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and activism have become the norm" [p. 55] and contends with a proactive engagement 

with cultural production. Within this punk 'scene' -- "'scene' because participants are 

organized so loosely and politics regarded so expressively, that political tendency would 

be too sociological a term" [p. 55] -- politically active English punk imports (e.g., Crass 

and Chumbawamba) and all or mostly-female bands such as The Raincoats, The Slits 

and X-Ray Specs, implemented a "rhetoric of egalitarianism, self respect, and social 

change" [p. 45] and combined music, performance and writing into overt forms of 

political refusal. These punk artists "sought to unify the punk scene by encouraging 

cooperation among bands and scene business, as well as curbing violence at shows" [p. 

45]. 

Within contemporary feminist/feminine-centered punk scenes, positive punk 

ideology is one basis for a focus on the erection of self-sustaining entrepreneurial and 

networking enterprises in the graphic arts, independent zine production, self-created 

style, the establishment of independent record labels, all supporting the notion that 

"playing music is only one role in a more elaborate set of tasks and relationships that 

define the musical world" [Frith, 1992, p. 175]. Not only is it the case that "the simplest 

school or garage group becomes 'a band'" [p. 175], but the band is often the focal point 

around which a "support network of promoters and publicists, drivers and carriers, 

dedicated fans and followers" [p. 175] revolve, all aiming for the ultimate goal of 

subcultural credibility and the dream of economic self-sustainability. The increased 

cooperation among bands and scene businesses underscores an important transformation, 

one which is only beginning to receive adequate attention and is of central concern to this 

essay. In this sense, the composition of the punk scene, Boston no exception, 

resembles that of grass-roots political activism. Self-producing a record or 
getting in a van and touring the �c�o�u�~�t�r�y� with no corporate support recalls 
radicals' direct action approach, which bypasses the bureaucracy to get a 
message across [Powers, 1993, p. 33]. 

Despite a tradition of conscientious cultural opposition enhanced by positive 

punk, one that significantly focused on de-bunking rigid gender roles, the world of punk 
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was not the free-floating utopia depicted most notably by Dick Hebdige [ 1979] . 

Conditions of marginalization and repression of female pleasure in the punk scene, 

through the gendering of the performance space (acutely expressed by the dearth of 

women in bands), illustrate that punk remained "dominated by the sensibility of white 

heterosexual males, who possessed little feeling of solidarity with other movements and 

lacked a political vocabulary" [Goldthorpe, 1990, p. 42]. Reflecting the status often 

allocated to women in all levels of culture, "female punks were ... placed in an ambiguous 

position, either accepted as "one of the boys," or marginalized as 'girlfriends' who were 

not really punks" [p. 41]. A microcosm of larger social conditions, tales of 

marginalization, trivialization and ignorance have been handed down and continue to 

reflect the experience of many women in this scene. 

Changes in contemporary punk scenes regarding woman rockers did not 

suddenly happen. However marginalized, women figure significantly in early punk: 

"Ground-breaking women helped nullify the prejudices against their acceptance into rock 

-- literally -- one at a time" [Chase, 1993, p. 4]. Whether in behind-the-scenes capacities 

as sound people or clothing manufacturers, or in all or mostly women bands including 

Siouxsie and the Banshees, the Au Pairs, the previously mentioned Slits, and X-ray 

Specs, female artists have always pushed the boundaries of subcultural refusal. 

Unfortunately, the first-wave of subcultural critiques failed to highlight their presence, 

focusing instead on "male-defined activities (such as fights), male relationships, and 

male-defined sites (such as street corners)" [Willis, 1993, p. 371]. 

In the US, transgressions of gender in subculture were underway as artists such 

as Patti Smith made "a space for feminine intervention and performance, a space that 

would be exploited effectively by women in the English punk movement" [Shank, 1994, 

p. 92]. Following Patti Smith's street-wise aesthetic "and swelled by the burgeoning 

punk thang [sic], scads of women-powered bands formed" [Chase, 1993, p. 4] to make 

their own meanings, thereby countering the limitations imposed on women in indie rock 
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