               
            

            
            
               	
                  
                  August 1975: UK inflation hits its peak at almost 27%.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  October 1975: Bruce Springsteen declared “future of rock ‘n’ roll” and features on cover of Time and Newsweek.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  November 1975: Rereleased, “Space Oddity” gives David Bowie his first UK no. 1 single.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  November 29, 1975: Queen’s “Bohemian Rhapsody” begins a run of nine weeks at no. 1 in the UK.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  January 1976: Bowie releases Station to Station.
                  

               
            

            
            
               	
                  
                  March 1976: Wilson resigns as prime minister.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  April 1976: James Callaghan secures the Labour Party leadership and so becomes prime minister.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  June 1976: “I Love to Boogie” is T. Rex’s last UK hit single.
                  

               
            

            
            
               	
                  
                  August 1976: Start of bitter strike at Grunwick photo processing plant over employees’ right to
                     union representation.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  September 1976: As the pound plunges in value against the dollar, Callaghan tells the Labour Party
                     conference delegates that “the cosy world is gone,” while his chancellor, Denis Healey,
                     confirms the UK will seek a massive bailout from the International Monetary Fund (IMF).
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  October 1976: The Damned’s “New Rose” is the UK’s first punk single.
                  

               
            

            
            
               	
                  
                  November 1976: In London, IMF demands huge cuts in public spending as a condition for a loan. Callaghan
                     and Healey lobby for smaller cuts; most of the cabinet simply (and unrealistically)
                     want no cuts at all.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  December 1976: Callaghan and Healey successful in persuading both cabinet and IMF to accept modest
                     spending cuts; UK receives the loan.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  January 1977: Bowie’s Low LP is released, featuring “Sound and Vision.” It is the first of his “Berlin Trilogy.”
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  March 1977: T. Rex on tour with the Damned to promote the release of Dandy in the Underworld LP.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  April 1977: Studio 54 opens in New York.
                  

               
            

            
            
               	
                  
                  June 1977: Violent clashes between strikers and police at Grunwick.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  September 1977: Marc Bolan killed in a road accident.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  October 1977: Release of Sex Pistols’ Never Mind the Bollocks LP; rerelease of “Virginia Plain” sees it climb to no. 11 in the UK.
                  

               
            

            
            
               	
                  
                  January 1978: UK inflation now under 10%.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  July 1978: Grunwick strike over, as strikers concede defeat after almost two years.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  November 1978: Transport and General Workers Union strike for more pay; other unions follow suit
                     and so precipitate the so-called Winter of Discontent.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                  January–February 1979: Nationwide strike action peaks in the coldest winter in years.
                  

               
               
               	
                  February 1979: “Bowie Night” moves to Covent Garden’s Blitz Club. New Romantics are on the rise.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  March 1979: Re-formed Roxy Music releases Manifesto.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  April 1979: Bowie releases “Boys Keep Swinging” from Lodger LP.
                  

               
            

            
            
               	
                  
                  May 1979: Margaret Thatcher elected UK’s first woman prime minister.
                  

               
               
               	
                  May 1979: Release of Tubeway Army’s “Are ‘Friends’ Electric?” It will be a UK no. 1 for four
                     weeks.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  May 1980: Roxy Music releases Flesh + Blood.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  August 1980: Bowie’s “Ashes to Ashes” is at UK no. 1 for two weeks.
                  

               
            

            
            
               	
                  
                  November 1980: Ronald Reagan elected—will firm up the “special relationship” with the UK through
                     the 1980s.
                  

               
               
               	
                  November 1980: Release of Adam and the Ants’ Kings of the Wild Frontier LP. Its success would mark the beginning of 18 months in which Adam would be Britain’s
                     biggest pop star since Marc Bolan.
                  

               
            

            
            
               	
                  
                  December 1980: John Lennon murdered outside his New York apartment by psychotic “fan” Mark Chapman.
                  

               
               
               	
                   

               
            

            
            
               	
                  
                   

               
               
               	
                  August 1, 1981: MTV is launched in America.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  March 1982: Joan Jett begins a run of seven weeks at no. 1 in the US with a cover of “I Love
                     Rock and Roll.”
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  July 1983: Second “British Invasion”—motored by New Pop and spearheaded by Duran Duran, the
                     Human League, ABC, and Culture Club—peaks with seven UK acts on the US Top 10 singles
                     chart.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  July 1985: Live Aid. Queen steals the show.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  November 1998: Release of Todd Haynes’s Velvet Goldmine. Nominated for Best Costume Academy Award . . . appropriately enough.
                  

               
            

            
            
               	
                  
                   

               
               
               	
                  January 2016: David Bowie dies.
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      Introduction

      
         
         “Carry the News”

         
      

      
      January 2016. The outpouring of grief following David Bowie’s death was understandably accompanied
         by attempts to evaluate his legacy. Given his fifty-year recording career, extensive
         back catalogue, and shape-shifting tendencies, different Bowies were inevitably summoned.
         Perhaps to no great surprise, however, it was the early to mid-1970s incarnation—the
         “glam Bowie”—that was most frequently invoked, as critics, friends, peers, and fans
         of all ages struggled to come to terms with his passing. It was then—of all the Bowies
         available—this version that evidently meant the most to the most. So, it is these
         eulogies that will help us to at least begin to get a measure of glam—to evaluate,
         assess, and explain the genre as they endeavored to do the same for the man who has,
         more than any one musician-performer, come to represent it. For the British journalist
         Suzanne Moore, Bowie was “a guide, an inspiration and a university.” “In my youth,”
         she explains, “he showed us the endless possibilities.” Moore tells us that she “never
         grew out of” him (Moore 33); but, at the same time, she is keen to stress that it
         was with the glam-era Bowie that this lifelong connection was initially forged. In
         this, she is clearly not alone. Touring the career retrospective Sound + Vision album back in 1990, Bowie’s fan-made set list was tellingly dominated by material
         drawn from his glam years. 
      

      
      July 1972. Reportedly written to give Bowie (and, more pressingly, his record label) a hit
         single, “Starman” would stand out as an un-doomy counterpoint to the ostensibly rather
         gloomy, often apocalyptic fare to be found on the rest of the Ziggy Stardust album to which it had been a last-minute addition. It was euphoric, hopeful, joyful—its
         message and meaning reinforced by an inclusive, sing-along fade-out reminiscent of
         “Hey Jude” (1968) or, perhaps more pointedly, T. Rex’s still-fresh-in-the-memory glam
         breakthrough “Hot Love” (1971). The song’s powerful connective function was clearly
         audible. Lyric, in tandem with music, supplying effective unity of purpose. This alien
         has come to save us, not annihilate nor enslave us. He is even sensitive to our feelings.
         After all, he is frightened he might “blow our minds.” However, the deal was well
         and truly sealed—the connection dialed in—when a vast army of potential young communicants
         finally caught sight of Bowie performing “Starman.” On July 6, 1972, Bowie and his
         band, the Spiders from Mars, appeared on the UK’s preeminent TV outlet for pop music,
         Top of the Pops. After several years of trying and with numerous false starts along the way, it was
         this single and singular performance that would finally make Bowie a star(man). Yet, typical of the generosity
         that would help define glam, it was a performance that would also come to mean a great
         deal for a good proportion of the many millions of young Britons who witnessed it
         that evening. Here then was a cultural moment akin in impact to the Beatles’ first
         appearance on US TV eight years earlier. Here then was a song every bit as connective
         as “I Wanna Hold Your Hand” or “She Loves You.” In fact, “Starman” sets out the terms
         of a contract, in which our part, our obligation, is made explicit—“If we can sparkle,
         he may land tonight.” 
      

      
      Glam’s inclusivity, its nourishing democracy, was something that its many critics
         would either miss entirely or deliberately ignore. Even the untypically supportive
         British rock journalist Charles Shaar Murray concluded that glam “only served to reinforce
         and emphasise the distinctions between the demi-gods (up there) and the punters.”
         Composing its epitaph in more ascetic punk times, Shaar Murray erroneously charged
         glam with being “horribly elitist and very destructive” (Shots, 226), failing to recognize that taking “the punters” with them was central to the
         mission of its “demi-gods.” Like his “Starman,” Bowie is otherworldly yet always within
         reach. Even though he is dressed like a space-age harlequin with dyed, cropped hair
         and makeup, he remains human. He may look like an alien, but he is never alienating.
         Indicatively, his unselfconscious grin never wavers from start to finish, while his
         outfit/costume—a kind of quilted onesie—is nonthreateningly, even endearingly, homemade.
         He is warm, humorous, and clearly having fun; not remotely rock-star “cool” as he
         leads the Top of the Pops audience in the almost inevitable hand-clapping the song’s extended fade-out seems
         to demand. Throughout this performance Bowie is always on the lookout for a TV camera
         and always, it seems, acutely aware of where they are. And as he delivers the line
         “I had to phone someone so I picked on you,” he finds one and looks directly into
         it, “smiles flirtatiously, points and twirls a beckoning finger at every mesmerised
         outsider kid in the land.” This, according to Stuart Maconie, was the moment when
         “everyone who’d ever been bullied, overlooked, teased or picked last for games just
         found a friend” (124), giving us a powerful demonstration of glam’s potential to convene
         a tribe for the nontribal, a true mass cult, a super-subculture. The impact of this
         single TV performance is encapsulated by future punk Siouxsie Sioux, who recalls that
         she “was really ill and in a hospital TV room. It was like I was being woken up, like
         being let out of a chrysalis. Suddenly, I was allowed to just become” because Bowie
         “gave people the courage to be who they wanted to be, as well as the courage to be
         who you actually are” (84). “Where I came from, you were pretty much told, ‘You’re
         not going anywhere in life.’ Seeing Ziggy on Top of the Pops, I found that I could escape”—concurs Depeche Mode’s Dave Gahan. Bowie “enabled myself
         and Martin [Gore] and people like us to understand that we weren’t alone” (88). Such
         testimonials serve to confirm Bowie’s role as a catalyst, an empowering agent, a liberator,
         a “cultural politician” (Cagle 11). Showing a generation—in the words of former Smiths
         guitarist Johnny Marr—“that you could be who you wanted to be” (Marr 87). All this,
         of course, even before we factor in the impact of those several points in the proceedings
         when, as the two men harmonize into a shared mic, Bowie casually drapes an arm with
         nail-polished fingers over guitarist Mick Ronson’s shoulder. Bowie’s Top of the Pops performance of “Starman,” via both sound and vision, conspired to serve up much of
         what the genre—and Bowie himself as one its chief emissaries—could and would bring
         to the pop table, in providing a perfect illustration of glam as a broad set of ideas
         and methods for understanding the performance of personal identity. This is important
         cultural work. Yet glam was—and still is—commonly (mis)understood as marking a retreat
         from commitment and cause, its challenges downplayed or, worse still, completely ignored,
         while classic rock’s are more often than not overplayed. Perhaps the reason for this
         is also to be found in Bowie’s TV performance on that summer night in 1972. In the
         unselfconsciously tactile relationship he has with Ronson, for example. According
         to Van Cagle, glam was “a celebration of sexual difference [that] provided a key to
         another world, a world that was not often made available to those who were living
         within the confines of particular localised cultures (for example, small towns)” (98).
         In the early 1970s, its many supporters either overlooked or, more commonly, celebrated
         rock’s rampant male heterosexuality, machismo, and misogyny; but glam—whether consciously
         or not—would challenge the heteronormative and in so doing embolden and liberate those
         who felt they simply could not live by its codes and practices any longer. No matter
         how painful. “My make-up was smeared with dried blood because I’d been hit over the
         head on the way to the show for the way I looked,” recalled Marc Almond of the price
         he had to pay for attending a Bowie concert in 1973 (qtd. in Turner, Glam Rock, 121). 
      

      
      “Starman,” David Bowie, and glam all demonstrate, then, the significance of popular
         music in people’s lives. Not as entertainment—although this is not a function to be
         dismissed or sneered at or underestimated—but, in making it a part of our identity,
         as a kind of emotional resource that has it in its gift to help us make sense of who
         we are and to encourage us to be ourselves. This vital role was confirmed repeatedly
         in the immediate wake of Bowie’s death, as fans of all backgrounds and ages tried
         to put into words what he meant to them. If there was a common thread, it was that
         he enabled them to be who they wanted to be rather than who they were supposed to
         be. Coming “from a small town and what [her] teachers called ‘a broken home,’” Suzanne
         Moore would—in the wake of this first encounter—come to be “guided by Bowie,” noting
         that she and many others like her “could give up trying to be normal now that we entrusted
         ourselves to him” (33). In the words of sometime producer and longtime friend Tony
         Visconti, David Bowie “opened the world for people who hid in the shadows who thought
         they were different, too different to fit into society” (87). This could be achieved
         via vinyl alone, but—as the testimonials noted and quoted above demonstrate—it was
         even more likely to occur when (appropriately enough) sound and vision combined. So,
         July 6, 1972, marks Bowie’s emergence as a star. However, now that the “Jean Genie”
         is finally out of the bottle, we will be granted wishes too. He will take us with
         him in his role as a transformative agent, via the superinclusive nature of the music.
         “You’re not alone,” Ziggy generously and selflessly assures us at the very moment
         of his own destruction in “Rock ’n’ Roll Suicide” (1972). “Give me your hands,” he
         cries. What we learned about Bowie was less important than what he might have revealed
         to us about ourselves. At its very best, glam could also do this because, in common
         with the most effective popular music, it connects with us, it includes us. This is
         something that mainstream rock music had lost sight of in the early 1970s, but which
         is central to glam praxis. With Bowie, it is sometimes directly embedded in his songs—as
         when on Diamond Dogs (1974) he extends the invitation to “Rock ’n’ Roll with Me”—but it could also be demonstrated
         in the risks he took. 
      

      
      As quintessential glam text, “Starman” can help us build the genre’s lexicon. The
         importance it placed on both the act of looking and being looked at, for example,
         can be identified as a staple. Glam songs abound with references to visual culture—to
         image and screen, the world of movies, theater, and art. From Roxy Music’s Bogart
         tribute “2HB” (1972)—in which Bryan Ferry croons that he “was moved by a screen-dream”—to
         David Bowie’s “Drive-In Saturday” (1973), from Cockney Rebel’s “Muriel the Actor”
         (1973) to Sparks’ “Looks Looks Looks” (1975). Part of the reason rock critics have
         tended to view glam with suspicion is that—while by no means always celebratory—these
         references are more often than not allied to an unapologetic emphasis on, and wholesale
         commitment to, spectacle and theatricality. Two things that the rock orthodoxy, forged
         in the late 1960s, simply could not abide—seeing and hearing only artificiality and
         insincerity. Augmenting the calculated and self-conscious staging of its performance,
         when Bowie sang, “there’s a starman waiting in the sky,” he would unashamedly borrow
         a key melody line from The Wizard of Oz’s “Somewhere Over the Rainbow.” This did not go unnoticed or unremarked. 
      

      
      In February 1972, as glam was gathering momentum on the back of the success of T.
         Rex and Slade and the publicity surrounding Bowie’s emergence as Ziggy Stardust, a
         grateful Richard Williams—breaking rank with his sniffy rock journo brethren—wrote
         that “after a couple of years devoted to worthy but dull earnestness, rock and roll
         is back where it belongs” (qtd. in Hoskyns 54). That it was “back” was due in large
         measure to the fact that glam had enthusiastically embraced spectacle, at a time when
         most rock ’n’ roll bands had not and indeed when many flat-out refused to do so. As
         Roxy Music’s Brian Eno confirmed, this embrace was undertaken in full consciousness:
         “I think all of those bands—us, Bowie and the others—were turning round towards the
         audience and saying, ‘We’re doing a show.’ In that sense there was a unity, though
         it wasn’t very obvious at the time” (qtd. in Hoskyns 56). For some, Roxy Music and
         Bowie represented the more esoteric wing of glam, but there was clearly a shared agenda,
         a common cause—one that was built around this commitment to spectacle, to putting
         on a show—that would unite all its variant strains. Although happily conceding that
         the kind of glam he produced “was more contrived than Bowie, without a doubt,” acknowledging
         that “we were very conscious of giving pop back to the kids, and giving them something
         to smile about and bop to and generally get off on” (qtd. in Hoskyns 44) does not
         set songwriter-producer Nicky Chinn’s charges/clients—which included Sweet, Mud, and
         Suzi Quatro—all that far apart from the so-called glam sophisticates. For, in whoever’s
         hands, the end product was avowedly “pop” to its shiny core. So glam’s love of the
         spectacular and the theatrical contributed to the frequent charge that it was inauthentic.
         Just as would the related (and undeniable) charge that so much of it—both in and out
         of song—was character driven. Of the ten generic signifiers or “signatures” listed
         by Barney Hoskyns, only the last of these—“self-birth implicit in glam names”—comes anywhere close to
         being truly genre defining. For much glam is performed by musicians who are not themselves—e.g.,
         Gary Glitter (Paul Gadd), Alvin Stardust (Bernard Jewry), Freddie Mercury (Farrokh
         Bulsara), Jobriath (Bruce Wayne Campbell), Alice Cooper (Vincent Furnier), Iggy Pop
         (James Osterberg), Marc Bolan (Mark Feld), and of course David Bowie, who would distance
         himself even further from David Jones when becoming Ziggy Stardust. All of which supplied
         yet more ammunition for critics who were constitutionally contemptuous of, and frequently
         appalled by, what they understood as glam’s unnatural contrivances, its guiltless
         insincerity, and general lack of depth. Glam musicians then—even those who went by
         their birth names—were all essentially actors playing a part. Something which they
         would freely admit to in interviews, but which would also be openly acknowledged in
         song and in performance—as when, for example, dressed as a Pierrot, Cockney Rebel’s
         Steve Harley (Stephen Nice) sang in “Judy Teen” (1974) of a character in a cabaret
         “swinging on a cane,” or when a similarly attired Leo Sayer performed the piano- and
         banjo-driven “The Show Must Go On” (1973)—a track that, like Cockney Rebel’s “Mr.
         Soft” (1974) quoted Julius Fucik’s “Entrance of the Gladiators” (1897). 
      

      
      Glam’s near-default tendency to emphasize the performance—to privilege voices, poses,
         and role-playing—meant that it would run into considerable opposition from a critical
         orthodoxy for whom “playacting” was anathema. Though often viewed with a mixture of
         suspicion and disdain, voicing and character-driven songs were of course nothing new
         in rock music. Paul McCartney, for one, had always demonstrated a propensity for such
         material in populating his story-songs with a cast of memorable characters—think,
         “Eleanor Rigby” (1966) or “Penny Lane” (1967) or “Obla-Di, Obla-Da” (1968). This is
         arguably why most rock critics have tended to favor his more “honest” songwriting
         partner, John Lennon, who could never be accused of failing to expose his “true” self
         in his songs—think, “In My Life” (1965) or “Strawberry Fields” (1967) or “Julia” (1968).
         Post-Beatles, it was perhaps to no one’s great surprise, then, that it was McCartney
         who most enthusiastically embraced the glam modus operandi, when he recorded the hyperventilating
         James Bond movie theme “Live and Let Die” (1973). Given his track record, McCartney
         was always a more likely convert than Lennon. As quirky as any Cockney Rebel or Sparks
         song, his most un-rock-like and most unlikely US number one single “Uncle Albert /
         Admiral Halsey” (1971)—as its two-songs-for-the-price-of-one title indicated—featured
         multiple characters inhabiting different stories delivered via a range of voices.
         With its funny accents and impersonations of trilling telephones, it was reminiscent
         of a music hall ditty or perhaps a Goon Show comedy song. In sharp contrast, Lennon spent the immediate postbreakup years engaged
         in strenuous attempts to get the sixties out of his system—seen and heard, for example,
         in the myth-stripping “God” (1971) in which he declared the “dream is over”—resulting
         in self-flagellating material that was fully committed to sincere self-revelation.
         “Give Me Some Truth” (1971), he sang, presumably believing that it was out there and
         within him, while his former songwriting partner was producing archetypal story-songs
         like “Another Day” (1971)—a track that Lennon himself singled out for very public
         criticism as the ultimate proof of McCartney’s dishonesty in the scabrous “How Do
         You Sleep?” (1971). Even Lennon’s rock ’n’ roll covers LP—not released until 1975
         but recorded a few years earlier—was construed as an act of personal revelation rather
         than modish revivalism. It was aided in this by the singer’s own liner notes, in which
         he implied that the songs would help you understand where he came from and so who
         he is. Spectacularly humorless as he appeared to be in the early 1970s, we can only
         conclude that Lennon subscribed to the idea that authenticity was absolutely central
         to rock practice—a credo that would lead most in the world of rock to condemn glam
         as fake and insincere. In John Lennon’s case it would contribute to his rather poisonous
         in-song attacks on McCartney, who is charged with being a purveyor of “muzak,” living
         with “straights” and having done little more than write the presumably anodyne “Yesterday.”
      

      
      Yet, by 1975, it appeared that even rock’s most celebrated ascetic John Lennon had
         loosened up somewhat, when he belatedly crashed the glam party and collaborated with
         David Bowie on the American number one “Fame.” Possessing a lyric that positioned
         it closer to Lennon’s self-flagellating critiques than anything Bowie had recorded
         thus far—“Fame puts you there where things are hollow / . . . / What you get is no
         tomorrow”—it was, however, still a track that was on message for a genre for which
         the pursuit, pleasures, and pitfalls of stardom held a powerful fascination—“What
         you like is in the limo.” The self-mythologizing that this obsession encouraged is
         of course nothing new in rock ’n’ roll, but glam would take it to a whole new level,
         without much evidence of guilt and often with lashings of knowingness. This is also
         part of the reason for humor and irony featuring so prominently—and yet another reason
         for so many po-faced rock critics taking against it. The genre’s acute self-consciousness
         is evident in the numerous anthems that pepper its discography—from Alice Cooper’s
         “Eighteen” (1971) to Bowie’s “All the Young Dudes” (1972) to Marc Bolan’s “Teenage
         Dream” (1974) to Sweet’s “The Sixteens” (1975). Although set at different levels,
         there is a still audible strain of lament, melancholy, and reflection to be found
         in each of these; but there is always a leavening humor, supplying warmth and generating
         empathy. It could be pessimistic, but it was never cold or mean spirited. Glam, not
         glum. The apocalyptic comic-book denouement to Sweet’s “Hellraiser” (1973) is exciting
         rather than terrifying or disturbing; and, even though Bowie’s Diamond Dogs (1974) was consciously conceived in response to the chaos of the early 1970s and,
         as such, arguably marked its creator’s most direct engagement with that “real world,”
         this did not prevent the title track from showcasing yet another example of glam’s
         humorous chops. After all, its apocalypse-surviving protagonist’s first thought on
         being “pull[ed] . . . out of the oxygen tent” is to “ask for the latest party,” with
         the express intention of making the best of his or her deformities—because, who knows,
         that “silicon hump” and particularly that “ten-inch stump” might come in handy. So,
         although it might have been unable to avoid or even ignore all the surrounding disillusionment,
         glam itself was never disillusioned. Instead, it was humorous and surprisingly self-effacing,
         cutting through any pretension that might be lurking. Unlike the voguish singer-songwriters
         of the day or the doomy serio-rock of the likes of Pink Floyd, it was rarely if ever
         introspective or maudlin. It did not appear to do downbeat. As Bowie and the Sweet
         demonstrated, even the apocalypse could be a strangely joyous, communal, randy, euphoric
         affair. More end of pier than end of times. One reason it might have remained essentially
         good humored and hopeful is because it was so avowedly teen focused and so committed
         to “pop.” A faith evident in its enthusiasm for that most pop of formats, the 45 rpm
         single. Although musically diverse, glam’s debt to—or, more accurately, its kinship
         with—classic rock ’n’ roll is evident in a similarly full-on commitment to instant
         gratification, thoughtless fun, and hedonism at all costs. Significantly, it is with
         classic rock ’n’ roll (1954–1959) and not classic rock (1966–1971), then, that glam shares a direct lineage.
         For as Mott the Hoople’s Ian Hunter gleefully pointed out in “The Golden Age of Rock
         ’n’ Roll” (1974), the former is “good for your body, it’s good for your soul.” Glam
         performers could and would publicly identify with classic rock ’n’ roll’s wholesale
         embrace of the pleasure principle; but they also admired, and so sought to emulate,
         the showmanship of “first wavers” like Elvis Presley, Jerry Lee Lewis, Chuck Berry,
         Gene Vincent, and, most notably, Little Richard. This was a reverence which—appropriately
         enough—found expression in both sound and vision. Glam channeled classic rock ’n’
         roll via cover version, pastiche, and even intertextual reference—as when, for instance,
         both T. Rex in “Get It On” (1971) and Queen in “Now I’m Here” (1975) quote directly
         from Chuck Berry’s “Little Queenie” (1959)—and via performances that in costume, props, and moves recalled the sheer unabashed theatricality
         and spectacle of this “golden age.” 
      

      
      In seeking to identify the genre’s core ingredients, Barney Hoskyns lists several
         musically derived “signatures” that would appear to characterize it as the anti-prog—such
         as an emphasis on the drum and the voice, a constant mid- to fast-tempo rhythm, rather
         conventional song structures, unadventurous melodies, and relatively short songs marked
         by brief solos. However, for David Bowie, it was not about the musical commonalities. “We were a very odd little genre,” he explained.
         “What became known as glam or glitter rock wasn’t a movement at all, musically” (qtd.
         in Hoskyns 46–47). The diverse glam work of Roxy Music, Slade, Sweet, Cockney Rebel,
         Sparks, Queen, and Bowie himself makes any attempt at constructing a generic template
         via musical “signatures” a somewhat reductive, ultimately rather frustrating, exercise.
         Hoskyns is, however, arguably more persuasive when he turns his attention to what
         might be termed glam’s nonmusical ingredients. Prominent among these, for example,
         is that unashamed “pop” sensibility that presumably nourished all those songs about
         cars, girls (and boys), good times, and sex, not to mention that seemingly unquenchable
         obsession with stardom, fame, and celebrity. Glam can also be defined by the visual
         dimensions of and in its performance—by costume, staging, appearance, and gesture—and
         by the visual culture that surrounds it—by single and album cover work, promotional
         videos, and poster art. “The glam thing was always great fun,” recalled Gary Glitter.
         “We—Marc Bolan, David Bowie, myself, Slade, Sweet—were working in pre-video times,
         but we’d be thinking visually. When we did Top of the Pops, which was our major outlet, we devised some outrageous props. I used to come out
         on motorbikes, or moons to stand on” (qtd. in Thompson 305). This is not to say that
         the glam sensibility, its consciousness, could not be transmitted solely through music
         and lyric. And yet “Starman” was ur-glam, so quintessential, because it functioned
         so effectively as sound and vision—because it reached back in search of more musically direct, even simpler models;
         because it genuinely reached out to its young audience; because it restored spectacle
         and theatricality to rock via stagecraft, fashion, and props; because Bowie clearly
         reveled in the constructed nature of the performance persona; and because, like all
         glam with its magpie tendency, it treated existing styles and voices as fair game
         when it came for source material to plunder. 
      

      
      February 1974. For Barney Hoskyns, T. Rex’s “Hot Love” (1971) was his “password to the mystery
         of pop’s power and glamour,” the song “that seduced [him] and kept [him] coming back
         for more and more and more” (4). Well, for me, that would be Sweet’s “Teenage Rampage,”
         the first single I ever bought. To my mind, “Teenage Rampage” could not have offered
         a more thrilling introduction to pop music’s “power and glamour”—cartoonish but no
         bubblegum novelty. Fittingly, like many I’m sure, I saw it at the very moment I first
         heard it. Eighteen months after offering the nation its first sighting of Ziggy, Top of the Pops was now liberally and gratefully dosing glam to more than fifteen million viewers
         every week. On a run of peerless singles that would invariably be backed by memorable
         on-screen performances, Sweet had become a Thursday night fixture by enthusiastically
         embracing producer Mike Leander’s belief that “glam rock was all about putting on
         a show.” As a result, “the records too were constructed to be seen,” he pointed out,
         “whereas in the Sixties they were constructed to be heard” (qtd. in Hoskyns 41). Featuring
         stomping tribal rhythms and simple, repetitive riffs, peppered with teen crowd noises
         calling for the band to lead us into battle with our parents and possibly even older
         siblings, here was a less subtle, more easily digestible “Starman” (“Star-Teen,” perhaps)—visceral
         and exciting, humorous, and fun, an all-inclusive, shouty call to arms. Yet, this
         being glam, there was strangeness too. I was certainly not alone in being fascinated
         at the sight and behavior of Sweet’s bass guitarist, who wore women’s clothes and
         heavy makeup, and whose voice, gestures and onstage moves compelled one to lock onto
         him whenever the studio camera picked him out (which it did a lot, of course). Yet,
         I do not recall ever being shocked by Steve Priest’s appearance and camp antics; and
         neither can I remember any negative comments from my watching parents, even as Priest’s
         performances seemed to grow more outrageous by the week. As far as I can recall, there
         were no playground assaults on Sweet fans. Perhaps because in just two years or so,
         Bowie and other glam acts had prepared the way for greater mainstream tolerance of
         the transgressive. Perhaps because what constituted the “normal” had dramatically
         shifted in the face of glam’s counternormative challenges.
      

      
      Warranting often little more than a footnote in rock history, we might conclude that
         glam’s commercial success is what lies at the very root of this marginalization. Is
         it all so “obvious” that it simply does not deserve serious critical consideration?
         Is this why rock narratives appear to confound that truism about history being written
         by the “winners”? Certainly, at least insofar as the 1970s are concerned, it seems
         as if popular music history has been written by those who identify with its “losers”—ergo,
         the disproportionate critical attention paid to the likes of Nick Drake, the Krautrockers,
         and even the punks. By contrast, glam has found itself largely erased from this narrative—not
         “cool,” too “pop,” too British, a novelty, an unnatural aberration, “the rock that
         dare not speak its name” (Turner, Glam Rock, 10). But, of course, this is a version of history that simply does not tally with
         the pop life that I and millions of other young Brits lived out at the time. It is
         a version that we refuse to accept. Propelled by revisionist ire, then, Glam Rock investigates the origins, development, and impact of an undervalued and misunderstood
         musical genre that has for too long remained hidden in plain sight (and sound). Wedged
         between late ’60s rock and late ’70s punk, glam has failed to generate anywhere near
         the volume of studies that have emerged from these fabled and much-storied moments.
         This despite—or perhaps more pointedly because of—the fact that many millions of glam records—singles and albums—were sold. T. Rex
         reportedly shifted sixteen million of them in just eighteen months to the middle of
         1972, representing an impressive, almost Beatles-esque 4 percent of all recorded music sold in the UK. Now, sales alone do not necessarily make this a tale
         worth telling; but at the very least they should add significant heft to the case
         for glam’s inclusion in the pop grand narrative. Exploring it in relation to a range
         of key contexts (artistic, political, psychoemotional, sexual, demographic, and commercial),
         this book will treat glam to the full account that it surely deserves. Woven into
         the fabric of the pop everyday, it was “not just a highly successful trend in popular
         music—it became something like a cultural dominant . . . manifest as sensibility in
         all areas of British popular culture in the 1970s” (Auslander 49). As zeitgeisty,
         then, as the revered rock formations that immediately preceded it and those that would
         follow it. Arguably even more so, because of that long, wide reach. And, as the global
         reaction to David Bowie’s death demonstrated, the story of glam is not only one of
         how it carved out a meaningful place for itself as a musical style in a specific time—but
         also of how it has continued to be received and understood by musicians, the industry,
         critics, and, most importantly of all, audiences. 
      

      
      Glam delivered an exhilarating, colorful, and sugary explosion of pop joy.
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