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Chapter 1: Theorising Morrissey-fans

Introduction
In the spring of 2004, Morrissey released his caklalbumYou Are the QuarryA few years
earlier | had discovered his former band, The Ssnitfrough being a fan of another fan of theirs,
the Swedish singer/songwriter Hakan Hellstrom.d hawever heard rumours that Morrissey’s
solo material wasn’t as good as The Smiths’, araidhbf being disappointed by my new hero |
decided that it would be best to avoid it altogeti#ed anyway, when | first started listening to
The Smiths, Morrissey hadn't released anythingaaryg, as he had lost his record deal in 1998.
But his comeback made me curious; | loved The Satid Morrissey as a relic, and then
suddenly something new was released from the sb@sceould be expected, the album turned
my world up-side down, not to mention emptied mgkoaccount, as | suddenly realised that |
had to purchase all of Morrissey’s solo material &ravel to places like Kristiansand and London
to see him play live. In other words — and thithies confession — | am a Morrissey fan.

To write a master thesis about oneself might saatidabsorbed and a little risky. Still
the idea of the objective researcher has beeneowahe in human sciences for decades, and the
discussion is almost worn out. Particularly in faisi epistemology, the point that the researcher
and his or her background are always present iwtrk has been emphasised. | find the term
situated knowledges coined by professor in Histdrigiology Donna Haraway to be useful
(Haraway 1988). Providing a feminist critique oblloigy inspired by for instance Marxist
standpoint theory, she has particularly studied tteumale dominance in biology has produced
knowledge to reinforce cultural ideas on differenbetween the sexes, precisely because the
male scientists interpreted their findings fromhinita cultural frame where they wanted to find
differences. Haraway questions the idea of objeaience, calling it a “god trick”, where one
claims to see everything from nowhere (Haraway 15BB. At the same time, she does not
undermine the importance of objective researchgdde®nstruction of objectivity should not lead
to relativity, but to an understanding of embodaggectivity. For Haraway, there is no better or
worse standpoint from which one performs resedhghimportance lies in situating oneself in
relation to the subjects one is researching. Tldama that it is still possible and preferable to
have standards for objective research, the impoetéies in keeping in mind that the researcher



producing this knowledge is writing from a part@ylembodied point of view. The point that
knowledge is situated is one which calls for humbks and self reflection, because it means that
in the end, all researchers write about themsetvese way or another. The fact that | am firmly
grounded in the material | am to study means that writing not only as a researcher studying
fans, but also as a fan doing research. | thus faie considerable preconceptions both on what
it is to be a fan and what it is to do researcthenfield of humanities. All my life | have been
interested in music, both as a fan of varioustaraad as a musician. My academic background is
shaped by Folkloristics and Feminist Theory, whdkth has forged an interest in studying “from
below”, in other words, write from the point of weof everyday fans, specifically looking for the
extraordinariness which lies in their devotion tosie. Following the logic of situated
knowledges however, one could probably more acelyraty that | study “from inside” rather
than “from below”; | am already situated within tfeeadom which | study.

On that note, the idea to write about Morrisseysfaas in fact not solely based on a will
to write about my own passion, but was somethicgnhe to think of when | for some time
interacted with other fans on the forum on the wage morrisseymusic.com, a forum which has
now been closed down. The discussions on this fonate me realise that being a Morrissey fan
was far from a uniform thing, but despite all thi#edences, what we all shared was a heartfelt
devotion towards the same man and the same musilyacs. The fan in me was outraged that
right wing conservatives dared call themselves Msey fans and annoyed that some fans
claimed that to be a real Morrissey fan you halde@ vegetarian. At the same the academic in
me was eagerly analysing how we all interpretedstiree material against our very different
backgrounds, and how such a little thing as tastausic evolved into something so personal and
emotionally important that a diverging interpretatielt like a personal insult, or just plain
wrong. Thus, what first caught my interest was Hiams act as cultural critics and constantly
negotiate the meaning of their specific objectasfdom, thus making it into a cultural sphere.
The decision to study how this appears in Morridgaeglom was of course to some extent based
on wanting to work with and maybe spread the masitlyrics which | loved, but also on the
fact that | knew that being a Morrissey fan myselould be able to spot the hidden messages,
references and quotes in the utterances of the fans

The overall aim in this project is to look at thHetent meanings popular music has for

people who call themselves fans. This will be done¢he basis of two main claims. One is that



fandom is based on emotionality, which means thatteanings produced by the fans cannot be
read from the point of view of so called rationahaviour. The other is that fandom is at the
same time general and genre specific, and sadtienough to study fandom as one
phenomenon; when studying the relations within ¢enane needs to take into account the
specificity of the fan object. | will explore thily mapping out the field of Morrissey fandom
through looking at how different people talk abthgir fandom, as well as looking at other
utterances in the field of Morrissey fandom suclmagiazine articles and fiction. How do
different fans create and re-create the cultudaéspwhich this particular fandom appears as?
How can the study of specific fandom help to sheglk lon general theories on fandom? | will
look at fandom as simultaneously an emotional addeursive practice, in other words, as an
emotional discourse. This will entail taking intocaunt cases where fandom is used in the lives
of the fans as a means to something else thaplgessure, as well as looking at the dimension of
simply being attached to it as a source for enjoymy doing this | aim to provide a deeper
understanding of fandom as an individual, althocgltectively derived, activity, and also shed
some light on the importance of the content ofgpecific cultural sphere to how this activity
unfolds.

I will suggest that there are different levelsafidlom, which often exist simultaneously.
Fandom is based on an emotional attachment, bre iha difference between being emotionally
attached to the music and lyrics as art and feelingmotional attachment to the man or band
that are making and playing the music. In additmthis, | would also single out being a fan of
the message conveyed as another level. Thus wetlvavierms in which fandom might exist,
one emotional, which is connected to the experiegoe one which concerns the usages this
experience is put to, in other words expressioes€hwo forms again are manifested on
different levels: as enjoying something on the Il®@fenere pleasure, as worshiping an artist, and
through using the messages conveyed by the artwstes life. It could be argued that there is a
dialogic transference between these levels. Engpfie music might lead to admiration of the
artist, which might evolve into using the messagms/eyed by the artist in one’s life. At the
same time, | will argue that fans are not so stigsad, and so in talking about their fandom they
might as well express enjoyment of the music alidaiaout how they relate to the message, and
still take a distance to any kind of hero worshiphe artist. In other words, the lines between

these levels are most often blurred in the infortsisstories. Some express their fandom on all



levels, and some do not, but all express fandottmetevel of enjoying the music as such. Still, |
would not say that any of these levels are moreoitapt than others. Of course, in music
fandom, there must necessarily be an element of/grg the music as such, or else one would
not be a fan. At the same time | claim that theeflgyment of fandom on the two other levels is
no less important for the fan than the music ielits~andom is thus an area of culture with a
wide range of possible uses. Some fans recognimetbng in the lyrics and use this in their
lives, others enjoy the poetry of the lyrics andhad Morrissey for his lyrical capability, but do
not interpret his messages as anything else thetmyp&till one cannot say that any one of them
is a more proper fan than the other.

Who are The Smiths and Morrissey?

Steven Patrick Morrissey was born on 22 May 1983 anchester, England. His parents were
Irish immigrants, and he grew up in working clas=aa of Manchester. In the biography
Morrissey and Marr: The Severed Alliande is described as having been an outsider wléen h
was an adolescent, dedicating most of his timesterling to music, writing letters to music
magazines about his favourite artists, and stayirigs room (Rogan 1993). He has on one
occasion claimed that “when young, | instantly exield the human race in favour of pop music”
(Hawkins 2002:67).

According to myth, the foundation for The Smithssvaid in 1982, when the young
guitarist Johnny Marr knocked on Steven Patrick fidsey’s door and told him that he had read
his lyrics and would like to form the greatest seriing partnership ever. Johnny was also a
second generation Irish immigrant. He was a fewsy/gaunger than Morrissey, being born on 31
October 1963. According to biographer Johnny Rogammeeting was not so draped in destiny
as Marr and Morrissey would have it. Marr had caned a friend of Morrissey to come with
him to the house and act as mediator and was segiyoshattering nervously, afraid that
Morrissey would not like his ideas at all (Rogar®9349.38). The meeting was however a great
success, which certainly paved the way for mythialog the story in hindsight; in 1983 they
released their first single, “Hand In Glove” as ®maiths together with drummer Mike Joyce and
bassist Andy Rourke. Their first album, titl@tde Smithswas released in February 1984 and
reached a second on the UK charts, and in 198646eond albunMeat Is Murderhit number

one. Years later, in 2002, they were selected th&t influential pop band ever by the music



magazinelhe New Musical Expre¢BIME), leaving The Beatles to a measly second (NME
April 2002).

The namelhe Smith$s one which gives associations to the everydtherahan the
supposed glamour of the music business, and acohogist Stan Hawkins points out, it stands
in stark contrast to the names of other populangsmf the early 1980s such as Wham!, Spandau
Ballet and Bananarama (Hawkins 2002:70). To Hawkimes mundaneness of the name is one
that captures the essence of Englishness. Thisdsaavay of capturing the essence of the
“everyday person”, thus implying that they are iiftedent from anyone else. Even to the non-
English listener, the name Smith would probablyjeman image of someone firmly grounded
in the everyday, aligned with the Norwegian “Olar8lmann” or the Swedish “Medelsvensson”.
The importance of this name is further underlingdhe music, as they consciously opposed the
synthesizer based pop of the time using only gui@ass and drums. Hawkins quotes Morrissey,
saying that “The Smiths are absolutely real faneterad of the frills, the gloss and the
pantomime popular music has become immersed ind.flb

After they reached fame Morrissey dropped his tingi hames and became one of the
most interviewed pop stars of the 1980s, famousifowit and sarcasm, and infamous for his
ability to say everything and yet not reveal anythabout himself. They were signed to the
independent record label Rough Trade, and followiegindie spirit they were in opposition to
the music business and suspicious to any form ptbéation of artists. According to Rogan,
wanting to have control over everything from thedarction of the music to distribution and
promotion was a major cause for the break up ofjtbep in 1987, when Johnny Marr after
weeks of rumours being spread in the press firmilyounced that he was leaving the group
(Rogan 1993:264ff). Marr himself has claimed iremtews that the reason why he left was that
he felt that he had nothing more to give music@@¥Mojo 2004). Whatever the cause, with Marr
out of the group, the songwriting partnership whell been the backbone of The Smiths was
broken, and there was no way forward for the graftgr that. The decision not to bring in a new
guitarist served to further mythologize the songiwgi partnership; the magic of this relationship
is noted upon by almost all of the informants iis fbroject.

After the band split, Johnny Marr went on to doab®ession musician, and later
experienced mediocre success in the 1990s withamds Electronic and The Healers. Morrissey

however was not ready to leave the spotlight. Ha@aliately started a songwriting collaboration



with the producer of The Smiths’ last studio alb8trangeways, Here We Cons¢ephen Street,
who wrote the music for his first solo alboriva Hate released in 1988. The album reached
number one in the UK charts, proving that the fainghe Smiths were willing to follow
Morrissey in his solo career. After the succesd@liut, the reception of Morrissey’s albums
during the 1990s was mixed. He repeatedly changegveiting partners, with variable luck.
The all time low came in 1998 when he releasedlibbem Maladjusted, and subsequently lost
his record deal. He did however not lose the hard tan base, and when he finally signed with
Sanctuary Records and released the alldomAre the Quarryn 2004, the album topped the UK
charts, and the four singles released all madedtthe top 10. The comeback album was the
most commercially successful of all of his solouats, and served to add new fans to the fan
base.

After the loss of his record contract, Morrissegued first for a short while to Dublin,
and then on to Los Angeles, where he lived for maggrs in a house on Sunset Boulevard
originally built by Humphrey Bogart for Carol Lomigh With the release of his latest album
Ringleader of the Tormentgrse moved to Rome, which is his latest known liocat

In this study | will not divide sharply betweem$aof Morrissey and fans of The Smiths.
The informants in this project in fact uses bothaigtions when they talk about their fandom,
and even those who say that they prefer the méidib® Smiths highlights Morrissey’s role as
lyricist and front person in the group as importdany fans seem to take for granted that being
a Morrissey fan implies both listening to The Smei#tmd Morrissey’s solo material. Morrissey’s
official artist-persona was crafted during his timé'he Smiths, and it seems like to most fans,
there is no significant difference between Mornysas vocalist in The Smiths and Morrissey as
solo artist, other than that he has grown oldergaided some weight. This is also apparent when
the music magazing3 andMojo in 2004 collaborated on releasing a special isgakicated to
Morrissey and The Smiths, where the stories, imt@rs and reviews of the albums are in
chronological order from the formation of The Smjtthrough the break up of the band and
Morrissey’s solo work, and ending with Morrisseg@meback album{/Mojo 2004). In other
words, Morrissey’s career as an artist, from getas vocalist in The Smiths and into his solo
career, seems to be perceived as an unbrokerahdegll of it is included in what | will describe
as the cultural sphere of Morrissey fandom.
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Overview of the field of fan studies

The fan is a familiar figure in popular culturedahis used as a more or less unproblematic
description in everyday language. But even thoughktrpeople these days do not hesitate to call
themselves fans of this artist or that actor, énse like when it comes to the more “serious”
meaning of the word, like when I tell people I'miip my master thesis on fans, the subject of
my study is always assumed to be a stereotypidadmof the stalking, deviant fan. In her 1992
article “Fandom as Pathology”, Joli Jenson saysiththe earlier literature on fans, they are seen
as a passive response to what she calls the stansythat is, as a result of celebrity. She even
guotes psychologists claiming that fans are jusdraof a “cult of celebrity”, saying that this

gives a chance for the “losers in life and sex®express their dominance” (Jenson 1992:10).
This is, she claims, derived from the knowledgescmous or unconscious, of the word fan
having its root in the word fanatic. Although a lats happened in the study of fans during the 15
years since Jensen wrote this article, it is stiilking to see how this notion of fans is stilkye
much alive in popular culture.

The book in which Jenson’s article was publisiéde: Adoring Audience: Fan Culture
and Popular Mediawas one of the first studies which aimed to tsdwously the academic study
of fandom. Editor Lisa A. Lewis ends her introdoatiwith claiming that “fans must be given
credit for responding with energy, creativity armimism to difficult, and often unjust, social
conditions” (Lewis 1992:6). Though at the sameetishe admits that not all fans are happy,
creative lovers of popular culture; an intensergdein popular culture does not necessarily
amount to creativity, it might just as well leaddestructive behaviour. What was new in Lewis’
claim was the recognition that not all fans, int f@aybe most fans, are fairly normal people
living fairly normal lives, in addition to havingassion for some TV show or band. These
people’s passion is a cultural expression whickdgh studying without being compared to
pathologically obsessed people who stalk or coranmtes, as they in reality form a very small
portion of the people who call themselves fans.

Another book which was important in making fandamserious topic of study was Henry
Jenkins'Textual Poachers: Television Fans and ParticipatGnyjture also published in 1992
(Jenkins 1992). These two books have in commorthiegtdescribe fandom as a positive

phenomenon. Jenkins said about his book in 1996Hkabne sided focus on the positive sides of
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fandom was in fact a tactical choice, importarthattime because of the need to rethink the
predominantly negative views common in academiowaets on fandom (Quoted in Hills
2002:10). This resembles the view expressed by 4 awtihe quote above, and highlights that
these two books, although being regarded as ctagstbe field of fan studies, must be read with
the context in which they were written in mind.

The next milestone in the study of fandom cam20©2, with Matt Hills’ bookan
Cultures a book which summarises the directions of fadistithus far, and maps out new
directions for the future (Hills 2002). One of hisin concerns is the relationship between fans
and academics, problematising the fact that acamewriting about fans for the most part are
fans themselves. He sees this in relation to thpision which has traditionally existed between
fans and academics where fans are seen as embtionatn and irrational by academics, and
academics have been seen as wanting to pathokmismisinterpret fandom. This discussion is
based on an unwillingness to accept the dualismshaditen arises in academic studies; in fan
studies most often appearing as good versus badrfaand the dualities between rational
academic and irrational fan. Aiming to provide avmaodel for academic work on fandom, Hills
goes over a vast terrain including many kinds ofliméandom, providing different theoretical
approaches to study the different sides of fandmsed of course on the assumption that it is
possible to make a model for the study of all typefandom. This leads to a use of examples
from research on different kinds of media fandomnt television to music, which even though
he is careful to relate the theories to the respeabedia, do obscure that there are important
cultural differences to different fandoms. Howeware of his main points is that the common
basis for fandom is the emotional dimension, amad tiis is a focus which should be reinstated in
the study of all kinds of fandom. He highlightstttize one sided focus on the positive, creative
aspects of fandom aimed at removing the negatereatype of fans which was prevalent in fan
studies during the 1990s has reached its goalitamdow time to reinstate the dimensions of
psychology, emotion and experience. It is timedmi that the emotionality and inconsistency
of fandom does not underline its relation to madnbst is merely a sign of human devotion,
with the negative or positive consequences thigiaad to. One thing which | do object to in
Hills’ account is the focus on the fan communitgplying that fans always exists within a group
setting, and that what is important in the studfaodom is the relationship within the fan

community, and not so much the perceived relatipnisatween fan and fan object.
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The personal relationship between fan and fancolpjays a major role in Cornel
Sandvoss’ bookans: The Mirror of ConsumptiofBandvoss 2005). However, even though he is
concerned with what happens in the meeting betvaeand fan object, he is not interested in
the specific outcomes of each different meetingtdad he argues that fandom should be studied
across different fan cultures, because even ththagdifferent objects of fandom differ vastly,
“these are all read and negotiated as (mediatgtbyetheir fans” (Sandvoss 2005:8). Following
this, he wants to perform an analysis of the défifiees and similarities of fan practices across
genres. Even though such an analysis is useful wiemes to exploring the different ways in
which it is possible to be a fan, the basis fos thnd of analysis does in fact contain the opjosit
of what Sandvoss suggests as the way forward inelsgarch, namely that different fandoms
amount to different fan practices. If one is to noap the differences and similarities between
fandom across genres, one necessarily cannot disloee studies of specific fan cultures. The
realisation that both popular texts and icons eael las mediated texts by the fans is an important
one to keep in mind, but this does not mean theasgecificity of the reading loses its
importance. In my opinion, the importance wheroines to studying fandom as part of popular
culture is to acknowledge that it is about howet#it people use specific popular cultural texts
in their lives. In other words, acknowledge the tiplitity of fandoms as cultural phenomena. |
follow Sandvoss both in his claim that fandom ashss a cultural phenomenon, and also that it
as such not necessarily needs to be related tbcalsure, as is assumed in some earlier work.
What | object to is the risk of undermining the gfieity of different fandoms when it comes to
studying fandom across genres. Comparison is nelelbat as it is performed by Sandvoss, it is
my opinion that it blurs the lines between the #pecultural expressions related to the specific
cultural spheres within which the fandoms exists important to take seriously the differences
between sport and music, and the fact that althdegig fans of different genres is based on the
same devotion, the practices cannot be circumdisadthe very specific cultural expressions on
which they are based.

Thus, there seems to be an agreement in recamtab®n fans that what is needed is to
reinstate the emotional and psychological dimensigtinout falling into the trap of
dichotomizing between good and bad fandom. Studfgndom as being based on emotionality
rather than rationality is not the same as sayiatfans are obsessed and out of control, and to

take seriously these emotions as normal human idevistthe only way to finally rid the study of

13



fandom of the threat from the negative stereotypleat | see as a problem in these accounts is
the lack of focus on the different relationshipshivi fandom, where the fan has a perceived
relationship to the fan object and at the same hiageto relate to being a part of a group of fans.
This is a dimension which in my opinion is overledkn earlier research. | am also suspicious to
the tendency, particularly in Sandvoss’ book, scdnnect fandom from the specific object of
fandom, thus not taking seriously the specificualk expressions of different fandoms. It is my
opinion that comparative studies on fandom musagénake into account the specificity of each
fandom to the cultural sphere in which it existeBthough it is important to understand fandom
on a structural level, in other words as a speeche this is in my opinion not sufficient for
understanding the specificity of being a fan. just as important to take seriously the different
genres of which one is a fan; being a fan of filml deing a fan of music has its similarities, but
the dimension of how people use culture is loshi# does not take into account the specificity of
these genres, as genres within the speech geneecadnot talk about “the fan” circumcised

from the fandom in which this fan resides, becausat defines this person as a fan is
interwoven with the content of which s/he is a fahe fan object is always a part of the fandom;
one cannot perform an adequate analysis on fahsutitaking seriously the specificity of the
different genres and their respective spheres. ¢Jénany opinion, mapping out the many

different cultural spheres of fandom is still im{zort.

Fans as source material

The analysis will be based on data ranging fromegavritten by fans about their own personal
fandom to published material relating more to thieese of Morrissey fandom in general. The
main part consists of stories by 16 fans of difféege, gender and geographical locations. These
are a few of the originally 130 fans who answene@@d which | placed on the web site

www.morrissey-solo.corBeptember 2005, asking Morrissey fans to takeipanty study. After

receiving e-mails from fans who were interestegarticipating, | sent out an e-mail asking the
fans to tell stories about their fandom. In thisiaH | informed that the main focus of the study
would be on the emotional dimension of fandom, #uedrelationship between fan and fan object.
| also asked a few questions to help them getestamd get an idea of what | was interested in
hearing about. This gives the material the qualitinitiated sources; the material as stories

would not exist had it not been for this study.s[owever, does not imply that the sphere as
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such is invented. The informants contacted me erb#sis of me asking for fans on a web site
which with its existence takes part in definingsthg@eople as a group of fans. They would not
have sat down to go through their life as fansig way on their own, on the other hand, they
would not have responded to my query had it nohlbeethe fact that they recognise themselves
as fans and thus felt it meaningful to send me steries. In the letter | specifically asked about
the emotional dimension, how the fandom had aftktieir lives, what was most important
about the fandom, instead of asking about moreret@cmeasurable information, like what they
knew, how many CD’s and bootlegs they owned anoihsd his means that | have acquired a
material where the fans appear as specifically emal, and this is important to have in mind
when reading the thesis. This is of course a méthbdhoice, and asking these questions has
given me a material which | can work with in retatito my theoretical material.

It is also important to note that only 16 out o first 130 fans actually got back to me
with their stories. This raises questions of thresentativeness of the material. How do | know
that the 16 who got back to me with their storiesrapresentative of the group of Morrissey
fans? The answer to this question depends on wihatlg it is that the informants are to
represent. Historian Knut Kjelstadli has pointed that when it comes to human sciences where
the source material is people’s thoughts and opsand not concrete facts which can be
checked, achieving a statistical representativeimetbee material is not possible (Kjelstadli
1981:76). Thus, writing from the point of view aéngonal fandom, the stories are read not as
representative of the entire group of Morrisseysfdnut first and foremost as representing
themselves as individual fans. The stories are bieémg supplied with other types of source
material to create a fuller picture of what thisdam consists of.

Another question which is more difficult to ansvi®why so many people first
volunteered, but then did not follow up after thed been further informed on what the project
was about. The focus on the emotional dimensiorhtiig one of the reasons. | did not ask for
people to merely talk about the practical dimensibtheir fandom, and so the perspective might
be one which cuts into people’s personal life imey many might feel uncomfortable. | was in
fact asking them to relate a part of their persdifeafor me to analyse in an academic paper, and
even though one is promised total anonymity, maayld/probably rather not tell just anyone
about something that personal. The emotional diroaris one which is tinted with ambiguity, as

I will get back to later. It is connected to theational, and is often on collision course with the
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ideal of rationality in modern society, and so E®m@bout ones own emotional life is probably
not easily told to just any stranger who at theeséime wants to look at the stories through the
rational lens of the academic. Another reason nmghthe fact that | asked for stories instead of
just sending out a questionnaire, which will neaegsbe more time consuming and demand
more of the informant. The combination of askingdtories instead of short answers, and these
stories to be about the fans’ emotional life, doedoubtedly put an extra demand on the person
writing. It is asking the person to dig into themotional life, question their fandom and then
send this to a stranger who wants to analyse itaér life. This is a process that demands both
time and effort for the person. At the same timanynmight have been more interested in
writing about Morrissey himself. Many fans do hayeat amounts of information and curiosities
stacked up, and might be more interested in rgdtiis material than talking about their feelings.
Some might even find it very difficult to talk akiaheir feelings, not necessarily because they do
not want to, but because they might not be uséd Tdere might be a number of other reasons,
but the main point is that the final 16 informaate not chosen by me. They appeared more or
less coincidentally, and are therefore not necégsapresentative of the entire group of
Morrissey fans. On the other hand, my aim is natatp something about the representative fan,
but find how different individuals use the matewéthe same cultural sphere, and the fact that |
was not in the position to choose between an amgaedaf informants gives the material a quality
of randomness which could make it less taintedcheyprrejudices which might have been present
in a selection process. | have not been able tosghthe fans that seemed to be most
stereotypical or most alike, but have instead batktl with the similarities and differences
which the material has given me. This has provitedvith 16 different views on what it is to be
a fan, and as all of them are in some way a paatfah community, at least as visitors to the
Morrissey-solo site, their stories provide a pegk Morrissey fandom.

The material is not subject to licensing, but isdthon an agreement between me and the
informants that they would be anonymised, in otherds on an informed consent (Alver and
@yen 1997:109ff). The main reason for why | haveapplied for a licence to collect the
material is that the informants are from abroadn@lof the informants come from the same
place, and by revealing only age, gender and thatcpthey live in, there is a very small chance
of identification. Another reason is that even thlothe subject is touching upon very personal

issues for the informants, it is my assessmentah#ihe material is so focused on the fandom and
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thus does not contain a lot of information aboetitiformants’ lives other than this, the
possibility of recognition becomes even slightdrale given each of the informants a number
combined with the letter M or F, identifying thengker, placed in brackets after each quote. A list
of age and location can be found in appendix 1.tAeroissue regarding anonymity is that the
stories have been collected over the internetethawve been no contact between me and the
informants other than through e-mail. This meaias kihave not met any of the informants and
they have not met me, which creates a distancedaetime and the informants which might
amount to other consequences than if | had perfdifirelwork based on interviews and face to
face interaction. Folklorist Bente Gullveig Alvandisociologist @rjar @yen points out that time
and distance makes it easier to cross the lindsetprivate sphere (Alver and @yen 1997:140).
This means that the distance might make it easrahé informants to relate their personal
stories, but another consequence might be thatisitence makes the researcher less
conscientious when it comes to treating the mdteria way that is ethically justifiable. Thus it
has been important when dealing with the matesi&eep in mind that these are stories
containing sensitive material, told by real, livipgople who deserve to be treated with respect.
The material | have collected has not been ed#ed,is thus quoted exactly as it was written by
the informants. This means that a few misspellmgght occur in the quotes.

Most of the informants are male, only 4 out of Hiéeare female. Of the ones who told me
their age, the ages range from 13 to 33, with engafe not telling her age, but revealing that she
has a son of 25, which probably means she willdueie45-50 years old. In other words, there is
a fairly vast spread in age. This shows that eliendgh fandom often is related to youth cultures,
the informants who are no longer in their teerkste themselves as fans, go to concerts and
check the Morrissey-solo web site for news. Mantheim say that their fandom was most
important when they were in their teens, but a$aws that they discovered Morrissey and The
Smiths when they were in their twenties. The |lanaiof the respondents more or less reflect
that this is western popular music, seven of themdfrom the UK, three Canadian and two
from the USA. Two are Swedish, one is from Mexiod ane from Spain.

Another source of empirical material of a simtgality is found in the bookll Men
Have Secretswhich is a collection of small anecdotes writbgrfans (Gallagher, Campbell and
Gillies 1995). The stories in this book was caliedin advertisements placed by the editors,

though they do not mention where these advertiseswegre placed; a guess would be in music
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magazines, as there are contributors from a widgeraf countries from all over the world. The
stories are written in connection to a song reabtuie The Smiths, all songs are covered, and
there are at least three stories by different tanter each heading. The content of the stories
ranges from specific memories a fan has to thig someneral musings on being a fan. The book
is, as the editors say in the introduction “undelyi@hort on opinion, and shorter still on
analysis”, which means that this is a book contejra material which resembles the one
collected by me over the internet (Gallagher, Caglind Gillies 1995:xiii). The difference is
that this material is written without regards te #pecific emotional dimension of fandom. It is
however interesting to note that even though tisgshan which the stories are written are

different, the main themes in the material are réeéess quite similar.

Selected themes and how to reach them

There are a few themes which are recurrent indleated material, both the stories collected by
me and the stories found All Men Have Secret$-eelings of being misunderstood, of not
finding one’s place in society, in other words teeling of being an outsider, are commonly
mentioned. Many of the fans say that they find a®ia Morrissey’s lyrics regarding this. He
makes them take pride in their outsider positioth miakes them feel that it is in fact the others
who are mistaken, that they are an exclusive godygeople who “get it”. One can trace a strong
identification with Morrissey and his official pensa here, as he in interviews repeatedly has
talked about how he grew up an outsider, and hosalys that he still feels outside of society,
and also claiming this is how he wants it to bearnnterview in the music magazik®jo in

2004 he said that “I honestly begin every singhg aialy with the intention of avoiding people”
(Mojo, June 2004). Of course, to a person who feelsaikeutsider and does not identify with
their social environment, it must be an importaassurance when a successful artist asserts the

same views on life. A 21 year old male from Englaxglains it this way:

Morrissey is an inspiration musically, but alsoifian inspiration to my lifestyle, as he has helpedto be
me. Although that may sound strange having just ray stories, | have always been the person l@am n
shy but sometimes outgoing (when the time is right¢ always cared about animals, I've always kbve
good music, that actually means something to peaplepposed to to Pop “Who Wants To Be Famous for
15 minutes” Idol you see on TV. To those peomal music means nothing, music has now become more
about celebrity, something that | do not likeisltot about the fashion of an artist, but the arptions of

life that they have to offer. (8M)
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Here the notion of being different is expressedulgh the person’s attitude towards music. In his
opinion music should be about more than becomingtes, and in fact also more than just the
music itself. To this fan music should provide aplanation of life, which is in itself a view not
necessarily shared by most listeners of pop milisghowever a view he shares with Morrissey,
which might help to reinforce those views and Hetp acknowledge his own views and his
differentness.

Another example of this kind of identificationfeund in a story irAll Men Have Secrets,
in a story written about the song “How Soon Is Nowie fan writes that he grew up being not
only an outsider among the people his age, he isashamosexual. He writes that he would
probably not be alive had it not been for The Seéhd particularly the lyrics to this song, “not
because it said | was normal or anything, but beedtureassured me that | was not alone in
feeling alone” (Gallagher, Campbell and Gillies 29®). The lyrics to this song start out with a
person claiming to be “the son and the heir ofyaehs that is criminally vulgar”, and continues
describing someone going out to a club, standiogeaénd finally going home alone, saying “I
have already waited too long, and all my hope segoBut even though this might not seem
very uplifting, it is interpreted as something contihg by the fans. As one fan puts it: “he
doesn’t preach. He prods and encourages” (12M)risg@y does not tell them how to live to
become accepted, but instead comforts them in lilve#liness by saying that they should not be
ashamed of themselves although society around thigimt not accept them. Another fan says a
similar thing when he writes “I feel far more agpge with myself, although | wouldn’t say
happy, more accepting that this is me” (10M).

As | mentioned earlier, feelings of identificatiand an emotional bond with the object of
fandom is one of the main characteristics of beirign. What these quotes show is just one of
many possible ways of identifying with the fan attjand using one’s fandom. But at the same
time the material also says something about fanidageneral. The young man saying that being
a Morrissey fan makes him feel that he is not alarfeeling alone, for instance, makes an
interesting connection between the individual apitective aspects of fandom. Being a fan is
something he is alone in, it is something which gart of his identity, but still it is also that
which makes him feel part of something, it makes feel like he is not alone. Other fans say
similar things. A 17 year old English boy says thatdoes not know any other fan of The Smiths

or Morrissey, and that “The Smiths/Morrissey for iman identity, meeting another Smiths fan is
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fantastic and it just feels like immedietly you knthem, its like a clan, if everyone loved The
Smiths | think a little bit of my passion would dear” (10M). There is a feeling of
collectiveness which is very important, but stillstis important just because it is linked to the
feeling of individuality. | will discuss this viedurther in chapter 4.

As mentioned earlier, themes connected to outsgdsrand opposition to the norms of
society are central. Most of the informants menthus, and it could be argued that these kinds of
oppositional views are something which at leastyntaenagers can relate to. It must however be
added that some of the informants discovered Memyiafter their teens, but still acknowledges
these themes as important.

Another important issue is vegetarianism and anigats. The Smiths’ second album
was titledMeat Is Murder and the title cut from this album aligns killiagimals with killing
people. Although some of the informants say theynat vegetarians, many of them say they
know they probably should be. One even jokes thdtds not yet heard the song “Meat Is
Murder” “because | love to eat meat but recogriieepgower of Mozz!” (10M). Another fan says
that he has excluded all animal based products fisrdiet and lifestyle because of Morrissey;
“Not necessarily because “he told me to”, but beegie made me see the vulgar side to it”
(8M). Influencing his fans to start reading booksnother thing which is mentioned, particularly
the works of Oscar Wilde and Shelagh Delaney.

A male fan says that being a Morrissey fan has rhadeé'develop a masculine sensitivity
as getting to like and appreciate flowers, learnnmget through with emotions instead of trying
no to cry” (4M). During his time with The Smiths,dvtissey would often have flowers on stage,
sometimes stuffed in the back pocket of his trasisa@md it is still common for fans to bring
flowers to his concerts to throw onto the stageeWthe fan here uses the phrase “masculine
sensitivity”, he uses it to describe how Morrisseys as a spokesperson for breaking down the
narrowness of normative masculinity. To him, Maeg represents an alternative way of being a
man, which allows him to like flowers and to crnhigis an important issue when it comes to
Morrissey’'s appeal on outsiders, as not perfornaimgprmative masculinity often is the cause of
why men are not accepted by society. A 33 yean@d from USA says that “several of my
friends give me a hard time about my ‘obsessiothwhe Smiths and Morrissey. They think |
must be some closet homo-sexual who is in love gothe obscure British Pop Star” (1M). |

would argue that this teasing stems from the tzat Morrissey throughout his career has been
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ambiguous about his sexuality, which combined Wwithrefusal to adjust to normative
masculinity has led to speculations on whethesh®mosexual. In the case of explicitly
heteronormative male artists like Bruce Springstéenis not such a big issue. | take this to be a
good example of how the artist’'s image is projectetb the fan, not only by the fan himself, but
by the people around him as well.

Another issue which is connected both to the datsiess and the sexual ambiguity is the
refusal to get married or even having a sexuatioglghip. With his last album, released spring
2006, he revealed that he was in fact not livingehbacy after all. Prior to this he had claimed
that he was asexual, and that he had lived inagjilall his life. He still will not say anything
about whether he is or has been in a relationshipamnyone, and certainly not about the gender
of this would be partner. This supposedly selfictiid loneliness is also picked up by the fans as
a way of coping with loneliness. If you feel alomény not turn the tables and choose to be alone.
Although a couple of the informants are marriethave partners, they do acknowledge this as an
important part of Morrissey fandom, and say that ih something which comforted them in a
time when they felt like nobody wanted them.

The themes which | will consider more closely iy amalysis could be summed up as
themes of outsiderness, gender issues and feelingseliness. These themes are however
closely knit in the stories told by the fans, ang aharp division would be artificial. It should
thus be made clear that dividing into themes isg @f roughly organising the material, by being
able to place concrete utterances within a thenaatéia. | thus firstly read the stories aiming to
point out a few recurrent themes, and then secdodiy the utterances into these themes.
Drawing on Haraway'’s theory, the reading was ofrsewa situated one, which means that the
themes were in fact not just randomly found inrtegerial; | did have a preconception of which
themes | was looking for.

The information on Morrissey’s opinions and vig&snainly received in two ways;
through reading lyrics and through reading intemgeThis means that these media will be an
additional empirical basis for analysing the cdbecmaterial. They will however be used in
slightly different ways, as the lyrics often aréereed to explicitly, like in the bookll Men Have
Secretswhile there is seldom any direct reference tategsifrom interviews, or even to concrete
interviews which have been inspiring. The intengeave treated by the informants as a whole,

and often there are just references to things Eeel has said, without a specification as to
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which interview, or if it is taken from a lyric. B0 year old Canadian male says in his story: “he
says things that are scathing, depressing, angsy, and let’s not forget ‘laugh out loud’ funny!
Read some of the MAN’S quotes from the net. You sék what | mean” (5M). Still the quotes
referred to can be taken from anywhere; lyricgmviews, and even comments made on stage
during concerts. In fact, it does not seem impdandrether the quotes are taken from lyrics or
interviews, because the lyrics are interpretechieyfans not only as art, but also as statements.
His opinions seem to be very clear, they are noesgarily found in specific interviews but runs
through everything he says and writes. It seenesviiken talking about Morrissey, the person,
musician and lyricist melts into one persona wldady marked views. Although different fans
might use it in different ways, these views seemnéixe out a set of norms as to how one should
live. These are of course not uncritically followglthe fans, but they are acknowledged as an
important part of being a Morrissey-fan.

Following this, | will treat interviews and lyriceade by Morrissey as primary sources as
well. This is in line with my claim that fandom cgists as much of the utterances of the fan
object as the utterances of the fans. These soaredsund in various places. The song lyrics are
available in the album sleeves, and | will empletist this elevates the importance of the lyrics.
This means that the words are just as availakileetdistener as the music, and the use of specific
orthography, such as capitalisation and italicegithe lyrics a dimension which goes beyond
just hearing the words. An important source toratiees made by Morrissey is the BBC
documentaryrhe Importance of Being Morrisseyhere one finds interviews with Morrissey,
with his friends and family, as well as with fa@her interviews have been found in music
magazines which I initially bought and read for gaé&e of my own amusement, and some
interviews were found on the page Shoplifters Unwehich is a page containing links to many

web pages related to Morrissey and The Smithley.shopliftersunion.coin

| also treat printed and published material wnithy fans as primary sources. One of these
is a book review of the bool&aint Morrisseyoy Mark Simpson an@lhe Songs That Saved Your
Life by Simon Goddard, written by Andrew O’Hagan (Siop2004, Goddard 2004, O’Hagan
2004). 1 also to some extent use Goddard’s boak@enary source in the thesis. In doing this |
read the utterances as fan-talk, thus treating éeetwo of the many voices within the sphere of
Morrissey fandom. | do however not use directlylbek written by Simpson, mainly because

he is concerned with writing a biography on Morig®ased on his lyrics. It is of course an
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important part of the sphere of fandom, and manyrigleey fans have probably read it, but in the
abundance of material | have had to work withhm ¢nd this book became dispensable.

Another printed and published account of fandothésnoveBikubesongwritten by
Norwegian author Frode Grytten (Grytten 2001).his hovel, the first chapter is a story about a
Norwegian Morrissey fan. The novel was later adapteo a play, and in the program to this
play, Grytten firmly states his position as a Mesgy fan. Thus | read the novel both as Grytten’s
version of Morrissey fandom. Of course, he is notimg directly about himself in the story, but
| interpret the knowledge and opinion about Morisexpressed in the story as expressions
made not only as part of fiction, but also as pathe “real” sphere of Morrissey fandom.

Thus far | have concentrated on the semiotic sfddorrissey fandom, and | will to a
large extent continue to do so throughout the shé&sist of all this is a methodical choice as |
will concentrate on textual analysis and the uttees of the fans. However, these utterances are
also expressive; they contain within them expressaf worship and devotion which will be
taken into account. By this | mean that the worttisred contain a different meaning for the ones
familiar with the sphere of Morrissey fandom, ieét words, the expressiveness of the words
could be aligned to cracking codes. The quotatiorise utterances are meaningful on a different
level to the ones who recognise them as quotatfinthe same time it is important to keep in
mind that these texts reside within a musical sphdost of the fans do say that it was the music
which first captured their attention, and then @ntating more on the lyrics and other utterings
made by Morrissey which made them fans. This mésatsalthough my analysis to a large
extent will consider the concrete uses of fandoénfans’ lives, | will also to some extent take

into account the fact that fandom first and foren®about enjoying music and lyrics.

Speech genres and cultural spheres

| will approach the material from a Bakhtinian pooh view, drawing mainly on Mikhail M.
Bakhtin’s essay “The problem of Speech Genres” (BakL986). The main focus in this essay is
on utterances, and their place and role in comnatinic. Bakhtin divides utterances into speech
genres, based on the origins of the utterancettengetting in which they are uttered. In the
opening pages to the essay, Bakhtin writes thatéar idea of the nature of the utterance in
general and of the peculiarities of the variougsypf utterances [...], that is, of various speech

genres, is necessary [...Jfor research in any spacga” (Bakhtin 1986:63). In other words, to

23



perform any analysis, it is important to know tle#tiag in which utterances are spoken and their
origin. In every setting communication is baseddferent ways of using language, different
speech genres, and so successful communicati@pendent on familiarity with the current
speech genre. Of course every person has knowtgdgany different speech genres, although
they are most often not aware of it themselves KBakL 986:80).

This theory is originally a language theory, bué avhich aims to provide an
understanding of language as more than words, sageand grammar. The utterance is a unit of
language which is expressed by a speaker in afgpeantext, which means that it is at the same
time language and meaning: “language enters Iif®uthh concrete utterancgs] and life enters
language as concrete utterances as well” (Bakl@6:53). That is to say that the utterance is an
expression through language, oral or written, wisogiven in relation to a wider context. When
| use the term utterance in my analysis, | do shénwidest sense of the term, including any
expression which has to do with Morrissey, bedtidin, biography, interviews or accounts given
by fans. Bakhtin divides between primary and seaondtterances, the former being direct
communication like everyday speech, the latterdpemmplex forms like novels, scientific
research and other forms which has the abilityosneb primary utterances. | will however not
go further into this distinction in my analysis,|dselieve that the sphere of fandom is equally
made up of both, and that in relation to the airthaf study, which is to study a sphere through
studying its utterances and not the other way atpiinvill suffice to clarify that there is a
difference. In other words, the sphere of fandomasle up of different types of utterances, but
as utterances in the sphere of fandom, althoughtte different forms, they are all part of the
same ongoing communication on the same phenomenon.

Using this theory in my analysis, | assume thattédk is a specific kind of speech genre,
with its own codes and rules. That is not to say #il fans, or in a more general way all
communicators within the same speech genre, extiressselves purely schematically or
predictably. In fact, Bakhtin claims that everyeuéince to some degree will contain the
individual mark of the speaker. Some speech gasoein a high degree of creativity, and my
assumption is that this applies for fan-talk. lh@vever important to keep in mind that even
though fan-talk is creative and individual, theyaotion of the fan already makes it dependent
on someone else’s utterances. It is based on ¢gdibout someone else and their utterances.

Bakhtin aligns the process of interaction betwespeaker’s utterance and the utterances of
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others to a process of assimilation (Bakthin 1985:8his entails that every utterance is always a
mixture of our own and others’ words, more or lessatively assimilated, and containing various
degrees of awareness of the borrowed quality ofittezance.

All spheres of human activity develop its own gpegenres, in other words, different
rules which govern the way one communicates withénsphere (Bakhtin 1986:60). According
to Bakhtin, speech communication always appeatsinvé particular sphere, and utterances are
but links in the chain of speech communicationsTheans that utterances do not stand alone;
each utterance is a response to preceding utteyafitiee sphere. Bakhtin points out that the
word “response” should be understood in its broasieisse, which | take as an affirmation that he
is not just talking about utterances and respomsete in direct communication, but also indirect
responses, which utterances in the sphere of famdost often is. What | will define as fan-talk
in my analysis ranges from personal utteranceslim® journals and interviews to fiction such as
short stories and plays, in other words, all pdegilterances which are connected to the fan
community. What | suggest is that although fan-talittered through different forms, the codes
and rules which govern what is said and how, anghity the same. It is all part of the same
cultural sphere. | would say that it is in line kvBakhtin’s own claims that speech genres
consists not just of the words and language usgdlbo of expression. A major point is that
each utterance contains both elements of earlieranmces in the area and the individual meaning
of the one speaking, but also is shaped to someddyy the listener, through expectation. Here |
suggest that in an area of creative art, such ascmnitishould be clear that the utterances will
take form of both creative genres and every dagapdf what inspires the utterance is music
and lyrics, these will resonate in the utterandegs Theans that in studying the speech genre of
fans it is not enough to analyse their words; | alo have to take into account the
expressiveness of their words. | will suggest thistexactly this expressiveness which ties
together the various forms of fan expressions am® speech genre.

When considering the material collected by me utiterances made by the fans could be
seen as both a response to my utterance in cétiingformants and as responses to utterances in
ongoing chains of communication within the sphdr®orrissey fandom. In this way, one could
say that through asking fans to tell stories alioeit fandom, | have started a new chain of
communication which would not be made had it n@rb®r me asking for information. The

utterances made in the stories are in this manstesnily a part of the cultural sphere of fandom,
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but also a part of the sphere of research. Atdngestime, | as researcher have placed myself into
the sphere of fandom as an element which was igitally a part of this sphere, but which has

come to be a part of it through the responsiveaniees of the fans.

Emotion and the expression of personal significance

According to cultural studies scholar Matt Hillsaglemic accounts of fandom have had a
tendency to empty fandom of the dimension of affattahchment and passion, all of which he
sees as the dimensions which most clearly defingslis 2002:65). He claims that theorists take
this dimension for granted, and instead move ditaagead to fan behaviour and knowledge,
reducing fandom to a discursive activity devoiceofotion. What Hills calls for is an analysis of
fan discourse which does not merely take it aseswid of fan knowledge, but which goes
beyond and seeks for the emotional in the fangjdage. Such an analysis will be dependent on
theories which place the emotional in languagevaidh opens up for the possibility of reaching
these emotions through analysis. This is not teetmahe the subjectivity of people’s emotions,
and | will not take a radical constructivist staarttl say that all emotion is culturally constructed.
Instead | want to place my argument in a perhap® lirred area, claiming that even though
emotion is something unique to the person havirggeimotion, the possibilities of
communicating emotion are limited by language, smémotional states expressed through
language will to some degree be culturally consédicand thus open to cultural analysis. Using
Bakhtin’s theory here, one could say that emotemesexpressed through utterances within a
cultural sphere. The utterance which takes forrmméxpression of emotion is thus assimilating
the person’s subjective feelings and the emoticapsassed in earlier utterances in the chain of
communication. This means that the expression atiemis an answer to other emotional
expressions, and will to some degree contain el&sradrihese previous expressions. At the same
time they carry within them the individual interpagon of the previous utterances.

Philosopher Sue Campbell claims in her bbakrpreting the Persondhat emotional
expression is not created by emotions, but ratieeppposite; emotions are created through the
expression of them (Campbell 1997). In light of Bik's theory on speech genres, this means
that emotions are to some extent guarded by the sales as the speech genre it is expressed in.
Although this at first glance might seem to givedaage a too important role in the emotional, it

does shed some light on the connection betweemiégyggand emotion. | want to clarify that

26



when | use this connotation, it is not to say #rabtion is merely constructed by language, but
rather to say that there is a link between lang@agleemotion which it would be unwise to
overlook if one wants to do justice to an emotioyeldiscursive practice, such as fandom. In
fact, one of Campbell’s claims is that languagéodis our apprehension of our own and others’
feelings. On one hand this is a criticism of thesiwf emotions focusing on what she calls the
classical emotions; large and general terms sutdvasanger, jealousy and so forth. Given the
many possible feelings a human being is capabl€afipbell claims that the lack of possibilities
to express these in language is a major causestfdtion and misunderstandings. Therefore, she
calls for a study of emotions which takes into actavhat she labels “free-style emotions”,
namely emotions which cannot be put in any stanglage category. These are the kinds of
emotions which must be described by the use of mamgs or by telling stories, which is often
the case when fans want to relate feelings of fandde notion of free-style emotion might
however seem to have as much potential for migrééation as classic emotions; how are we to
understand others’ stories any more than we anederstand just what kind of joy they feel
when listening to a certain song? Paradoxicallyhis case the solution lies in the limits of
language. According to Campbell, free-style ematiare not essentially private, although they
are idiosyncratic, and so there is a case of dicesase of language, and | will emphasise within
the limits of language, which will increase the gibsities of expressing and successfully
communicating ones feelings (Campbell 1997:154).

Another problem when it comes to expressing feslithrough language is according to
Campbell that the feelings of a human being caalteeed by the listeners who claim that the
particular feeling is something else than what ihoeight oneself (Campbell 1997:135ff). This
again might change the person’s way of viewingéléend her emotions. | take this claim to
indicate that within fandom, the feelings one lmagards the music and the fan object is open to
alteration through interaction with the fan comntynGiven the material | will analyse, | will be
confined to read only what the persons experienitingemotions have to say about this
themselves. It will consequently not be a majonpoi my analysis. It is however theoretically
interesting when seen in light of Jean-Paul Safpeéenomenological theory on emotions, as he
sketched it out in his 1939 essay “Sketch for amphef the emotions”(Sartre 198039]). On
the surface, it might seem like they take an ogpagew of how emotions work. Campbell has,

as mentioned earlier, the view that emotions agated by and through the expression of them,
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whereas Sartre claims that the expression of ematimerely caused by the emotion. It is
however important to remember that Sartre wrotsrfeophenomenological point of view, the
whole point of his essay was in fact to call fgteenomenological psychology, and so to him an
emotion can never be isolated from the object afteon. What he criticised was the view of
emotions as biological facts, stripped of any dati@aning. Sartre instead meant that every
emotion consists of the object which causes thaiemand the body which experiences it, all at
once. The object of emotion is in the moment ofegdgmcing it, according to Sartre, integrated
into the body, the object “annihilates the distaacd enters into us” (Sartre 1994:57).

Another important point of Sartre’s is that emosare significant, that they signify
something (Sartre 1994:11ff). Emotions are, as rpat, not mere facts of biology, they cannot
occur without connection to the world. To Sartrmékes no sense studying emotions outside of
its social context, because the context is patti@emotion; without a social context there would
be no emotion. This is pretty much in line with Gdoell’s overall aim in her study; she claims
that the expression of emotion is a way to stagsqersonal significance. In other words,
emotions are aroused by our being in the world. fahevould not be a fan had it not been for
the existence of the fan object, and thus it wondéke no sense to study the fan isolated from the
object of fandom. It should be clear now that whsimg the word “emotion”, | refer to the whole
situation of experience; bodily, spiritually anccsdly.

I will thus claim that a phenomenological pointvidw, such as Sartre’s, is compatible
with Campbell’s theory. As | read the two, both ere@ssence uninterested in what comes first,
they both argue for a view of emotions as simulbaiséy internal and external. Following these
theories, | will argue that feelings of fandom ¢enseen as bodily conditions, involving the
feelings which the music arouses, the bodily cooné which appear when listening to and
engaging in activities relating to the fan objectd also the social situation surrounding these
actions. Again, | will be limited to searching ftvese only in what is related to me through
language, but as others’ bodily feelings and camafitare quite difficult to study using the
methods of humanities, | do not find this too limgt It is important to make clear that | am not
attempting more than to study emotions as reldtexigh language; | do not aim to uncover the
biological truth of emotion.

I have now put forth theories which should makdetrer how | will view fandom as

existing in language, namely as a speech genreh@nd will use the term emotion in my
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analysis. | will now move on to look at some theioed implications for the kind of material
which | will use in my analysis. As mentioned earlil place the material which | will study in a
category which | have labeled fan-talk, a categtafined not by its form or media, but by
content and intention. My sources thus consistafes told by fans on request as well as a web
journal, articles, biographies and a chapter fromoeel, all written by fans. What | take to be the
common feature of these is the fact that theyaitrebute to the making and remaking of the
story of one phenomena, which is the band The Smithvocalist, lyricist and later solo artist
Morrissey, and all the stories which are told immection to them by people who have a strong
emotional bond to this phenomena, and an intemdstling stories about it. So what is it that
makes these people use their spare time, or evka indeir vocation, to write about this very

narrow and specific part of popular culture?

Narcissism, gender and individuality

In the first part of the analysis | will discussitlbm on the level of devotion, what | earlier have
divided into the two levels of enjoying music andrahiping the artist. The vantage point of this
discussion will be Marshall McLuhan’s theory of needonsumption as narcissism, adapted by
fan scholar Cornel Sandvoss to relate specifidalfans. The myth is a story about the beautiful
young boy Narcissus, who is admired by many, esfigdly the nymph Echo. He on the other
hand has no interest in anyone else, and to pinnisithe gods make him fall in love with his
own image, reflected in a stream. As he reachesodouch this lovely creature in the water, the
water breaks and it occurs to him that he is irelaith his own mirror image. Realising that he
can never have the one he loves, he dies of unheggiand is transformed into a flower. The
nymph Echo also undergoes a transformation; aspom@nt for not taking Narcissus’ rejections
seriously she is turned into an echo, only beirlg tbrepeat the words of others. For McLuhan,
the point of the myth is “the fact that men at obheeome fascinated by any extension of
themselves in any material other than themselMdsL(ihan 2001:45). Thus, he diminishes the
role of the nymph Echo to trying to “win his lovetivfragments of his own speech” (ibid.).
Historian of religion Anne Stensvold points outttBaho’s role in the myth is not merely one of
reinforcing the self-centeredness of Narcissusthmttshe as an actor in her own right becomes
Narcissus’ opposite, losing herself in the imagarwdther (Stensvold 1996:3f). It is thus not only

a story of how one becomes fascinated by ones efletted image, but also the opposite, about
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how one might also relate to another as a parhe$elf. Amounting to the same consequences,
the story of Echo gives the myth a new dimensiorckvis lost in McLuhan’s interpretation; it is

no longer only a story about self-reflection anel itthpossibility of objectifying oneself, it is also

a story about the dangers of objectifying the o{¢ensvold 1996:5).

There is a vast amount of different theories orcisaism, related to studies ranging from
psychoanalysis to cultural criticism. The discussas to whether Narcissus realised that he was
in love with his own mirror image or not, and ietbbsession with his own image was love or
obsession, thus leading to the discussion of whetiieissism should be interpreted as self love
or indeed self hate all depends on how one intespine myth and which details are emphasized
as most important. Sandvoss follows McLuhan inchagm that the importance of the myth is
that Narcissus did not know that he was in lovéaais mirror image, thus implying that the fan
does not know that what s/he sees in the objefenofom is in fact just a mirror. This view will
be discussed firstly in chapter 2 in relation te prersonal relationship between fan and fan
object, and then again in chapter 4, in the cordégultural criticism.

As mentioned, | follow Sue Campbell’s view tha¢ #xpression of emotion is about
expressing ones personal significance. When expgesses emotions as a devoted fan, there
must surely be something about the fan object winakes the fan recognise something which
makes him or her feel like they get their opiniomswho they are and what they stand for
confirmed and reinforced. This premise will be giwe the treatment of self-recognition and
narcissism in fandom, and | will go on to look la¢ specific features which are recognised by
Morrissey fans. This part will be based on Campbétieory on expressing personal
significance, but as a main approach | will see relation to gender theory. | will use
Sociologist R. W. Connell’s theory on hegemonic codisity, elaborated firstly in the book
Masculinities as a framework to understand how Morrissey’s mosght be used by the fans to
express personal significance (Connell 2005).

The claim that masculinity and femininity are fliland not fixed categories is well
known and accepted among most researchers in htiesasund social sciences. In her
groundbreaking bookhe Second Sefi;st released in 194%imone de Beauvoir pointed out
that “All agree in recognizing the fact that fensaéxist in the human species; today as always
they make up about one half of humanity. And yetaneetold that femininity is in danger; we are

exhorted to be women, remain women, become worharauld appear, then, that every female
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human being is not necessarily a woman” (Beauv@®7113). Nearly 60 years later these words
are still valid, but the pressure is not only omwam anymore; the problem of masculinity and
how men are not allowed to be “men” anymore is ¢80 an issue in popular discourse and the
media. In other words, the tendency of wantingegutate the behaviour of male and female
bodies according to preconceptions of femininitg amasculinity is now highlighted as
something which is not necessarily connected tatitgection of women. Judith Butler uses the
term gender regulation to describe the treatmeferaininity and masculinity in relation to
female and male bodies (Butler 2004). In an esflag tGender Regulations” she claims that
gender is a norm, which means that it is part pfazess of normalisation, which “governs the
social intelligibility of action, but it is not theame as the action which it governs” (Butler
2004:41). This means that the actions which areopaed to reinforce the norm seem to be
independent of the norm. In other words, actiongt@rances which are made to somehow
regulate male bodies into acting in accordance nattms of masculinity are somehow
disconnected from the norm as such. Thus, the adggldiscourse is not recognised as a norm,
because it is disguised as an argument based ideaf normality; women should be feminine,
men should be masculine. The fact that some aréhowtever, is exactly what reveals the
normativeness and thus constructed quality of #egories.

The tendency in western culture to treat men amihe@n as polar opposites is according
to historians of fairly new origin, dating no fuethback than the eighteenth century (Connell
2005:68). Thomas Laqueur has proposed that beiaregender was interpreted in accordance to
what he calls a “one-sex model”, where women waterpreted as being somehow inferior men
(Laqueur 1990:8f). There was an acknowledged diffee between men and women, but there
was a difference in degree rather than essence.@Warare thought of not so much as different,
but as somehow incomplete men. With the rise oigaténment during the eighteenth century
there was a shift towards viewing men and womeroawletely different, and naturally
containing opposite and complementary traits. Meneweasonable, women were emotional;
men were active, women passive. Following from, tthie terms masculinity and femininity were
embedded with whatever trait it was believed thahrand women embodied.

During the twentieth century the categories ofifenity and masculinity has been
subject to increasing research. It has been maae ttlat what we call masculine and feminine in
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fact has nothing to do with some essence derivad &ctual female or male bodies, most
notably because ideas of feminine and masculioaltarally and historically changeable.
Accordingly, Connell noted in his bodkasculinitiesthat masculinity is not an object which can
be defined, it is instead “simultaneously a placgender relations, the practices through which
men and women engage that place in gender, arefféats of these practices in bodily
experience, personality and culture”(Connell 20@kh:T other words, it is a label of changing
content, depending on the specific situation inolht is used and the effects of its usage.
Interesting here is the way masculinity is conndieth to the intellect and to physical and bodily
power in western society of today. | will pursuestfurther below. The main point in this is the
recognition of multiple masculinities, and the fHwt there is a complex interplay between them,
also within groups which could be said to sharestimae culture and thus on the surface the same
opinions on what masculinity is or should be.

To be able to explore the relations among mastek) Connell divides between four
groups in which masculinities are divided, thatrae or less hierarchically organised. These
are hegemonic, subordinated, complicit and margi@edlmasculinities. The term “hegemony” is
derived from Antonio Gramsci’s class analysis, ardntains the most powerful people in a
given society (Connell 2005:77). | will emphasikattthe notion of hegemony not only suggests
that there is a type of masculinity which is coesatl hegemonic, but also implies that
masculinity in itself has a hegemonic position.sTgioup is thus not necessarily occupied by a
large group of real people. It is established dginllgere is a correspondence between cultural
ideal and institutional power, which means thatitieals are in one way or another embodied
and reinforced by for instance the military or government. The subordinated group contains
the group of men which for some reason are deemechasculine and consequently aligned
with femininity. Most men do however belong to tireup of complicity. As noted, there are
very few who actually meet the standards of hegecnmmasculinity in every aspect of their life,
but still most men benefit from this hegemony,rageéneral, men gain from the subordination of
women (Connell 2005:79).

The last group mentioned is one of marginality] #ns is a group which shows the
possibility of upward movement within the systetrsla group which by other means than their
display of masculinity may move out of their pasitias subordinated and become part of the

dominating group. This is however always dependarduthorisation from the dominant group.
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Connell's example is of black athletes in the UshiBates, who become exemplars of hegemonic
masculinity in a culture where black masculinityaisubordinated masculinity. | would add that
Morrissey is another example of marginalised masityl Originally he would be in the group of
subordinated men, claiming to be asexual and aghimself with the weak and oppressed. But
through his vocation as singer in a band, and &test in his own right, he has gained wealth
and a position of power by first being taken inthte music business, a business aligned to
hegemonic masculinity through the power and ceigiirembodies, and further by a large group
of people buying his music and going to his corscérhis works as an authorisation from the
dominant group, and places him in a hegemonic ipositespite him still displaying certain traits
which otherwise would put him in a position of sutination.

Connell's model is a very general one. He sayséifhthat he wants it to provide a
framework, however sparse, in which to analyseifipenasculinities (Connell 2005:81). It is
thus important to understand the model as a tool @t as fixed categories. He uses examples
which show it as a model for understanding masttidsion a large scale, with the domination
and subordination of large groups. | will instead i to use in a small scale, focusing on the
masculinities of individual fans, and how the fagB of being an outsider can be highlighted
through using a theory of hegemonic masculinity.

In chapter 4, the final chapter of analysis,dldeith the interplay between individuality
and collectiveness in fandom. In this chapterrodtice a theory on social identity elaborated by
social psychologists Jolanda Jetten and Tom Postaiesclaims that the interplay between
individuality and collectiveness in a group settisglependent on the content of the norms of the
group (Jetten and Postmes 2006). | combine this Batkhtinian theory, which | understand as
making the same claim, all the time it emphasisesrhportance of the cultural spheres and
speech genres to how we use and understand language

The following analysis is thus divided into thideapters. In the first, which is called
“Fandom and Love”, | will look at the (mediated)atonship between fan and fan object and the
uses which this relationship is put to by fans.ofnemon ground for the discussions in this
chapter is that this relationship is one whichasdxdl on emotion. In the following chapter, “I
never considered myself a normal teenager”, | lghhlsome ways the fans use their fandom in
their lives to express personal significance, twscentrating on the relationship between the

entity of fan/fan object and the surrounding wotlitlis analysis is for the large part performed
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with a focus on gender and outsiderness. The ltegiter of analysis, “On not being alone in
feeling alone” deals with the paradox of fandoniath individual and collective. | explore how
this manifests itself in the specific context of iMssey fandom, and focus particularly on how
this is related to loneliness.
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Chapter 2: Fandom and love

In the opening lines of the bodkLovers Discourse: FragmentRoland Barthes claims that the
language of love exists in total solitude. He dhws it is “spoken, perhaps, by thousands of
subjects (who knows?), but warranted by no onetttizs 1979:1). The language of love is thus
depicted as something slightly embarrassing; wisdieaae is something most people strive for,

the language of love is very much avoided. ItnsBarthes words, driven into exile, an exile

which becomes the affirmation of its importancdoife was not so important, the language

about it would not cause such embarrassment.rhdlaat the language of fandom is a language
of love. The stereotypes and uneasiness connexfaddom is related to the paradox highlighted
by Barthes; many people are fans of somethingiflyou ask them, the fandom is most often
moderate. However, | would argue that the behavamdrlanguage connected to fandom will
always be infected with this supposed irrationakiy it is based on emotion. People might say
that they are moderate fans, and yet they do reitate to spend large sums of money to see their
fan object play live or spend large amounts of tiistening to the same songs over and over. The
devoted fan does and says things which seemsmedtand which might seem obsessive or even

hysterical to the outsider; not unlike a person wgmadly in love.

The fan and narcissism

The myth of Narcissus, the young boy who fallsowvel with his own mirror image, is well

known in western culture. It has been widely usgddsearchers studying audiences to say
something about the relationship between spectaidtext. This view implies that the object of
fandom is in fact not seen as something outsidéatiebut in fact as the fan’s mirror image, as
Sandvoss puts it, an extension and a part of tie &lf (Sandvoss 2005:96ff). It is part of a
process of self-reflection. The study of fandonadsrm of narcissism, in particular the one
outlined by Abercrombie and Longhurst in the bédaldiences: A Sociological Theory of
Performance and Imaginatiohas been focused on the fan as performer ofrtiigroown

fandom before an imagined audience, a performamateex] around the narcissistic self
(Abercrombie and Longhurst 1998). This view is lolage a sociological definition of narcissism,
where self-reflection is always seen in relatiothi® socio-cultural environment (Sandvoss 2005:

98). Sandvoss on the other hand points out thatubéc performance of fandom is but one
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aspect of being a fan. The narcissistic self-réfdcmight just as well take place between fan
and object of fandom. What the first model doestake into account is that when Narcissus first
fell in love he was not aware that it was his owirron image he fell in love with, and this will
often also be the case with fans. Although theytioarthat it is the similarities between them
and their object of fandom which makes them famsy most often are not consciously aware
that this might be a part of themselves and notetbimg which comes from the outside. This
view is based on Marshall McLuhan'’s theories onimed an extension of self, taken from the
bookUnderstanding Medi@McLuhan 2001[1964]). Following this theory, Sands’ use

implies that it is the mediation which makes thiattenship between fan and object of fandom
one of narcissistic self-reflection. The fact timuat is available to the fans is only a mediated
version of their object of fandom, in this case Nksey, makes it easier for the fan to integrate
his or her own views into what Morrissey says cesidAnd as Morrissey is not there to correct
these views, they become reality. This entails tthefan is a fan because s/he recognises
him/herself in the reading of Morrissey. It is sotmuch a question about what Morrissey has
said or sung, as what the fan has experiencecetesrlhis or her life, the fan’s values and
opinions.

A 17 year old English fan says about The Smiths ‘Nvhat | fell in love with about them
is that | felt they spoke for me” (10M). This itustrative of Sandvoss’ claim that the meaning
constructed by the fan is not to be found in thetéxt, but in the fan himself. What the fan hears
is his own feelings and views on life made pulile.continues saying “The more interviews |
read or songs | listened to the more | realisetiM@rissey’s opinion on every aspect of life
almost exactly mirrors mine, there are some notakéeptions, but largely | completely
understand everything he has ever said or sung,[anfl later adds that “to me it seems like
Morrissey not only understands me, but puts my siand feelings on a bigger stage for others
to see where | would not have the courage to.” (LOWMese utterances clearly show the
dialogical relationship between fan and fan objids clear that he feels that there is a mutual
understanding; he understands Morrissey and Mefrigaderstands him. It is also interesting to
note how he actually uses the word mirror when lgisg the similarities between him and
Morrissey. When he says that Morrissey’s opiniomsars his, he even indicates that Morrissey
is in fact a reflection of him, and that the bdsishis fandom could be found not in Morrissey’s

work, but within himself.
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If this is true, then every utterance by a fanulias or her fan object tells us more about
the fan itself than about the object of fandomll,Skie object of fandom is not chosen at random,
and an analysis focusing solely on the fan withmayting attention to the content of the fan text

will not make any sense. Sandvoss writes that

Our fascination with the object of fandom doesaride out of the fact that, objectively, it isdilas, but is
instead based on the projection of our own image. dbject of fandom, like the river in the Narcssu
myth, is the coincidental medium of self-reflectiovhose true quality lies in its reflective capgcit
(Sandvoss 2005:104)

This, however, is to indicate that the image whecheflected is also coincidental, as if it is the
reflection in itself and not the fact that therarsimage which is reflected which makes
Narcissus fall in love. Taken at its most extrethis view could in fact empty fandom of all
meaning. The fan only sees itself reflected, bistiteflection is devoid of meaning, and so the
fan will consequently also be. It might be theeefive capability of the object of fandom which
gives rise to fandom, but at the core of this thvatealways be a self which is being reflected.
Although the fandom is not necessarily performed gociocultural environment, the person who
is a fan will necessarily in one way or anothepbé of one, and so the self-reflection must
always have meaning beyond being just a reflecliorclaim anything else is to say that popular
culture when it has a mediated form has no atilitgrovide people with anything new. The self
which is reflected in the fan object, is, accordiyngot constructed on the basis of mediated
popular culture, because media has only the capadiilreflection. This implies that fandom
arises out of something which has nothing to dd wdpular culture; it is based on a self which
is believed to always exist before culture. Thuseitomes impossible for the fan to use mediated
popular culture. This means that music somehowadms experienced as music when it is
recorded; it suddenly becomes a mirror which da#srng anything new into its listeners’ life.
There are utterances which certainly could be talseproof that the fan sees itself
reflected in the fan object, but to say that ides@tion stops at the level of reflection is toidra
fandom of the emotion on which | claim that it sslked. The narcissist is incapable of feeling
love, as s/he is too preoccupied with her own intageee anything else. To claim this for the fan
is to say that fandom is not based on an emotiexyaérience, but rather on a longing to escape
the emotional. The self-reflection in the Narcissugh makes Narcissus apathetic and
indifferent to the outside world. If this was top#ypfor fandom, the fan would not get any

impulse from the fan object beyond what was alrghdye in the fan’s self before s/he became a
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fan. This goes against the Bakhtinian view whitlave set as a premise for this study. The
mediated utterances of the fan object, in the foffior instance music, lyrics and statements
made in interviews is what gives rise to self-refilen. But if these utterances are made up of
other utterances, based on the life of the fanobpgad these utterances form a part of the
responding utterances of the fan, then there neisbmething within this relationship which
goes beyond a closed, apathetic self-reflectiors paint is underlined by the fan’s statements
that Morrissey has influenced them to read Oscad&\ind Shelagh Delaney, to watch movies
starring James Dean, and to listen to differentiocad$e individual interpretation of this is
further emphasised by the fact that some of the $ay that they do not necessarily like all the
things that Morrissey likes and claims to be infioed by, eloquently expressed by a Canadian
female fan: “I listened to Morrissey’'s NME CD, Sang Save Your Life, and my ears almost
bled. Utterly horrible” (13F).

In my opinion, the point where narcissism is atidnvith apathy is where theory must
leave the myth. The self-reflection of the fanfima@ynamic kind, as the “reflection”, being the
fan object as detached from the fan, has the ahilichange independent of the fan, and the fans
show that they have the ability to critically evatle and even reject parts of what the fan object
appears as. Julia Kristeva writes in the bdales of Lovehat “the lover is a narcissist with an
object” (Kristeva 1987:33). To her, the one whodswalways idealises someone who returns the
lover’'s ideal image, as is what lies at the roataftissism. The difference is that in spite of the
reflective capacity of the relationship, the lowmte remains an other. It is thus not the reflective
capacity of the other which would make the fan iisaist, but the fact that the fan object would
not be perceived as an other. As mentioned abawepbSandvoss’ points is that the fan does
not know that what s/he is in love with is his er lown mirror image. However, | would argue
that this is to say that no fan has any control én& or her own fandom. Through not knowing
that the fan object might be only the mirror imaf@neself, the fan in fact objectifies this mirror
image, and thus ends up with an object of fandder afl. The fan might see Morrissey as a
reflection of itself, but it is not the reflectiavhich causes the fascination so much as it is the
recognition of this reflection in an other. Thaistbther might in fact be a reflection of the fan’s
self without the fan even knowing becomes unimprtas the fan recognises the fan object as
object.To say that this object is not a real object hathing to say for the fandom as it is

experienced by the fan. To say that the fan isarfah of music, but really just in love with
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him-/herself would be to say that a fan is nogssence, able to objectify, and thus remove the
fan’s authority over his or her life. Without theilgty to objectify, all love would in fact be
narcissism; love of others, be it people, art ds p&ould not exist, because it would all be a case
of seeing oneself reflected, without regards tof#loe that the reflection occurs in the meeting
with an autonomous other. To remove this capacoitynfanyone who has come to dedicate time
and effort in an artist is to pathologise a vergéapart of the human race.

Although 1 still think it useful to think of fandomm light of narcissism, as a comment on
the self-reflective quality which to some extenpissent, it is just as useful to note the
discrepancies between the two. The fact that th's fairror image has the ability to change
independent of the fan opens fandom up to a dieddgievelopment which removes the fan from
the realm of narcissism which has been relate@toasis and apathy. If you freeze fandom at
one point, as has been done in the stories | hage sent, you might catch a moment of
complete narcissism, where the fan object is 4 tetiection of the fan. However, seen in a
larger context there is a chance of a reworkintheffandom which has the possibility of
changing both fan and fandom, forcing the fan tmnsider his or her own self-reflection.
Sandvoss however notes that as in the narcissus-thg mirror image is not a mere reflection,
but also has the power to transform, as illustratbedn Narcissus’ tear drops into the water,
transforming him to a flower (Sandvoss 2005:110)hdugh | would say this analogy is slightly
off, I do think he has a point as regards to tlu¢ tlaat fans have a tendency to adjust to their
object of fandom.

According to Sandvoss the communicative distamte/den fan and fan object will
uphold the self-reflection, and thus keep the mimwage fixed (Sandvoss 2005:139). Thus the
only possibility for change will be a decreasinglié communicative distance through acquiring
knowledge about the object of fandom. This howeéveguite the opposite of what several of the
informants are saying. The above quoted fan rags that it was through acquiring knowledge
about Morrissey that he came to see himself reftec$andvoss writes that “as they move ever
closer to thententio auctorisit becomes increasingly difficult to maintainedfgeflective
reading” (Ibid.), but this is clearly a view whidoes not take into account the point made earlier,
namely that the object of fandom is a mediated 8aedvoss uses examples from people having
met their objects of fandom in “real life”, but $htan never be the same as gathering information

through media. It is seldom that fans actuallytgeheet their objects of fandom and get to know
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them on a personal basis. Henceitttentio auctoriswill in most cases be impossible for the fan
to reach or even come closer to, no matter how muathated knowledge he or she is to obtain.
The dynamic nature of fandom could be illustratethe story told by a 33 year old
Spanish fan who has been a fan of Morrissey for d%eyears (3M). He tells the story of how he
in 2004 finally was to see Morrissey live in coricara festival in Spain. The possibility for a fan
to finally see his “mirror image” live in concervald be thought of as a moment where the
fandom opens up for revision. Something new isatantegrated into the fandom, and there is a
possibility that the performance does not fit tkpetations of the fan. It is however important to
note the difference between attending a concelt yatir object of fandom and actually meeting
the person. Seeing the object of fandom live ogestill merely be another way of experiencing
a mediated version of the object of fandom, blittbe expectations built up by the fan might
leave the fan disappointed. Another possibilitylistrated by this fan, as he went to his first
ever Morrissey-concert and was informed only a lieurs before the scheduled start that the
concert was cancelled. In this case the mirrogenahich is expected to appear is suddenly
removed, and it becomes disturbingly clear to #rethat he in fact does not control this image.
He accordingly describes the incident as “one efgfreatest disappointments in my life” (3M).
Looking back he reflects on how he should have etgaesomething like this, as Morrissey ever
since he was with The Smiths has been known foretlmg concerts. But following the claim
that the object of fandom is a reflection of the, fidis quite understandable that this has nohbee
a part of the fandom, as it has not before hadrealyconsequence to this fan. Now however his
object of fandom as self-reflection is being chajjed, he has been let down, and it has
immediate impact on his fandom. He says “As | t@d, that happened in July '04. | could not
listen to anything sung by Morrissey until March’@elieve me. Not a single song.” (3M). What
happened to revive the fandom for this fan washlkeavas informed of a symposium on The
Smiths which was to be held at the Manchester Npetitan University in April 2005. He
describes attending this symposium as “a new baptisSmiths fandom” (3M). This event is
one which brought the fan back to the fandom dsdaeexperienced it before. In this setting he
had total control over his own fandom. The inforimaigiven was more or less fixed, as with
tours of the town of Manchester, or had a cleargiated form, which were open to discussion
and personal reflection. It was a place where h#domeet other fans and their views, and this
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opens up for the possibility of getting back to éwen personal fandom, independent of the
person Morrissey.

What is interesting about this, and this is alse ohSandvoss’ points, is that the fan text
is open to several different readings. The fadt fidwa texts are mediated gives them a mythical
quality, which means that although the object afitam is a living human being, what reaches
the fan will in most cases have travelled througiuaber of media, and the truth of the content
is not verifiable. This opens up for the kind offseflection mentioned earlier, as every fan has
the possibility to read their own views into the taxt, and even the possibility of choosing away
the parts that do not fit by deciding not to be#ietvor not to relate to it. The distance betwéden t
fan and the actual text thus has the ability teetae distance as it is felt by the fan, as thada
able to make the fan object fit his or her own \8eWhis is in line with Sartre’s theory on
emotion, as the fandom itself is the feeling ong loavards the fan object, as well as the context
the fandom exists within. This means that the agadt-as-person is not a part of the personal
fandom, unless the artist exists in the immediatéas environment of the fan. The actual object
could thus be said to be the stories told by othvelngch is then interpreted by the fan and
through the fans imagination takes the shape efrsop. The mediated, and thus unfixed,
character of the fan object opens up for adaptmes@wn views onto the fan object. It is
however important to note the difference betwe&ndiinamic self-reflection and the rigid
reflection implied in Sandvoss’ account of fandasmarcissism. Although each individual
fandom will always be based on the fan’s individnétrpretation of the fan object, this
interpretation will always to some degree be a#ddiy the knowledge which reaches the fan
from the outside. The fact that this knowledge exdrated, and thus not objective knowledge
about the life of the artist, does not make theseigmce of fandom less real for the fan. What is
important is the emotional bond which is created] @ven though the relation which occurs has
a character of self-reflection, this self-refleatidoes not exist in a vacuum. Emotion towards a
mediated subject is always a part of culture, héntrist, as a rule, also be affected by the

ongoing changes in the cultural sphere of which a part.
Self-reflection and the “new sort of hero”

Thus far | have made the claim that although thferelective quality of fandom might have

similar features to narcissism, the fan itself gguses that the fan object is in fact an objeat, an
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in many instances actually relates that they kriwat what they see in Morrissey is a part of
themselves just as much as it is a part of fand@thowing Kristeva, | have also argued that the
relationship of the fan to the fan object is onéowk, as the fan is both fascinated and thus
emotionally attached to the idealised reflectiond aware that there is an other to which the
reflection is attached. This self-reflection isspart of two levels of fandom; there is both the
fact that self-reflection occurs and that thisastf an emotional relationship between the fan
and the fan object, and there is also the morer&aplevel, concerning what this reflection
consists of, which is individual first of all to@&adifferent sphere of fandom, and second to each
individual fan. Here | will take into account theeific reflective relationship between the fans
and Morrissey as fan object.

In issue 5/2004The London Review of Booliought a review of two books about
Morrissey and The Smith§aint Morrisseywritten by Mark Simpson anthe Smiths: The Songs
That Saved Your Lifiey Simon Goddard (Simpson 2004, Goddard 2004).ré%iew was written
by Andrew O’Hagan, and is one which expresses theyntayers of fandom. His main point is
that books about Morrissey and The Smiths alwagsvaitten by dedicated fans. The fact that
O’Hagan himself starts out by clarifying his pasitias a fan himself might serve to add further
credibility to this claim; if the biographies areitten by dedicated fans, then surely these books
must also be reviewed by fans. The reason whyatedtn surprising accordance with both
Bakhtinian theory and the self-reflection theohg teason why Morrissey has so many fans is
that he himself is the ultimate fan. As O’Hagansaptit“The fans were outfanned by their object
of fanaticism: here was a pop phenomenon made pppphenomena — Morrissey’s influences
were the whole point of him, it seemed, and he tstded hero-worship in such a manner as to
make him a new sort of hero” (O’Hagan 2004). Ineotivords, fandom in itself is a part of the
self-reflection in this case. Of course, in a Bakhh view this makes perfect sense. If the
utterances of the sphere of fandom resonates reaitérances, utterances on fandom in itself will
necessarily be a part of the communication ingplsere. On the other hand, O’Hagan seems to
suggest that this is specific to Morrissey fans.cldéms that the fact that Morrissey was such a
devoted fan in his teens makes him a new sort m@f. Adnis claim takes as its premise that other
artists were not fans in their teens, or at leasas devoted fans as Morrissey. Other artists are
merely artists; Morrissey is a fan who became &stavWhat is important about this statement

from the point of view of fandom is not that Mos&y is also a fan of something, but the fact that
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this is highlighted as so important by O’Haganas By depicting Morrissey as the ultimate fan,
he is able to uphold an image of himself as falecefd. The “new sort of hero” thus emerges as
someone who does not only reflect an idealised @nlbgt in fact reflects the more culturally
troubled image of being a devoted fan. In O’Hagavosds: “I was a Smiths fan, a position, I'd
discover, only slightly less involving than beind/laonie, and the thing that made it so
eminently sensible was that the person before gsan&miths fan too — the ultimate fan”
(O’Hagan 2004). There is a moment of almost comepletognition in this. Morrissey appears as
both artist and fan, and so the self-reflectiotheffan involves both idealisation and recognition.
The last quote implies that fandom in itself israportant to the sphere of Morrissey fandom as
the content of Morrissey’s messages. In fact, baifan in itself seems to be one of the things
Morrissey is about.

As | have argued, this kind of self-reflection domt necessarily have anything to do with
narcissistic self-reflection. If there had beeragcissistic quality to the self-reflection of thenf
as worshiper, then this would amount to nothingdpathy. Still, even though Morrissey’s
fandom brought him to pursue an artistic careertaadans write books about their object of
fandom, there is for some reason a focus among soh@ars on this as narcissistic activity
rather than creative treatment of culture. In minam, this could be related to the status of
popular music as a part of popular culture, as spgao high culture, in the same way that these
are related to the dichotomy between emotion aaslore (Jenson 1992:21). Being a fan of
popular music is related to the emotional, and thissseen in opposition to intellectual
behaviour. Thus, devoting your life to popular nausinot considered productive activity as it
does not involve the intellect; it rather gets ldigel of reproduction, or even static reflectiooli J
Jenson writes about this issue in her article “Bamds Pathology”, where she questions the
differences between a fan and an aficionado (Jeh888:18ff). The emotional relationship of
the Morrissey fan who writes a book about his faject is seen in opposition to the rational
relationship of someone writing a book about fatamce Beethoven, even though the latter is
just as emotionally attached to Beethoven. Thetpsitnat narcissism arises as a possibility
where the relationship is one of emotion and themue of the devotion is one which is not
considered productive. In other words, it is theconception of the value of the object which
decides if the fandom could be considered nart¢isgis not; the same devotion to a “serious” or

“high cultural” object would not be considered af-seflection on the same terms.
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What happens when the fan’s usage of the cultpfare of fandom is deemed
narcissistic is that the utterances of the fan eantydis deprived of the possibility of containing
any degree of individual creativity, and yet is patt of a chain of communication either. In
other words, a biography written by a fan will ething but a reflection of the fan’s reflection.
From a Bakhtinian point of view, however, this & possible. As soon as the fan has written and
published the biography, the utterance is complte.utterance might be a reflection of the fans
self, but at the same time it is a part of the mlmiicommunication which considers the worship
of the artist, and it is also a call for furthespenses, which is given in for instance in the fofm
a review. In the particular case related above,d@4h’s review is a response to the utterances of
Simpson and Goddard, which in turn are responstsetatterances made by Morrissey in the
form of songs. All these three are fans who to sdegree see themselves reflected in Morrissey
as fan object, but at the same time they havehmiself-reflection to use by analysing and
writing about this sphere in a way that cannotdid & be merely about themselves. If this were
S0, the utterances would not be interpreted asgparthain of communication, and thus not
important in the ongoing fan-talk. They would nohtain elements which called for responses,
and other fans would not bother to comment on thiéms worship, which might appear as an
individual activity done by the fan in relationttee fan object, when it appears as an utterance
does have a communicative quality which remové®sinh the realm of self-reflection as self-
absorption.

At the core of this lies the assumption that egpi@n, when taking the form of an
utterance, is always communicative. Thus expressieg fandom, no matter what form the
utterance of this expression takes, is always @orese to something, and will always cause some
sort of a reaction. It will also contain some s@ranticipation of what the response will be,
related to who the speaker expects the listeniee tdhese expressions, however, are not only
made and interpreted only within the boundariethefsphere of this specific fandom. The books
by Simpson and Goddard are available to anyoneyitiunost likely be read by fans. The
review by O’Hagan on the other hand is published literary publication, and is thus made
easily available to a large public, whose prima&gson for reading this specific publication most
likely is an interest in literature, and not mugiXHagan is thus making an utterance which
addresses more than one sphere; its possible seadtgnt consist of fans of Morrissey and The

Smiths, people with a general interest in musioppewho are interested in biographies, students
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doing research for their master thesis, and sdloa.range of possible readers and respondents is
almost infinite. As a fan himself, one could ardgliat O’Hagan is merely giving an account of

his own fandom, making the review nothing but aanarfor expressing his own self-reflection.
On the other hand, the fact that the utteranceadenin a literary publication, he is not writing
only as fan, although he early on states his mwsas such, he is also writing as a literary critic
and a contributing editor of this well renowned ledtion. He is both taking the position of the
emotional fan paying homage to a hero, and théectaal literary critic, reviewing two books
about popular music. His point in the review isjr@ntioned above, that in this particular case,
the books about this artist necessarily must b#emrby fans. As a reviewer, he is the judge over
the authors’ treatment of the material, and he daeneeply subjective. At the same time he
positions himself as another one of these subgdtins, thus making his review one of a fan
reviewing the worship made by other fans. On tofhisf, he does so in a forum for literature,
where the readers most likely will not be a parthed particular sphere at all. The utterance thus
becomes as much a personal statement of admifatidorrissey as it is a review of two books
which deals with Morrissey fandom. It is at the saime a self-reflection, a part of an ongoing
chain of fan-talk concerning Morrissey and the &mjiand an utterance inviting new people take
part in the communication. But on the level abolvéhés it is an utterance which states the

importance of Morrissey and The Smiths; an expoessf devotion.

“Oh, | can't help quoting you”; Morrissey in Odda

Another such expression is made by Norwegian alkhmite Grytten, who starts out his novel
BikubesondBeehive song) with a chapter about a Morrissey(@rytten 2001). The story is
about a 40 year old man living with his mother imagartment in Odda, a small town on the
Norwegian west coast. On the surface, the stoap@it how his mother is dying, and how he
tries to find a girl to pose as his girlfriend. Has never had a girlfriend, which his mother has
always found rather sad, and wanting her to dighde lies to her and says he has one. The
story is told in first person by the Morrissey famd during the course of two days, entangled in
the story of the dying mother and the quest to &irgirl, he tells the story of his life, which is
closely interwoven with Morrissey’s life and musite is currently unemployed, because he had
problems with his employers at the national maiise for refusing to wear a uniform when

handing out the mail. He would rather wear a bk with a Smiths t-shirt in it and a bouquet
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of daffodils in his back pocket. The suit with ahirt in it and daffodils is what Morrissey often
would wear on stage and on photos, the t-shirtrigaai Smiths-print of course being an explicit
statement of devotion. Refusing to adjust to theateds of the job market is another feature
which matches the myth of Morrissey. In the tim&be he made it as an artist, he supposedly
had two jobs, none of which lasted for very longs fliend Linder Sterling says in an interview
that he was pretty much unemployabléé Importance Of Being MorrisseBC documentary).
The part where he talks about the job is ended avibote from the song “Heaven Knows I'm
Miserable Now”, going “In my life, why do | smilat people who I'd much rather kick in the
eye”. In the song there is another line which geaged, which more explicitly relates how
Morrissey felt about working: “I was looking forj@b, and then | found a job/ and heaven knows
I'm miserable now”. To the reader who is unfamikdth this song, this connotation to
Morrissey'’s life will be lost. In other words, this one way the author uses fan-talk to reach
other Morrissey fans; for the ones who are famikih this speech genre, one line from a song
contains meaning beyond what is said. At the same the line alone makes perfect sense for
the unfamiliar reader, only on a different leveb. them it will only be a line, italicised and for
some reason written in English, which illustratesvithe narrator regrets having been polite to
his former employers when he in reality always dakem. Morrissey fans will however know
that this is a line from a song, and that it ig¢h® show the similarities between Morrissey and
his fans. When he talks about his job, he nevettioesnanything about Morrissey, the entire
connotation lies in the last, italicised line, awkn this stands alone without any explanation. In
other words, it is impossible to see the connatabietween Morrissey and the fan in this passage
if one is not familiar with the song and Morrissglife in general.

There are quotes from Morrissey’s lyrics throudhtbe chapter, more or less hidden. The
first one is in italics, but translated to Norwegi# is a quote from the song “Asleep”, and the
guote is the opening words: “sing me to sleep, siego sleep”. The song has been mentioned
above in the paragraph, but there is no hint tdtielreader that this is a quote from one of the
three songs he has just mentioned as being songsgfeatly was listening to. The quote is put
after he writes about how his mother is living gt days of her life, and the song quoted is not
surprisingly not about going to sleep, but aboundpéred and wanting to die. The italicised
guotes are sometimes translated into Norwegiansantetimes written in English. But there are

also quotes hidden within the text. The quotesailics are used mainly in the end of paragraphs,
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so as to illustrate the point of the paragraph. qingtes within the text on the other hand, are
used more directly to describe the narrator. Thieynat italicised and they are translated into
Norwegian, thus they are totally impossible to fladsomeone who is not familiar with
Morrissey’s lyrics. For the reader who do find tésnts, however, it becomes clear how
intertwined the narrator’s life has come to be witd sphere of Morrissey fandom. There is a
passage where he is on his way into the centreeatovn to find a girl who is willing to pretend
to be his girlfriend, which combines the differémtds of quotes: “Damn, it's like being sixteen
again. Sixteen, clumsy and shy. I've always bemidtand strange. I've always been criminally
shy. I've always been everything the girls dorkeliAnd time is against me now, and there’s no
one left to blamg(Grytten 2001:19, my translation). In this queteerything is in Norwegian
except the italicised quote, taken from the songc&pt Yourself”. What is not so clear is that
“sixteen, clumsy and shy” is also a quote, takemfthe song “Half A Person”. In addition to
being about a person who feels clumsy and shystimg is about a person following another
person around: “Call me morbid, call me pale/I'perst six years on your trail”. Fittingly, the
guote is used in relation to the narrator’s quesaf‘girlfriend”. In addition to these two quotes,
the description “criminally shy” could be interpedtas a paraphrase from the song “How Soon Is
Now”, which starts out with the words “I am the samd the heir of a shyness that is criminally
vulgar”. This song is also one on the theme of gaint on a hopeless quest to find someone to
love, and it will be treated in greater depth iater chapter. The paragraph ends, as mentioned,
with a quote from the song “Accept Yourself”, whisinaps up this self-deprecating paragraph on
a determined, if not optimistic, note. “Time is ag& me” could be pointing back on the fact that
his mother is dying, but “there’s no one left tarbble” seems to be suggesting that there is
nothing else to do but go out there and do thelmestin. This is in general what the song is
about; stop putting yourself down and do your bést what you've got.

Throughout the story, Morrissey'’s lyrics resonditectly and indirectly in the text, in
addition to the more concrete references to Mayis$he most apparent use of the cultural
sphere of Morrissey fandom is thus to be foundeexplicit mentioning of Morrissey.

However, the responsive quality of these uses tge different levels. The explicit use of
Morrissey and references to his life is a respaaske myth of Morrissey which is circulating
within the sphere of fandom. It is directed atfda@ community, but it is just as much directed at

people who are not familiar with this sphere. lesh utterances resonates previous utterances

47



made in the sphere, but the utterance to whichdtriesponse is not identifiable. It is a response
to utterances which themselves resonate so magrantes that they have come to build up the
myth of what and who Morrissey is. This responsge isirn used to define a myth about “the
fan”. The narrator defines himself as fan by usittgrances which he claims has come from
Morrissey, but which is of course all knowledge grhhas come to him by way of mediation. On
the level above it is the author who makes thisrglas he has invented the narrator, but not the
sphere of fandom which he has put his narratoFhois the myth of the fan is taken from a
sphere consisting of real people who are fansyudicet the author as | will get back to below,
and is then again manifested through the utteraumgeh takes form of a chapter in a novel.

As well as the use of the myth of Morrissey, thisrthe use of direct and indirect
guotation of lyrics. This concrete use of idenbf@autterances made by Morrissey is nevertheless
the ones which are most directly aimed at theatat in Morrissey fandom. It clearly shows how
the use of others’ utterances in ones own migltigely creative, even at the level of direct
guotation. This because the quotes are used intaxdovhere one would not expect it; like the
review by O’Hagan, these quotes are presentedriacha which mainly resides outside of the
sphere of fandom. Thus, the quotes become padtbfdpheres, but have different meanings
according to which sphere the reader belongs tereliccurs an interesting interplay of cultural
spheres, as the sphere of fandom and the sphéterafure merges through the utterance of the
author-fan. From a Bakhtinian point of view, thisw/s how individuals, through creative use of
the speech genres of the different cultural sphiaegsbelong to, might address individuals
belonging to different spheres through the sanerarnte.

Bikubesongvas made into a play which premiered at Det Noiisatret (The Norwegian
Theatre) 5. September 2003. In this adaptationiMiheissey fan is one of the leading characters,
and he is the one who binds all the other stodgsther with monologues on his life and
Morrissey and by singing songs by Morrissey and $hmths. In the book, the story about the
fan takes up the first 16 of 321 pages, but inpllag, he is in fact what binds the stories together
In the programme for the play is printed a shosagdy Grytten, titled “Enemy nr 1. In defence
of Steven Patrick Morrissey, Manchester, Englaimdiyhich Grytten firmly states his position as
a Morrissey fan and at the same time delivers d#fieéiastatement of devotion. At the same time
it works as an explanation of why Morrissey is gigeich a large part in this story, which mainly

is about everyday life in an apartment buildingiismall Norwegian town. The explanation is

48



simple; Morrissey is the spokesperson for the elegyyperson. Grytten takes the position of the

Morrissey fan, but at the same time he implies sloatould anyone else. He writes:

| really can’t explain this well enough, and maytshouldn’t even try, my heart is just full, andaafurse
it's easy to think: OK, he’s a fan, he writes abbisgthero in a way everyone writes about their bgro
Morrissey isn’t different, a hero will appear asqure for any fan, anyway. But wait, Morrissisyunique!
(Grytten 2003, my translation)

He goes on to argue for why Morrissey really isque, saying that OK, he’s not an immediately
likeable, jeans-wearing Bruce Springsteen, bustsiil so human in all he does. He has been
deemed depressing and miserable by the press¢dariding to Grytten this is a way to disarm
him, because he is telling the truth, and the tisithot as glamorous as the media and the music
business wants us to believe. In this way, it bexootearer how the entire novel, and hence also
the play, contains traces of utterances in thd téIMorrissey fandom beyond the quotation of
lyrics. Following Bakhtin, all utterances contatrsces of earlier utterances, and in a less explici
way, the remaining stories in the book does alstaso traces of Morrissey’s utterances, because
the truth of the existence of everyday people lr@ady been related by Morrissey. According to
Grytten, Morrissey is the spokesperson for all éhasople, represented by the Morrissey fan. In
the book he is the first narrator, presenting bty and preparing the ground for what is to

come, with passages like:

| remember something Morrissey said about beingesdnHe said that it's impossible for a human bem
be content. You try all your life to reach conteatry but you never get there, because you put afittee
important stuff, you put all the important stufigeswhile waiting for that day in your life thatver comes
(Grytten 2001:12, my translation)

This is also the main theme of all the storiesy tthescribe the lives of ordinary people, trying
their best to become content, but never reallyirggethere. In the play this is emphasised through
the Morrissey fan showing up between each story.

In other words, the entire novel becomes a respanbtorrissey’s utterances, as well as
being an utterance which furthers these views,em$eéd at those out there who have not already
discovered the greatness of Morrissey. He is adamugher dimension to the theory of fandom as
self-reflection, saying that Morrissey in fact s#fls everyone; they just have not discovered it
yet. To O’Hagan it is the recognition of ones owndom in Morrissey which makes it so
obvious why one becomes a fan. To Grytten, on therdand, it is the recognition of life itself
which triggers the devotion. What both explanatidasamount to is that there is something to

gain emotionally from being a fan, something whagpears as so totally obvious to the person
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who has suddenly recognised it, not matter hoverbfit the explanations of each fan of what
this something might be. Even though it is derifredh the same cultural sphere, the words and
explanations used by the fans to describe whatate highly individual. Yet at the core of all of
it lies the emotional, which in the end needs rthier explanation: “He’s there. Like a love you
can't shake, like the love of your life, like theefing you will carry with you for the rest of your
life” (Grytten 2003, my translation).

The emotional dimension of music

The reflective aspect of fandom is one which deatls the level of worshiping the artist and the
message conveyed, but it does not take into ac¢bamirectness of being fan of music. Of
course, the fans talk about being fans of Morrissay The Smiths, but on the other hand, they
would not be fans of the people if it was not foe tmusic and lyrics they make. In music
fandom, the object of fandom is just as much theimas such, as it is the people who are
making the music. In other words, seeing fandomeely a case of a person seeing ones own
reflection totally removes the possibility of enilog the music as music. This is also a crucial
point when it comes to the tendency in recent bablseeing media fandom as one thing, no
matter what the media might be (Hills 2002, Sand\2306). The importance of viewing fandom
as a (speech) genre must not undermine the imperiafrthe content of the genre. In the case of
music fandom, this reduces fandom to being foreaigextent about the people making the
music, and not so much about the music itself. it to say that it is never about these
people, but | would strongly emphasise the impagaof considering the diversities which exists
between different types of fandom. Being a fanashsthing cannot be circumcised from the
object which one is a fan of, because the fan doegxist within a vacuum of worship where
what is worshiped is devoid of meaning. On the oltfaad, while keeping in mind the specificity
of the fandom in relation to the respective medieg should not empty fandom of the dimension
of being worship as such. The informants of thigqut uses a lot of words to write about what
Morrissey has meant to them and in which ways Isehlefped them and comforted them, but all
the while one should not forget that it is througaking music and writing lyrics he has been
able to reach them. It was the music which firstgtd their ears and made them listen to the

words of a man who in many cases later came togehtreir lives.
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According to Sartre, “the emotional subject areldbject of the emotion are united in an
indissoluble synthesis. Emotion is a specific mami@pprehending the world” (Sartre
1994:35). Following this view, the fan as fan apyerds the world through the emotion which
arises when s/he listens to the music and lyriagr&describes the arousal of an emotion in
terms of a problem which must be overcome, or merdrally, it entails an alteration of the
world. This means that the arousal of an emotialdenly makes the world appear as different,
and this alteration calls for some sort of reagtishich is connected to this sudden emotional
arousal, and thus not to rationality. Sartre exydhis as the person suddenly falling back into
the world of magic. The behaviour connected torant®nal arousal is magical behaviour; it
does not follow the logic of the “real” world, br#ther the logic of the emotion, which means
removing the object of a negative emotion, or isigimg or bringing closer the object of a
positive emotion. The behaviour connected to fandamcertainly be described in these terms;
spending large amounts of time and money on songethhich following the logic of both
capitalist society and the instinct of self-presgion is unproductive, is certainly a behaviour
which it could be argued has as its aim to exteedemotions which the music has aroused in a
magical way.

However, this magical behaviour might have difféexpressions according to the
different fans. One of the fans who have sent raestary writes that he had seen Morrissey live
9 times during the last 6 months (6M). In contraspther fan writes in his story that being a
Morrissey fan does not really affect his everydsg; to him is mostly about the music. However,
this last fan mentions that he has been to twoets,cand reminiscing about these concerts, he
mentions that “the set list included several Smétisgs including a version of “Rubber Ring”
that brought tears to my eyes. That song in pdaicueans a lot to me. (Now | have to play
it...)” (IM). In other words, thinking about the merres from the concerts, and what this song
means to him makes him feel the urge to play timg.sBartre aligns the behaviour connected to
positive emotions such as joy to impatience; “@ynagical behaviour which tries, by
incantation, to realize the possession of the ddsbject as an instantaneous totality” (Sartre
1994:46). Spending a lot of time and money on gtingany concerts over a period of just a
few months is one way of repeatedly actualisingtthality of the emotion, which goes against
the logic of “normal” behaviour, but which could been as an incantation which brings about

the emotion connected to the love of the musics Ththe kind of behaviour which is most often
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emphasised as fan behaviour in studies of fandent,igeasy to point out the amount of
measurable time and money invested in the fandaweher, the behaviour of the fan who has
to play the song “Rubber Ring” when mentionind#cause the song evokes so many memories,
is in my opinion the same kind of behaviour. Pgttim the record is magical behaviour which is
performed to bring back the past; to bring the eéomstof being at the concert and maybe a lot of
other lost moments closer. The impatience mentitnye8artre is also very much present; he
does not say that he will have to play it aftervgatzlit abruptly interrupts his story with brackets,
saying he has to playribw. This is followed in his story with a quote frohetsong: “when you

lay in awe on the bedroom floor, oh smother me mdtand the remark “(I was on that floor)”
(1M). Following this, | would argue that the cormes quotation of Morrissey could even be seen
as a part of the magical behaviour. Following Baklhe cultural sphere is made up of
utterances containing other utterances, and imarspsuch as fandom, which is based on
emotionality, the continuous quotation could bensa®a way of upholding and re-actualising
these emotions.

How this quotation is performed through words isreplified throughout this thesis, but
one should not forget that this kind of quotatiam @lso be purely musical. The previous quote is
probably the closest one might come to actuallytiggdhe music in writing; through informing
the reader that “I am putting the song on now”. ld@e@r, quotations in music are also common.
The Swedish singer and songwriter Hakan Hellstfominstance, has often been accused of
plagiarism in his songs. He has answered thesesaitons with admitting that he borrows from
artists and songs he is particularly fond of, drat he really cannot see that this is wrong. He is
guoted in the Swedish newspaper Aftonbladet, sayiag“stealing from others is a good thing if
you want likeminded people to listen to the mugftonbladet.se). On his debut albufdnn
IngenSorg For Mig GoteborgDon't feel sorry for me, Gothenburg), he for imgta ends the
song “Vi Tva, 17 Ar” (The two of us, 17 years oldith the same melody as is played by the
synthesiser in Morrissey’s song “Everyday Is Liken8ay”. At concerts he even drags this theme
out, getting the audience to sing along. Thus Mo&es his Morrissey fandom in one of his own
songs, and at the same time, to others who ardidamith the Morrissey song this is recognised
as an utterance in the sphere of Morrissey fandaiellstrom expresses in the quote above, he
is in fact quoting the music he likes to reach ogheople who also likes this music. This kind of
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guotation is an example of the musical-emotionadetision of fandom; he wants to reach people
who also have an emotional experience connectddg@articular melody line.

In this case, the fandom appears as not only davadi an artist or to the lyrics as
meaningful entity, the music in itself appears @qsadly important. What is interesting to note is
that Hellstrom says that he uses his favourite semgeach others who like these songs, which is
a way of evoking the recognition of other fans idiffeerent setting. The quotation of a melody
line appears as an utterance which is very muchaous of its own place in what Bakhtin calls
the chain of speech communication. He is conscyaysbting his favourite songs, thus making
sure they in some way live on and are spread, et @ame time he is conscious of who he is
speaking to with this quotation. In other wordsjseonscious of the role of his music as being a
link in a chain of communication concerning spregdove of good music. At the same time it
could be argued that this is also a neat markeatiragegy; in reaching other Morrissey fans
through quoting his songs, these people might@sentially buy his CDs. In my opinion,
however, the fact that quoting a melody line frosbag is a strategy to make people listen to his
music and buy his CDs is what is really interestihgs in fact a statement of how strong the
emotional bond to the music is perceived to be.rfBoegnition thus conjures the magic which
Sartre talks about; it works as an incantatiomtwke the good feelings associated with the
original object of fandom, and these emotions is throjected upon the new music in which the
guotation appears.

Another important aspect of the emotional connectiothe music is found in the reaction
to the voice. According to musicologist Stan Havekithe fact that the words are presented by a
singing voice, and the way in which this voice $&d is important when it comes to evoking an
emphatic response from the listener (Hawkins 208)2/hen considering Morrissey’s vocal
style, he writes that Morrissey’s voice fits intetcategory of an untrained voice, most notably
expressed in how he avoids accurate pitching, whinoks the impression that he strains to hit the
note. The delivery thus underlines the directnesshnesty of the lyrics; it is told by a voice
which is somewhat flawed, just as the life of thetagonist in the lyrics often is. The humanity
of the lyrics, emphasised previously by Gryttersuag by a voice which is just as rooted in
humanity through its untrained delivery. The conaltion of the voice and the words thus
strengthens the overall feeling of authenticity;riBsey uses his voice in a way which makes the

listener believe that he really means what he sEys.importance of the vocal style is

53



emphasised in the story of a Spanish fan, who svtitat as English is not his mother tongue, he
did not really catch the lyrics at once: “If the siuidid get me hooked, so did the singer voice .
Morrissey sounded so passionate that | was immeddikgd towards what he was singing about.
Then | found that some of his songs could be pagesy daily diary” (3M). In other words, just
by listening to Morrissey’s voice, this fan reatighat he would identify with the words.

This strong emotional connection to the musicselitis resonated in the story about
Morrissey not showing up for an announced contald,by the Spanish fan earlier in this
chapter. The disappointment after Morrissey didtaot up for the concert was so strong that he
could not bear to listen to the music for a yetis &lso resonated in the story by the fan who
when writing about the concert he had been to bauday the song “Rubber Ring”. Both stories
resemble the magical behaviour which is perfornoegither intensify or remove the emotion;
listening to music brings the moment closer, whateising to listen to the music serves to keep
the disappointment at a distance. Thus it becoheas bow the emotion and the fan object is in a
way the same thing. Fandom is about intensifyirrgghiod feeling one has when listening to the
music, which might lead to magical behaviour aimebringing the fan object, and thus the
emotion, closer. This, it could be argued, do imas@xtent again resemble narcissism, as it is a
behaviour based on conjuring pleasure which isasehe fan’s own emotions, and which is
seemingly never satisfied as the fan behaviouricoes. As noted earlier, inherent in Sandvoss’
theory on fandom as narcissism lies the view thatfan object is an extension of the fan’s self.
From how | interpret Sartre’s theory, however, tRigot relevant, because as the fan has an
emotional bond to the fan object, the fan objeeivgays already experienced as a part of the fan.
This does not mean that the fan is a narcissisterely means that fandom is an emotional
experience of an object in the world, which cawsbsdily disturbance and triggers some sort of
behaviour. The emotional experience it is thusdiféérent from other emotional experiences, the
difference lies in the behaviour, which is alwagpendent of the object which gives rise to the
emotion. When it comes to fandom connected to mssich as Morrissey fandom, there are
many levels on which one might experience the famdausic, lyrics, the message conveyed, the
style of the artist, to mention some. In this clkaptave dealt with behaviour which has inspired
other types of expression to exemplify how the eomatl dimension of fandom not necessatrily is
one which is merely narcissistic and self-refleetiVhrough this | hope to have made clearer

how reinstating the emotional into the study ofdam again must not happen at the expense of
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looking at fan behaviour. Following Sartre, fand@snsomething which is at the same time
emotional experience and behaviour; it includesdiaject, emotion and behaviour, all at once. |
will go on to examine how the content of the messagnveyed by Morrissey might be used by

the fans to express personal significance.
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Chapter 3: “I had never considered myself a normateenager”
Emotion, gender and outsiderness

When treating fans and audiences in his overviethefield of popular music studi®opular
Music in Theorysociologist Keith Negus writes about Adorno’s dépit of media fans in the
1940’s as deviant loners who do not fit into sggiand finishes with the remark: “over forty
years after Adorno wrote this, such an image wemaifsed to caricature the male fans of The
Smiths” (Negus 1996:11). What Negus seems to bgestigg is that fans of The Smiths are
personifications of the stereotype. It is as if caanot differentiate between the fan and the
person; the fans of The Smiths are deviant lorard,deviant loners are fans of The Smiths. In a
world where media consumption has become a ngtarabf most people’s lives and most
people will have no second thoughts about labdhegiselves fans, the negative stereotype
nevertheless prevails. It seems like in populatuce) the word fan has different meanings
according to context. Most people are fans of shimgt but some fans are more dangerous than
others. This has less to do with being a fan tr@ngothe person one is, but somehow when a fan
is showing deviant behaviour, like stalking, ttidass about a person with mental problems than
a fan gone wrong. The person’s behaviour immedjiatflects back on his or her fandom. It
seems like inherent in fandom lies a very real ipidgy of madness, a possibility the media is
more than willing to build on to make sensationris®(See Sandvoss 2005:1f for examples).
Closely linked to this stereotype is the fact tlaadom is based on emotion, and thus is
linked to the irrational rather than rational. Famdmost often does not arise out of intellectual
calculation, but out of an emotional experience giving in to these emotions by starting to
dedicate increasing amounts of time and effort tesembles a move away from rationality. This
means that there is a constant risk of pathologifans in the study of fandom, and might be one
of the reasons why, as Hills complains, many offtimestudies done the last decades more or less
neglects the emotional part of fandom, focusinglgabn fan activity and behaviour which can
be explained in terms of rationality (Hills 2002t§5This is particularly apparent when one is
dealing with fans’ own accounts of why they arestafs Hills points out, more often than not
fans are not able to put into words why they anes faf this particular object. Hills blames this

partly on the methods used by most researchereifigld of humanities and social sciences,
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where one often asks the question why, thus expgethie fan to think it through and come up
with a rational answer. According to Hills, the ukf this will be that the fan falls back on what
he calls this particular fandom’s discursive mantta defines discursive mantra as “a relatively
stable discursive resource which is circulated withche media and fanzines and used (by way
of communal rationalization) to ward off the settsa the fan is ‘irrational” (Hills 2002:67). In
other words, the fan instead of describing hisesrfaelings will use the words and reasons
commonly acknowledged as good reasons for fandoamgst the fans in the wider fan
community. It also illustrates the ever presentggarof being seen as deviant on account of
being a fan. Just referring to the emotional issngbod enough explanation; the feelings have to
be explained as arising out of something rational.

As mentioned earlier, | have tried to avoid thysalsking the informants to tell their
stories instead of asking specific questions, dsal latting them know that | am interested in the
emotional dimension of fandom. But even thoughdimbt ask the question “why are you a fan of
Morrissey”, most informants have written a mordess rationalising account of why they are
fans. It is however interesting to note that whatld be said to be the discursive mantra of
Morrissey-fandom is exactly that it celebrates ge@motional and being an outsider. One fan
says that “in a country and a culture that shysydnan emotion, here was a man pouring his
heart out to a nation whether they liked it or math an explosive mix of tear-enticing,
charming, hilarious and ironic lyrics that gave pggsonally the feeling that someone else feels
the same as | do” (10M). In this quote, althougk d@n explanation for fandom which aims for
understanding, it is the emotional and personaetspf Morrissey as fan object which is
emphasised. Of course, it will be impossible tolaxpyour emotional relationship to someone
without to some extent rationalising it, as usingds to express emotion is already a
rationalisation of emotion. But even though theebqguote could be read as a justification of
fandom, it is at the same time a justification whaelebrates not having to justify yourself.

In the light of Sue Campbell’s theory on emotiahg, discursive mantra could be an
example of the many restrictions one encounterswittyeng to express feelings which does not
necessarily fit under the label of a classical @omotAccording to Campbell’s theory, the person
expressing emotions through language does not sedgsvant to rationalise his or her
emotions, it is more a case of wanting to expressgmal significance and to have this

recognised and acknowledged by others. It is notgch the fear of being irrational that brings
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forth the justification as it is the limitations laihguage. This, however, does not mean that the
discursive mantra loses its significance. It mestites that there might be different reasons for
why a fan’s strong personal devotion towards timedlgject is uttered through recognisable
patterns. Campbell’s view suggests that it mighth®oa case of wanting to seem rational, but an
attempt to make ones feelings understood. Thistismationalisation of feelings, but a way of
expressing oneself, and having ones feelings aclealmed as feelings, using language. | would
claim that although the message is expressed thraugtionalising media as language, this does
not imply that the content is to be understoodatismal. It could be argued here that the intent of
the speaker in any case will be hidden, and migheren be as interesting to us as what is
actually said and how this is interpreted by othEi®vever, as the discursive mantra of
Morrissey fandom is based on a celebration of thet®nal, a reading which has as its vantage
point that these utterings are solely a way t@ratiise ones fandom will in the end be limiting

for analysis, as it shuts off the possibility ofrtiag to merely convey emotions through words.

The indie scene and masculinity

As mentioned above, the feeling of being allowetié¢emotional is a recurring theme
when Morrissey fans talk about why they are fans however important to note that
for the female informants in this project, thistated slightly differently. One woman

says that she likes Morrissey for

his ability to convey real emotions toward subjeeksch no one else seems to approach, such
as death, the debilitating effects of being very @thich myself and I'm sure many others can

relate to), issues of wavering self-esteem andisathing, rejection, as well as political issues

(16F).

It is Morrissey’s ability to convey emotion towarsishjects which she can relate to which is the
main issue for her. She is not saying that he nhadeccept that feeling strongly about these
subjects is OK; she is merely stating that shesliderrissey because he stands for something she
can relate to. This view is also resonated in thees of the other female informants. They show
the same devotion and give the same impressioecofjnising their views and getting the

feeling that Morrissey understands them, but astree time there is a slight difference here to
the words used by the male fans who say things'litez| far more at peace with myself,

although | wouldnt say happy, more accepting thigtis me” (LOM) when it comes to

recognising ones own views in Morrissey’s utteranéed it is the self acceptance combined
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with being emotional which is the key issue in tase, as it opens up for the interpretation that
Morrissey’s emotionality might be received and udgfitrently according to gender. It is not
controversial to claim that in western society, &ors are traditionally ascribed to the female
realm, or at least connoted femininely. Thus, idginig with the emotional aspects of
Morrissey’s utterances might mean something elsthiomale fans than for the female fans. The
fact that Morrissey is a man showing what couldnberpreted as feminine traits through being
openly emotional, might lead to a greater accegtaiones own femininity in a male fan, while
for the female fans might not touch upon the saeralgr issues. | would say that this is an
important issue when it comes to Morrissey fandoh male fans; it opens up for alternative
interpretations of masculinity.

In his bookWhite Boys, White Noise: Masculinities and 198@daiGuitar Rock
Media Arts scholar Matthew Bannister explores hbevihdie scene which The Smiths were a
part of, is based on masculine values (Banniste6R('he word indie is an abbreviation of
independent, which basically refers to the modprotiuction which is independent of major
record labels and on the side of the music busiagssich. Talking about it as a scene implies

that it is a sub-culture with its own special ctdiufeatures. Bannister defines indie guitar rogk a

a post-punk subgenre of independent or alternatiele, featuring mainly white, male groups playing
mainly electric guitars, bass and drums ‘that scaubdt like The Byrds, The Velvet Underground’ to
primarily white, male audiences, recording mairdyihdependent labels, being disseminated at least
initially through alternative media networks suahcallege radio stations and fanzines, and dispipsti
countercultural ethos of resistance to the mafRanfister 2006:57)

He goes on to mention how earlier studies of imdi® emphasised the autonomy and authenticity
of the genre, making it free of ideology and conuigpressures, thus being subversive, avant-
garde and even postmodern. It is important to tiieBannister’s account is historically situated
in the 1980s, while my study is situated withiniffedent timeframe, as my informants listen to
the music of The Smiths two decades after its prtvdo. The indie scene described by Bannister
is thus only reachable through mediation, throwegtding and listening to the recorded music.
Morrissey as a solo artist has however continudgktpart of the indie scene during his solo
career, and so even though Bannister’s study igctesl to the 1980s, | would argue that the
overall theories of indie masculinities to someesexistill apply for Morrissey as a solo artist as
well. Of course, Morrissey as a person and aréisthad some sort of development during the last

decades, especially musically, but when it coméd®t® his views and opinions are interpreted
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by the fans, they do not differentiate betweenMloerissey who was a vocalist in The Smiths
during the 1980s and Morrissey the solo artist.

In many respects The Smiths fitted into Bannistdgfinition. They were undeniably a
group of white males playing electric guitar, basd drums, and many of my informants
mention that they respect Morrissey and Marr feirtbritical view on the music business and
the market. This is a view Morrissey still advosatend he has on many occasions been careful
to state that what the record label is doing mitseihdhas nothing to do with him. Ever since
being in The Smiths, he has been known to caneelests, and he has continued to do this in his
solo career. A statement following the cancellabban announced gig at the Isle of Wight-
festival 2005 is a good example of how he afterentban twenty years still actively opposes the
business which he nevertheless is a part of. Tdieraent was posted on fan websites after his
record label Sanctuary first had announced thatddd play, and then just a few days before
the festival announced that he would not be appgaliue to the pressures of preparing a new
album and losing his drummer. Morrissey himseliveared with denying that that he was under
any pressure to finish his next aloum, he had egithis drummer, and the main thing, he had
never agreed to do the festival and so the reedrel had been wrong in announcing the gig in
the first place. He accuses Sanctuary for repgatediouncing gigs he has not agreed to do, and
S0 in essence saying that he will not be contrplieel cancellations is really not his fault, bug th
fault of the record company. The statement endslament on his lack of control and how he is

being used by the record company:

| am very angry about the IOW, but | can’t contgainctuary. | also realise that, regardless ofadhtsf
people will always blame me for any unfortunatedeats — somehow believing that | control the entir
spectrum of human events. In truth, since our oipsiates last year in London and Dublin, my persona
involvement in anything that has followed has bgeim minus zero.

There will be a new signing for the new album, Empe wait until you hear the news from my lips.
Everything else is just gossip (Statement from IOW)

This statement expresses many of the values c# modk as mentioned above. Although
complaining about not being able to control hiordacompany, he nevertheless does so by
taking a distance to them and refusing to follodens. Another main feature of indie values is
opposition through passivity; resisting the demaofdsthers and thus refusing to take
responsibility for the effects one creates by nahting to participate (Bannister 2006:51f). This

is clearly stated here, as Morrissey is reclainfirsgautonomy and independency as an artist from

the record company by refusing to follow their osde
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Independent in itself is a word which would traztially be connected to men and
masculinity, as opposed to the traditional fema&pehdency on a man for income, safety and
social status. This means that the term “indie tTatleady has a masculine bias; independent is
not independent, it is within a cultural contexgendered term. At the same time, the genre indie
rock defines itself through difference, that igptigh what it is not rather than what it is
(Bannister 2006:58). This meant taking a distandagh cultural elitism and its notions of art, as
well as a distance to mass culture and mainstregmmusic. Music wise, this also meant an
opposition to for instance heavy rock and bluesyggwhich are also predominantly male, but
which entail a bodily masculinity. From a gendepeiht of view, indie rock emerged as a music
scene where one could, or maybe more correctlyldhdisplay an alternative masculinity. The
norms of this alternative masculinity, however,md necessarily operate as liberating, but rather
makes a new form of hegemonic masculinity withia itidie rock culture. Bannister expresses
this through aligning indie rock ethics to the hightural elitism they were claiming to oppose
(Bannister 2006:58f). Taking a distance to masticeyl one will necessarily have defined oneself
as somehow superior. Seeing this in connectiohdartformants in this project who describe
themselves as outsiders in their socioculturalrenmvnent, the norms of indie rock culture give
them an opportunity to see themselves as actinglgassive) opposition, as opposed to being

bullied or dominated.

Morrissey fans contesting hegemonic masculinity

As mentioned in the subchapter “Narcissism, geaddrindividuality”, | place Morrissey in the
group of marginalised masculinity. How he cameueroome the domination of hegemonic
masculinity might be an interesting query, thouglthis case | will have to confide myself to
noting that he has a position of power and inflgetiespite not necessarily fitting the description
of hegemonic masculinity. But what are the trafte@gemonic masculinity which can be found
in the cultures of these fans?

On a general basis in western modernity, ratipnahd intellect are often highlighted
as specifically masculine traits, and thus impdrfangaining power in society (Connell
2005:164ff). At the same time we also connote platgpower and aggression with masculinity.
This means that within masculine hegemony one éjréads two polarised features; both the

intellectual activity of reasoning and the highlyddy activity of physical strength. Both of these
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are of course connected to abstract ideas suctveer @nd domination, which could be said to
be the overall connotation of masculinity, busistriking how when one gets down to the more
empirical level, there seem to be contesting cotmep even within the same culture when it
comes to the features which define hegemonic miasiyul

This could be read as a critique against Connelbglel. How can one use a model of
hegemonic masculinity, however fluid one interptéts contents of it to be, when one finds
discrepancies within the group of hegemony evehiwithe same culture? In my opinion,
however, this does not disqualify the model. Indtiéaather highlights the inconsistency which
exists within cultures. Returning to Bakhtin, tiigl be an example of how two very different
cultural expressions exist side by side in an emvirent which on a large scale would be
described as one culture. It brings out the conipésxof gendered relationships and also shows
how people are in fact not necessarily consistemgs. It also highlights the gap between
academic theorising and the lives we try to theoaisout, and reminds us how important it is to
adjust our rational models to the worlds of ourjeats, instead of trying to squeeze them into our
own narrow theoretical models.

The headline of this chapter is taken from onthefmale informants, who clearly
express how Morrissey has made him feel that agthdie might not be the same as his peers, he
is still worth something. When writing about whatakes him different from others, he mentions
that he is “lacking in the social graces [...] teachate and desire isolation in equal proportions,
[his] feelings on society, sex, love, the counlifg, in general [he] felt were, quite frankly,
unprecedented in their oddity” (10M). First of la#l says that he is “lacking in the social graces”,
which can be connected to insecurity in socialaituns and thus passivity. This might be
interpreted as a feminine trait, opposed to maseudctivity. What he says about hating and
desiring isolation in this quote | would say is sotobviously derived from deviant masculinity,
but might be more of a result of already havingefabutside the category of normality. Yet, as
will be argued later, falling outside the categofyormality might in itself be seen as diverging
from the norms of hegemonic masculinity, as noritpath fact is defined on the basis of these
norms. In the last part of the quote he sums upréifit things that he feels differently about as
opposed to how he has interpreted others to fieisliteresting to note that he writes that he
feelsdifferently, as opposed to writing that he thinkierently, has different opinions or has a

different interpretation. This indicates that hali®ady in a discourse of emotionality, where he
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values feeling about subjects higher than ratiortatpretation or thinking. This indicates that he
has what traditionally has been interpreted asrni@e way of looking at the world.

What these feelings are is not mentioned congrebet he does say that after getting
into Morrissey, he realised that Morrissey’s opirganirrors his own. What | interpret these
opinions or themes to be have already been sumedanshe discussion on the empirical data. |
would argue that a common feature of these thesggmt many of them are connected to the
traditionally feminine rather than the traditioryathasculine. Yet there are traits which are
mentioned as important to the informants whichteaditionally connected to the masculine
sphere, but which still has proven to be traitsohtdefine them as outsiders. In some cases this
must be understood with regards to class as wegléader. One fan says that he grew up in an
area which was dominated by council houses, inbdloy working class families, and that it was
mainly these people who made his childhood “a tratioriime” (8M). He mentions being bullied
by the kids from these areas for “being the oddarten the crowd as well as for being clever”.
In this part of his story he compares his childhtmMorrissey’s, saying that he was struck by
how the lyrics seemed to run true with many paftsi®life, and noting how the two places
Morrissey lived as a youth, Salford and Stretfandsome respects are similar to where he grew
up.

This fan says that he was bullied for being cleiwreother words for defining his being
in the world through using his mind rather thanbosly. Intellectual ability is, as mentioned, one
main features of power in modernity, and might besidered one of the defining features of
hegemonic masculinity in modern western society afole. Still, growing up in a working
class area, one can very clearly see that the ofilesgemonic masculinity are instead tilted
towards a more bodily understanding, favouring plafstrength and aggression. When
approaching individuals growing up in an environtregifected by class division, one can thus
see that intellect might not have a hegemonic jeosiT here is also the more vague conception
of “being the odd one out” which related to thaistures of hegemony implies not following the
implicit instruction to conform. If one wants powene has to live up to the ideal, or at least do
ones best not to differ from the norm. This clagvaiso backed up by the large group of men
displaying complicit masculinity. The way of gaigipower is to stand out from the crowd, but
to do this by displaying hegemonic masculinity mexemplary way, not by being its total

opposite. Being the odd one out, whether this msetbing the person does by will or if it is just

63



some coincidental incident from childhood which p&sced the person in this category, does
place the person outside of the definitions of neg@c masculinity. In this case, it might look
like the subordination is carried out within a franork where two different ways of differing
from the norm mutually upholds the subordinatiohe Tan is deemed an outsider for displaying
a masculinity which is different from the one thas a hegemonic position, and as an outsider he
cannot gain hegemony as this position already placa in a subordinate position. As he states
it himself, he is not the odd one out because ofgoelever, these are two different features he
mentions as reasons for the bullying. What theediffice is between him and the boys who are
bullying him are not mentioned, but it might betjas important that he feels like he is being
bullied for being different as such.

Historically, Connell traces the emergence ofgbkarised understanding of
masculinities within hegemonic masculinity back @tiwvo hundred years (Connell 2005:191ff).
I will not go into the many reasons for this shiére, but it makes a point about the fluidity of
hegemonic masculinity, and the fact that whataated as naturally masculine today has a
concrete, if complex, history. It is also interagtto note that these two opposite versions of
masculinities might even coexist in an unproblemathy in society, for instance through the
rationalisation of war. On the other hand, wheteliectual behaviour is considered non-
masculine, one might find an interesting new dé&bni of emotional behaviour which
traditionally is considered feminine. In the pradaquote, the informant talks about being bullied
for being clever. This is an example of an envirentrwhere hegemonic masculinity is
expressed through violence, as opposed to thraugheictual behaviour such as knowledge. The
meeting between the boy who expresses himself ghrbis intellect and the majority of other
boys who do not value knowledge but rather stdtteis position of power through bullying
results in the continuous definition in this envineent of violent behaviour as the position of
power, which means that rationality becomes a defifeature of the subordinated group.
Looking at this from the point of view of a dichatsation between the emotional and the
rational, it is in fact the emotional behaviour watis subordinating the rational. Violent or
oppressing behaviour however, does not seem totbpreted as being displays of emotion.
Even though these boys through their bullying &i@asng opposition to what is seen as the
defining masculine features of modernity, one caisag that they are being feminised by this. It

is rather the person being dominated who througlstibordinated position is being de-
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masculinised through being treated as differenttiher words, the connotation between
emotions and femininity is not in itself a simptkentification, as emotion already is culturally
specific and gendered. Violent masculinity is thuthis case displayed in opposition to both
rationality and emotionality.

What is significant here is that this does noatre dichotomy between masculinity
and femininity, but in fact a dichotomy betweerfetiént displays of masculinity. There is a
tendency in modern, western culture to view theldvtiirough dichotomies, and so following
this logic one could say that the subordinatioa afian by another man resembles the
subordination of the feminine by the masculinestfeminising the subordinated man. This is
however not necessarily the case, as the infornadrkss project do not say that they find
themselves feminised. It is in my opinion not quitéficient to claim that even though
subordination on an abstract level is connote@mairfiinity, any subordinated man is being
feminised. Even though the bullying probably implreame-calling and explicit attempts to
feminise the boy being bullied, the effect of timgnaking the victim of the bullying feel
feminised is in this case minimal. They instead felf confidence through listening to
Morrissey’s lyrics and knowing that they have a pbait in him, and this helps them gain an
acceptance of themselves; they are different,Haitdoes not mean that what they are is in any
way wrong. It also makes them take a distanceddtlilies’ value system and thus makes them
oppose the hegemony of violent masculinity. Whemsibjectively from the point of view of
the fan, there is a relation between men’s dispfapasculinities here which is played out
without masculinity ever explicitly being seen elation to femininity. The informants note that
they have been placed in a subordinated positiasthogrs, but through listening to Morrissey
they place themselves as different but no longeoslinated, because they now know that they
were right all along.

Another example of the collapsing of emotion agalson is found in a passage where a

male fan writes about the quality of Morrissey’sdg:

It would take me an eternity to make a point agswtly as Morrissey can. He writes in such an
amazingly digestible way. And while his influen@ae utterly idiosyncratic — from Oscar Wilde to
Shelagh Delaney and Victoria Wood — and many ofyhmiss are tinted with ambiguity (eg. ‘There Is A
Light That Never Goes Out’), the empathy and enmai@commitment in each song remains clear and
authentic. He's a f**king genius, basically (sidRM)

First of all he comments on the literary qualityMddrrissey’s lyrics, how he manages to make a

point clearly and how he writes in a digestible walyen he follows up with connecting this to
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how he manages to convey empathy and emotional d¢omemt, which again touches upon the
earlier mentioned discussion on conveying emotibraugh the rationalising medium of
language. Then he concludes with saying that Mgeyiss a genius, which sums it all up with a
term closely related to the rational. This agaurctees upon what | mentioned earlier, about how
the discursive mantra of Morrissey fandom is targe extent uttered as the fact that Morrissey is
able to be emotional, and yet express his emotiigredbquently. In other words, he manages to
be emotional in a rational way, thus appealingdong men who have been placed within a
category of subordinated masculinity aligned withogonality, not necessarily for acting too
emotional, but rather for being clever. As | se¢hieé fans mentioned have been placed in a realm
of ambiguity by their peers, losing the battle imgemony through displaying a masculinity
which is not accepted in their environment. It nilga the recognition of this ambiguity in
Morrissey’s lyrics, combining being emotional wikpressing these emotions in a rational and
thus masculine way, which gives them back a sehparpose, and makes them feel at peace
with themselves, as quoted above.

According to Connell, the category of subordinatesh is closely linked with
homosexuality (Connell 2005:78). It is interestingiote that even though | have placed the
informants in this category on the basis of feelikg outsiders, no one of them claim to be gay,
and few mentions much about sexuality. One mamate in his thirties says that he has been
teased by his friends, who say he must be a dusabsexual as he is so devoted to a male artist.
Another mentions that there might be homoerotiatoves to the fact that the fans are eager to
touch Morrissey at concerts. Many of them compéout not finding love, but sexuality is not
really an issue.

Morrissey himself, however, has very strong opision sexualities, and play with
gender both in his lyrics and in interviews. Herokd right up to his release of the album
Ringleader of the Tormentons spring 2006 to be living in celibacy, due tanhin fact being
asexual. In an interview in NME in December 1984ls® spoke against any labelling of
sexuality, saying that “| refuse to recognise #vanis hetero-, bi- and homo-sexual. Everybody
has exactly the same sexual needs. People aresgiatal, the prefix is immaterial” (NME
interview 1984). In his songs, he most often dassuse gender specific words like he or she, but
rather keep to us, them, you, thus keeping the gyesithe protagonists in his lyrics hidden, or

indeed open. The lyrics of the song mentioned énaiove quote as an example of Morrissey’s
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ambiguous writing, “There Is A Light That Never Gd@ut”, is also an example of this. In the
guote, the song is mentioned as an example of B&myis ambiguous writing as such, but from a
Bakhtinian point of view, the mentioning of thddits a way of using Morrissey’s utterance in

his own, thus evoking the theme of the song andrtaey interpretations of this ambiguity for

the ones familiar with the cultural sphere. Instefdpecifying what this ambiguity might consist
of he mentions a song title, and for the ones familith the lyrics this serves to underline his
point.

The song is a story of two people driving in a edrere the I-person is clearly in love
with the driver of the car, but no gender is eventironed. The devotion is however wrapped up
in impossibilities, as the chorus goes “And if aidie decker bus crashes into us/to die by your
side is such a heavenly way to die/and if a tenttiack kills the both of us/to die by your
side/well, the pleasure- the privilege is mine”isTis also hinted upon in a passage in a verse
which goes “And in the darkened underpass | tho@ghGod, my chance has come at/léistit
then a strange fear gripped me and | just coulasK)”. There is something illegal about these
lines that even though all the terms are gendetralemight be interpreted as hinting at
homosexuality. The question to be asked is soalldwat the only way the person in the front seat
could ever be with the driver is in death. | wos&y it hints at homosexual desire from the
protagonist’s part, but at the same time, it conktely be a case of extreme shyness. It is all
open to interpretation and thus also to a wide earfgdentification.

These are but two of many examples of how Moryisgeenly states that he is
interested in gender issues, in the way that heésatarremove the very notions of gender and the
labelling which comes with it. He thus ends up laredscape where he risks erasing gender, and
thus paying lip service to heteronormativity ander@minance by overlooking existing
differences, and also risks reproducing the foeusexuality in popular culture by bringing up
the issue himself. It seems, when reading the nmémts’ stories, like gender issues as such are
not that important in their lives. What is importéam many of them however, is the fact that they
feel alone and unloved, and wonder if they evel fimtl someone to share their lives with. In
other words, when it comes to the personal and ienadtlevel, gender issues lies right below the
surface. | will claim that in a heteronormativetou it is not only homosexuality which could
put a person in a subordinated position, but adsdgisingle. It is assumed and expected that

when one reaches a certain age, one will find sapaand form a nuclear family. Only two of

67



my informants, both in their thirties, reports lpmarried, and one of the female informants
writes that she has a boyfriend, but most of therst mentions how they fear that they will never
find love or will end up alone, and that listentagMorrissey’s songs comforts them by making
them realise that they are not alone in havingeliears.

When it comes to Morrissey, | would place himhe tategory of marginalised
masculinity, as he in spite of his display of detiemasculinity has been authorised to take a
dominating position in culture as an artist. Acangto Connell, this is a position which has no
trickle-down effect on other men who may fit inteetsame subordinated category. This would
mean that the success of Morrissey despite highatlg subordinated masculinity will have
nothing to say for the fans that identify with hixfet | would say that this is a slightly too rigid
an understanding of social mobility, as it doesta&é into account the ways in which the holders
of marginalised masculinity becomes ideals for sdimated men, and their ways of getting the
authorisation from the dominating groups reveatséhpossibilities for them as well. Another
important point is that even though most Morristss do not become famous musicians
themselves, although some actually do, one shatldmderestimate the power which lies in
being able to identify with someone powerful, evfahall stops at the level of identification. On
a large scale of gender politics, the fact that aisplaying other kinds of masculinity than the
hegemonic ones achieve positions of power mightawe the effect of changing hegemonic
masculinity. But on the individual level, what mmfarmants say shows that it has in fact the

ability to give a certain meaning to people’s lives

Non-gendered identification with the outsider ideal

Reading the fans’ feelings of outsiderness as merebse of deviant masculinity is not entirely
satisfactory. An obvious example is that this tgtejnores the female fans, and the fact that they
also are attracted to and even identify with M@eison the grounds of feeling like they do not

fit into society. The woman quoted earlier menti@ssies like being very shy, wavering self-
esteem and self-loathing as some of the persasssswhich she could relate to in Morrissey’s
lyrics. Of course, for a man who has for some reaswled up on the side of what is considered
hegemonic masculinity in his environment, theseasould be explained through theories on
masculinity. There might however be other waysoking at the issue, and when it comes to the

female fans, issues of deviant masculinities mkstyl is not the case. One thing which needs to
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be considered in relation to this is the fact Matrissey is a man. The discussion on
masculinities above is grounded on the relationbbigveen male bodies, trying to get by in the
world as such. The relationship between Morrissegnale body and the fan as male body is thus
different from Morrissey as male body and the farieanale body, and so it is not possible to talk
about identification in the same terms when thatifieation is based on the experience of being
in the world as gendered bodies. Although | havilaénprevious part tried to emphasise the
constructed and fluid quality of masculinitiespévertheless exists as construction, and in this
discussion it is meaningful to use these termbénsense of people wanting to defining male
bodies as male. | thus interpret part of being arMdsey fan as defining ones maleness through
the usage of a male idol. It is however importarkéep in mind that this is only one aspect of
their fandom; one which | read as fairly importantheir stories, yet not necessarily more
important than issues which are not gendered. Afgofluidity of masculinities and the tendency
in western culture to conscribe traits with genal@ens up for the possibility of talking about
female masculinity. English professor Judith Hadleem writes in her bookemale Masculinity
that the fact that one is able to recognise masitylin females shows that the connection
between masculinity and maleness is in some wagtagrted (Halberstam 1998). Thus it is
important to divide between the specific mascuwimhich is negotiated in the concrete cases of
young men trying to find their place and the maduedfcategory of masculine values. The
masculine values of the indie scene are thus moe#ong which necessarily must be connected
to male bodies.

When looking at Morrissey’s image, one realised tie does not strive to come off as a
very masculine man. As | have discussed, on ored hevis favouring the mind over the body,
thus favouring taking the masculine side of thdadiomy. On the other hand he combines this
with the emotional in a way most commonly assodiatéh femininity, such as siding with the
weak in society by wearing glasses from the Natibtgalth Service (NHS) and a hearing aid on
stage, surrounding himself with flowers on stage supporting animal rights movements.

Concerning female fans, it is hard to tell whettiés feminine touch has had anything
to say for them in their fandom. One of the femafermants specifically denies that Morrissey
has had anything to say for her besides providergaith good music. Another say she grew up
not knowing who her father was, and sometimes ts@dagine that it might be Morrissey. This

last case could be interpreted as a fairly congeatifemale fan-male icon identification. This
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female fan is lacking a father figure in her liéed is thus looking to her male hero to fill this
need. In this case the identification is locatedhatifferent level than for the outsider boys. This
girl is not finding a fellow outsider, she is inatefinding someone to take care of her, which
might be related to the female wanting someonake tare of her, as opposed to the male who
seeks identification and wants to find someone ishixe himself. On the other hand, it might
just be another way of relating the fandom to difesas this informant is the only one who
reports growing up without a father. What she fihdse is comfort in a difficult situation, along
the lines of the male fans previously discussed.ibt so much the gender of the fan as it is the
ideas of gender which are important in this cageisT will argue that the masculine features of
the indie scene described by Bannister none tisealesable to provide both male and female
fans with confidence through resistance. Indepecglenin Bannister's account identified as
masculine, but this implies an interpretation osmaine which already aligns masculinity with
power. For a female to gain this power, she musther words identify with what is here
defined as masculinity. The above fan could bepmeted as doing this by making Morrissey
into a father figure, thus indirectly identifyingttv him.

| will argue that the identification also could k&ated to Morrissey’s gender politics in
another way, more specifically to his wish to ergeedered differences. Above | introduced the
idea that Morrissey’s lyrics are open to a widegeanof identification through seldom revealing
the genders of his subjects. This means that ajthgaung, male fans identify through relating
the lyrics to their lives via the knowledge that iMssey grew up in similar conditions as
themselves, other people who do not necessarihtifgalirectly with Morrissey’s life history
might as well identify with the feelings of beirgftl out of society, for one reason or another.

Turning back to Sue Campbell, talking about offi@slom is not just about conveying
ones feelings about the artist, but at least ircse of the informants in this project, about
conveying ones feelings on a number of issues girdaeing fans. They are fans because they
feel that Morrissey express what they are feelmg way that they cannot. As one fan says: “[he]
puts my views and feelings on a bigger stage foermstto see where | would not have the courage
too” (10M). In this way, being a fan in itself witle an expression of personal significance. It is
not about justifying oneself as a fan, but in fastifying oneself as a person through
identification with another’s expression of perdaignificance. For this to be possible, what is

expressed by the artist must to a certain extegbheurrent with what the fan wants to express.

70



When it comes to gender, the non gendered posifitime subjects in many of Morrissey’s lyrics
makes it possible for both males and females totifyewith the protagonist of the song. Women
are not the objects yearned for by the male natreitstead there is merely a person longing for
another person; sometimes actively, sometimes\ysgsbut always open for identification by
anyone who has ever longed for someone. Even thawagty of his songs deal with desire and
longing for another person, the expression itsefieldom gendered.

The song “How Soon Is Now” from The Smiths’ secafidumMeat Is Murdey is one
of the songs which is mentioned as a favourite bpyrfans, both male and female. It brings up
the issue of being too shy to ever be able to m@etrson to love. The opening lines go: “I am
the son and the heir of a shyness that is crinyinailgar/ | am the son and heirmdthing in
particular’. The line is apparently taken from Victorian noseGeorge Elliot’'sMiddlemarch
the original quote being “to be born the son ofiddiemarch manufacturer, and inevitable heir
to nothing in particular” (Goddard 2004:110). H&terrissey is introducing the I-person of the
song as male through using the word “son”, bubatsame time doing this by paraphrasing a
female writer who wrote under a male pseudonyncddfse this will not be apparent when
hearing the song for the first time, but it migbtee to be meaningful for the fans that come to
identify with him. By the use of italics he also gimasises that being very shy, one cannot expect
to get anything from life; one is heir of nothingparticular. The following lines, however, turns
the tables and takes a defensive stance againstigweginary critic: “you shut your mouth/how
can you say/l go about things the wrong way? /Human and | need to be loved/just like
everybody else does”. The capitalisation of thedvstuman” in the sleeve further emphasises
his opinion that people are human first and gerdlseeond. He is also saying that even though
we might act differently there is one thing whidhheumans have in common; the need to be
loved.

The next lines are also addressing someonehtsutime it is like he is addressing the
I-person from the first part of the song: “Thera’slub, if you’d like to go/you could meet
somebody who really loves you/so you go, and yandsbn your own/and you leave on your
own/and you go home, and you cry/and you wantéd. @uddenly addressing the shy and lonely
person, who has formerly been introduced as thatearhimself, is a powerful way of
identifying with the listener. Morrissey is claingino know exactly how the person feels, and the

impact the fans say the song has had on them ptbaes many cases, he does. This passage,
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and the way he directly addresses the shy andylgreeton, telling the person how he or she
feels might be one of the things which makes tihe feot only say that they recognise themselves
in Morrissey’s lyrics, but that Morrissey also unstands them. He tells them how they feel, and
he is right, without ever having met them.

In the last lines of the song he returns to aduingsthe non-understanding “you” again,
thus suddenly taking on the position of the peisddressed in the previous lines: “When you say
it's gonna happen “now’/well when exactly do youan&/ see I've alreadyaited too lon¢gand
all my hope is gone”. These two last passages @oriese succession, which has the effect of
blurring the lines between the singer, the |-pemsioime song and the listener. When suddenly
taking on the persona of the lonely person waitsrgsomething to happen, Morrissey is saying
that he in fact is the person he was singing théprevious passage. In other words, he is saying
that he is the same as the listener who felt I&k@vhas speaking to them. In this way it is in fact
possible to say that Morrissey is identifying whils fans. He is not merely saying something
about how he himself feels, but he is also addngdsis listeners telling them that he knows that
they feel like that as well. At the same time haas addressing the listeners as a crowd. By
operating with two different “you”, sometimes themunderstanding person who is defining him
as different, sometimes the fellow lonely outsider creates a bond between himself and the
person who identifies with him, and at the sametareates a polarisation between them and the
other “you”, the one who do not understand how tbibe shy and lonely, signifying everyone
else in the world.

Under the heading of this song in the bédlkMen Have Secretshis loneliness is
recognised by the fans. One fan writes that “Thisgs more than any other, was my comfort.

Not because it said | was normal or anything, lmadoise it reassured me | was not alone in
feeling alone” (Gallagher, Campbell and Gillies 29®). Another one writes: “This song always
articulated my seemingly endless wait for a loeereven a boyfriend” (Ibid.:81). Both these fans
are saying that Morrissey in some way is expressingt they are feeling. The first one saying
that to hear someone expressing his own feelingstaiormality and loneliness is comforting,
his troubled feelings has been acknowledged by snmeThe second one no less says that
Morrissey is articulating her feelings. ListenirgMorrissey’s words, these two fans recognise
their own feelings, and feel relieved. Throughitentification with the words of this song, their

feelings are being expressed and acknowledgee atatine time. This brings in a new dimension
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to Campbell’s main thesis, namely that what oulirigs are individuated through our expression
of them, in other words, that the external contfabur way of expressing ourselves is also a
control of our feelings. Campbell however does dake into account the expression and
interpretation which occurs in direct communicatibmthe case of expressing ones feelings
through showing devotion to a song or an artiss, ftot so obvious that the mode of expression is
being controlled from the outside. It is the fanows the interpreter, but the interpretation which
is being made is that what is being expresseddrstimg is also an expression of the fan’s
feelings. In other words, the interpretation of kesey's feelings, as uttered through songs and
interviews, works as an expression of the fan’srige. Many of the informants of this project
are saying that they are different from otherst thay are being misunderstood, and so the only
mode of expression available which will give thdra feeling of being understood is through the
expressions of someone else, someone whose feglinge way or another has been

acknowledged by society, in this case through papulsic.

Free-style emotions in writing

The feeling of being misunderstood by everyone pixagop star is undoubtedly a free-style
emotion. It is also a feeling which in itself migirise out of another free-style emotion; not
being able to express oneself or conveying ondmfsein a manner which is understandable and
acceptable to others might be the cause of a &tistrwhich in turn cannot be expressed
adequately through the use of classical emotionstfation as an emotion category, for
instance, is desperately vague, and might be apfdia number of different feelings of
insufficiency. The frustration uttered by many ¢ informants is one which concerns their very
selves. They feel that there is something aboumthg human beings which is different from
others, which is not understood or accepted bypéuple around them, and they recognise this
feeling in Morrissey’s words. One fan puts it litkes: “As | said, he is not like any other popstar
like alot of his fans are not like their fellow vikonates or school mates or adolescents, do you
see? It's hard to put into words” (10M). The onlgiyahe is able to explain the connection is
through comparison; Morrissey is different fromatipop stars, as his fans are different from the
people in their environment. There is also a sehgssentialism in his words, which | would say
serves to back up Campbell’s criticism againstaamnstructivism as the basis for theories on

emotion. The fan here claims that what he feet®tsacknowledged by the people in his social
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environment; he has not been able to convey hidiensosatisfactorily, which has cast him as an
outsider. His feelings has been rejected by th@ledte has tried to express them to, but instead
of accepting this and adjusting his view of his de@lings accordingly, he has taken his role as
the outsider, and kept on searching for a way press these seemingly in-expressible feelings,
because this is who he is and what he is aboun Ehagh his identity inevitably has developed
from some point, and is under constant re-workigggives the impression that he feels he has
some sort of a core-identity defined by differerangg he recognises this in Morrissey’s words.
No matter how different Morrissey or his fans mayflom each other they at least have one
important thing in common; being different.

How these free-style emotions are in fact expkssanother issue. Of course, most of
the expressions interpreted here are asked fordyyand might not say too much about how my
informants go about expressing their fandom inrteeery day life. However, one of the
informants has sent me excerpts from an actualivealvgh diary-like content, where he wrote

only about himself and his love for The Smiths Mualrissey. He says about the entries that

they really capture how | felt about The Smiths Batrissey at the time, as | was still in the theoof
having my life turned upside down by them. Lookaigvhat | wrote now with a little perspective ieseed
like a complete madman, such was the effect of @dpMarr’'s music and Morrissey’s words on me — iswa
an utterly profound experience (12M)

This clearly shows the impact this music has hation He is stating that he had his life turned
upside down by them, and even though he admitghagntries might sound completely mad,
he still does not excuse himself in any way or umitee the importance of this experience,
saying that it was “utterly profound”.

Making a website to convey your feelings mightrseegood way to express personal
significance. In theory there is a possibility teaeryone and anyone can read what one has
written, and one can write whatever one wants, autlthe threat of being censored. This page
might in itself be interpreted as a free-style éomteverything is an emotional outburst with the
aim to convey the feelings the fan has for hisdgject, and the importance this has on his life.
This is further underlined by his early entriestiba page, where he writes that his aim is to
express his feelings in a public domain for otfaeratics to read and reflect on. However, he also
notes the significance of the actual writing, whighrefers to as “a surprisingly cathartic
activity”. He in fact explicitly mentions this alsé main reason for making the website, writing

that “my main motivation was simply to convey howeh The Smiths mean to me”. In other
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words, it is another example of how the fan dogsaamt to justify his fandom; he simply wants
to express the feelings involved. Most of the cohtd the page is praise for Morrissey and The
Smiths, but, as quoted above, the reason for psilgcthis is to express his opinion, not to give
objective reasons for why one should be a fan ofriglgey and The Smiths.

Even though this is the only informant who haswotten his story on the basis of any
knowledge of the main aim of this project, manyhe same themes do occur. A lot of the
contents concern comparing himself to Morrisseyingpthat in many respects they are alike, but
also saying that he wants to be like him. He batscdbes himself as “a stereotypical Smiths
fan” and “the archetypal Smiths fan”. This is ddsed as being “sensitive, troubled, lacking in
self-esteem”, and also through activities, whiatlude sitting at home watching TV all day, not
being religious, not smoking, not drinking veryasft and hating a lot of things. He also writes
that Morrissey gave him a voice, and that he i®fdithg his personality because | never had one
myself”. In writing this, he is taking the identition one step further than the other informants,
in actually admitting that he is taking on Morrigsepersonality, or at least what is presented to
him as Morrissey’s personality. At the same timals® mentions that he had things in common
with Morrissey before he discovered him, such asga vegetarian, liking Victoria Wood,
James Dean and watching television with the sounet! off. He also writes a lot about how his
life has become so much better after he discovEnedSmiths and Morrissey.

The main difference between what this informart tre others write is that he is not
so much saying that he found someone who was itkelhut that he found someone who was
the way he wanted to be. It is not so much an is§aecepting oneself as it is using Morrissey
as an example to improve oneself. There is ondesaisode which he mentions as the start of
his fandom; seeing the BBC document@he Importance Of Being Morrissejrevious to that,
he says, he had heard some of The Smiths’ and 88exris music, but was not really impressed,
although he did like a few of the songs. Howevetahing this documentary he describes as “the
catalyst for the beginning of my life”. He writasrther that “the next six months were spent
watching it again and again and again: it was apteta revelation. Morrissey was terse,
insightful, charismatic and utterly unique — evlaigg I've ever wanted to be, in a nutshell”. This
guote emphasises that it is not so much aboutgdamself in Morrissey, as it is the
combination between recognising ones own feelifiggemg left out combined with an

admiration for the way Morrissey is able to deahwhis in a way that the fan cannot.
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On a probably pirated copy of this documentaryolhs circulated among fans, the
DVD starts with the announcer from BBC, introducihgs “the inside guide to the ultimate
outsider”. It contains interviews with Morrissegteérviews with regular fans, celebrity fans,
friends and relatives of Morrissey, and clips froomcerts. One main focus of the documentary
is, not surprisingly, his position as an outsidére celebrities interviewed as fans range from
novelists Will Self and JK Rowling to musicians Buas Chrissie Hynde of The Pretenders, Liam
and Noel Gallagher of Oasis and Bono of U2. To hme@ple who have such success talk about
what Morrissey has meant for them and how much #aeyire him for his will to stand out from
the crowd and his artistic abilities must have s@or of effect on people watching the show.
They serve to give credibility to the fan base;geavho now enjoy success as artists started out
listening to Morrissey alone in their rooms jusiay other fan.

What is mentioned on the web page as most impagdrowever how Morrissey
appears in the documentary. There is no full lengt#rview with Morrissey, only cuts from
different interviews done at his home, and sonesdiiom the backstage before and after
concerts. In these clips he is for instance satfiaghe never thinks he will ever live with a
person and that he in fact does not think people wede to live together at all. He is also
claiming that he has never tried to be controverbia that he thinks that in the music business it
is easier to be controversial than not to be, bezawst artists are not. Utterances like these help
to uphold the aura of being different which is mbtgpon by most of the people talking in the
documentary. What he is implying by his words &ttie never intended to be different; he never
tried to be different for the sake of being differdnstead he is just being himself, and that is
sufficient to make him stand out and make his statés controversial; becauseisédifferent.

He is also showing a total confidence in himselbasg different, and this could serve to explain
why a fan would want to “adopt his personality” vastten on the website. The outward
similarities seem to already have been there, ageduabove, what he seems to be lacking is the
confidence to turn the outsider existence into sbing positive. His admiration for Morrissey,
which | believe will always on some level be baseddentification, provides him with this
confidence. He recognises the basis of his owrcungg, but at the same time sees how this
celebrated artist talks about these issues witteand self confidence, and this leads to what he

describes as no less than a revelation. Watchmgipe in a ritual-like manner over a period of
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six months completely changed his view of life afthimself, and making the website became a
way to vent all the feelings involved.

The fact that this fan finds inspiration to chamggelife could be seen in relation to the
discussion above about Connell’s claim that thersoi trickle down effect from holders of
marginalised masculinity to the men who identifigth this man’s originally subordinated
masculinity. Taking this claim out of the settingneasculinity, it is possible to view Connell’s
model in a more general light by replacing masatyliwith outsiderness, based on differing from
the norm of accepted conduct in general, whethsri male or female. By doing this, one can
include women and avoid reducing all male condoie tjuestion of masculinity. This is not to
say that masculinities are not important in thisecaAs Bannister has showed, the norms of the
indie scene which this music was created in refaibowere very much based on issues of
masculinity. Still, many of the fans are not dilpcdonnected to this scene, and not all of the fans
are men, and so to give a more complete pictuvehat it is being a Morrissey fan, it is
important to take a view where gender and gendeoetis always is included as one of the
elements which might make a person feel like asidat, but | will emphasise that it is not the
only one. Looking at it from this point of viewstill becomes apparent that Morrissey’ success
despite him being different has the effect of inggj or at least comforting people who feel for
some reason left out of society. Being very shymaoidable to approach others is very isolating
in a culture which is based on nuclear families aetivorking, and trying to express feelings of
not being able to, or not even wanting to, adapi¢osocial norms will not often be met with
understanding, as the informants express in thaiiles. This understanding has however been
found in the words of a pop star, and this hasathiity to make them accept themselves, and to
give them the feeling that they are not the onltglers in the world.
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Chapter 4: On not being alone in feeling alone

Within popular culture, there exist two polarizedreotypes on fandom. One is the idea of the
lonely stalker, as mentioned above by Keith Netjusother is the idea of fans as an unthinking,
hysterical crowd. These stereotypes coexist inrly fanproblematic way with a more normalised
definition of fan, which most often occurs when pleaalk about themselves as fans. Still, the
prevalence of these stereotypes not only highlitiresrrationality and potential madness
inherent in fandom, it also shows the paradox néltem as both extreme individuality and
extreme collectiveness.

The move from personal experience to collectiveonad justification in the study of
fandom has led to an increased focus on fan cugltatehe expense of the individual aspect of
fandom. As Sandvoss points out, this has a lobtwith the fact that most fan studies have been
done within a sociological framework, in which dagours the collective and interpersonal
explanations of fandom (Sandvoss 2005:67). Ittisr@sting to note how the different approaches
to fandom are reflected even in the titles of theks by Sandvoss and Hills. Hills’ book is titled
Fan Cultures a title which, using the plural of culture, remisnus that one cannot speak of fans
as one group, but still indicates that one caral&tabout the fan outside the group either. This is
a book about different fan cultures, but it is netessarily a book about fans as individuals.
Sandvoss on the other hand has titled his Is@olg signaling that this is a book about the
individual. By calling the bookans he indicates the importance of each fan for hiseo own
fandom, but at the same time one could objecttthatagain blurs the lines between the many
different kinds of fandom or fan cultures.

Fandom is at once both individual and collectinethis study | have chosen to
concentrate on the individual aspects of fandorfobysing on accounts of fandom told by
different fans. At the same time, | have limited stppe to the fans of one specific artist, thus
indicating that these individual fans are in faattpf a group, if perhaps a loosely knit one.
Labelling a person a fan in itself removes thevitiiality of the person and might lead the
thoughts on to common features which are ascribélaet “fan”, whether these are negative,
positive or more or less neutral. In the followingill discuss the relations between the

individual and the collective in fandom, and partasly how this appears in Morrissey fandom.
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Individual and collective in Morrissey-fandom
Being different is one of the main themes in Mg fandom. This is very closely linked to
individualism, which again has been seen as anitapbofeature of western culture in the late
twentieth and early twenty first centuries, anekoftelated to narcissism. In his discussion on
fandom as a narcissistic activity, Sandvoss satsféimdom is intertwined with the rise of
capitalism and industrial modernity, and the massamerism inherent in this development
(Sandvoss 2005:113). In this lies that fandomaslaurally and historically specific
phenomenon, which cannot be divided from the fa&t &s practice, it is based on consumption.
What the cultural and historical context considts tiowever obscured by the use of general
terms such as capitalism and industrial modermtgcording to Sandvoss, “being a fan is of
course not a universal human condition” (ibid)sltrue that the media fandom of the twentieth
and twenty first centuries must be studied in refato the culture in which is exists, as no
behaviour is merely a universal human condition ti&nother hand, saying that fandom is
nothing but a result of the developments in soaetya macro level is ahistorical, in that it
implies that there have been no relevant changksvinpeople express and experience fandom
since the rise of capitalism, a description whitltself is not a very precise term for
contextualisation. It also implies that fandom asmotional activity has nothing to do with the
worship or devotion which existed before the riteapitalism and industrialism, or indeed to
say that fandom is not emotional; it is merely acsfic way of consumption. In my view, just
because fandom is connected to the consumer spitiestyloes not mean that the emotions
involved are somehow less important. They mighgeaaind intensify in connection with
consumption, but this does not remove the actuatec of what is felt by the fan. Also, the
repeated listening to the same CD, or even the samgis of course some way of consuming,
but a form of consumption which when the purchas#one is disconnected from the logics of
capital exchange. The way in which the emotionmwoflom are interpreted might be new, but
this does not mean that there was no devotion oshiypin pre modern societies. Being a media
fan is of course no universal human condition,dhgwing devotion towards an icon certainly is
something which can be found in other cultures joahthe western capitalist culture.

Either way, fans again fall prey to the stereofygsethey suddenly appear as a group of
people who have no control over their own actidhgy become victims of a culture which

develops independent of human intervention, rétiam an active part in shaping this culture.
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Sandvoss quotes Christopher Lasch, who relatesfanad a cult of celebrity, where the fans
identify with the stars and against the “herd” (®arss 2005:113). These are more or less the
same words used by Psychoanalyst Marilyn Robimé#iex, quoted in Joli Jenson’s article
“Fandom as Pathology” (Jenson 1992:10). What Jepsonis out, but which seems to elude
Sandvoss, is that this is a naive confusion ofdamdnd celebrity worship, which is based on the
stereotype already prevalent in culture of fandgma gathological condition. It might be true that
fans identify with the stars and against the hieud this is not the same as identifying with
stardom as such. Sandvoss to a large extent follassh in the view that fandom arises out of a
wish to become famous, and he thus without hesitatompares fans to people participating in
reality shows (Sandvoss 2005:114). He later adifméisfans might not actively seek fame
because the self-reflection might provide them wittertain feeling of fulfilment of this need,

but to me this appears as a further objectioneéadba of the fan as individually and creatively
shaping and using culture. It is a view alreadyedasn the paradox of fandom as extreme
individualism, through identifying with the celetyrion a narcissistic level, and at the same time
as extreme collectiveness, as this narcissism ntakes part of a cult which they cannot evade,
because it is part of culture, and culture thudsftieem into acting this way. Sandvoss sets out to
describe fandom as both individual and collectiug, ends up with a definition of individuality
which is always already collective and which hasowm for fandom as culturally specific
phenomena. By claiming that fandom is based saolelg wish to become famous, fandom is
emptied of its cultural content, and the individtyabf the fan, and indeed different fandoms,
become unimportant. Fandom thus becomes a restiiitofe as opposed to a part of it, and the
cultural sphere in which the music and lyrics arpyed, discussed and used in different ways
becomes somehow erased at the expense of consaraptidonging for fame. In my opinion,

the problem here lies in the use of Lasch’s theasyhe is writing from a point of view of cultural
pessimism. Lasch bookhe Culture of Narcissisis mainly a criticism of American culture
during the 1970s, a culture which is describedt éiseabrink of self destruction because of the
ever present narcissism (Lasch 1979). In my viéig,is not a theory which is applicable when it
comes to studying fandom as cultural phenomenasardne already has a devolutionary view of
the culture in which fandom exists. It is also lthea an assumption that fandom is shaped by
culture, and not the other way around. In esseahisea one sided and ultimately naive view on

fandom, which ends up not taking fandom seriouslg aultural activity.
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What happens in Sandvoss’ discussion is a gesatiain when it comes to the reasons
why people are fans. Seen in relation to a culilieh is based on consumption, it is not
necessarily wrong to say that a lot of people lopko celebrities and dream of fame as, to use
Connell's words, this is one of the defining feagiof hegemony in this culture. Fame is one of
the features which might give a man from the groupubordination a place in the group of
marginalisation, which, as | have argued, is tteeagith Morrissey. This is of course not to say
that this is merely something which happens to riiée. hegemonic position of celebrity is
something which applies for both sexes, and thedam it in culture makes it seem like a
realisable dream for just about anyone. This do¢snmean that fans are fans because they want
to become famous. Few people are fans of someooeawmhnot famous in one way or another,
but in my opinion, this is secondary to the acti@itent of which one is a fan. Of all the 16
informants of this project, no one mentions thalthre impressed by Morrissey’s fame. Quite
the opposite, most of them express that they likebdecause he is not so famous. Thus, although
it is true that individuality is a collective phenenon in the culture in which media fandom
exists, it is no reason to reduce fandom to beiegety an inevitable result of consumer culture.
There are many levels of cultural influence in whaifferent fandoms exist, and reducing it to a
western cult of celebrity is not a satisfactorylex@tion of fandom as cultural activity.

One level which is just as important as placingifam in the context of society as a
whole might for instance be the subcultural contelich a lot of fandom exists within.
Subcultures are of course also a part of the laggeiety, but the norms of subcultures are based
on values and interpretations differing from the®mhich are predominant in the society within
which it exists. The fact that many Morrissey fae$ine themselves through difference can for
instance be seen in relation to difference as étieecdefining features of indie rock. As
Bannister claimed, being misunderstood was onbkefriajor themes, and being different was
thus a position the participants of the indie scgnave for. In this way, one of the features that
made the indie scene uniform was the focus on ldiffeyent. Hence, Morrissey and his fans,
through their focus on not fitting in, fit perfegtivith the ethics of the indie scene which The
Smiths was a part of. The fact that people wholfkeloutsiders seek out such communities,
either physically or just through announcing ondéntification with this group, does say
something about the importance of feeling thatisreepart of something, and | will pursue this

point in greater depth later. What | want to paut here, however, is that although | agree with
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Bannister that the indie scene provided an altermatay for young men to perform masculinity,
the ethics of such a group might as well serverdtirections. The masculinity discussed by
Bannister is automatically linked to the presenicaatual men, based on the over-representation
of men as performers and listeners, but the mastudescribed by him is however abstract
features which not necessarily must be connectethte bodies. The independence and anti-
authoritarian stance taken by the indie scene, isk®y included, does not apply solely to men
just because these have been traditionally conmogestuline. Rejecting to follow the rules is a
way of showing ones superiority, which again israated to masculinity, but to infer that this
only applies for the male participants of the sdsrte say that women can never embody power,
as this is a masculine feature. Thus it will bevgmot to consider that even though there may be
an overrepresentation of men, there are womenvedahs well, and any one-sided view of the
matter will be inadequate.

As mentioned in the previous chapter, there dferdnces between how the male and
female fans talk about what Morrissey has meatitém. But there are similarities as well,
which might be just as important. One of theséésdonfidence they show in themselves when it
comes to claiming Morrissey'’s superiority, combimgth the lack of confidence that many say
made them identify with him in the first place. @furse claiming the superiority of your fan
object is a defining feature of being a fan altbget The subtle difference from the common
understanding of fans’ devotion to their object$asfdom is that the informants of this project
not necessarily want anyone else to discover teatgess of Morrissey. One fan says that “when
people say ‘oh Morrissey cannot sing and he is sa@apressing’ | chuckle to myself, for | feel
everso enlightened knowing he is a true wit andicd feel a little superior | suppose, knowing
that | ‘get it’ and that | love Morrissey” (14FY.ik in other words more important for her to
identify against those who are not Morrissey farssppposed to identify with a group of people
who are fans. She is the one fan, and she is thevbp “gets it”. Earlier in her story, she writes
about going to see Morrissey live in Mancheste2004, and even though she notes that she
loved talking to other fans and hearing their &f®rshe nevertheless notes that “there was a
distinct atmosphere of jealousy within the fanthatfront (‘I love him more than you love him’
kind of ambience)” (14F). Even though they all |dke same artist, and all are among the people
who “get it”, there is some sort of ambiguity irettvay the fans relate to each other. One male

fan goes so far as to say that “if everyone lovked $miths | think a little bit of my passion
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would disapear” (10M). Being a fan of Morrissey arte Smiths is part of an identity which is
based on being different. More importantly, it@rgething that has helped many fans come to
terms with feeling different, and so the fact thaing a fan puts them in a position where they
are suddenly similar to others might be at the siame comforting and alarming. Also, knowing
that others have discovered Morrissey’s excellenight diminish the feeling of superiority
which comes from being the only one who “getslitbeing a fan is about expressing one’s
personal significance, as | have claimed, thetfaatt others are doing the same might diminish
the value of this expression. It is somehow no érepmething strictly personal, as one is
suddenly aligned with a group of other people. &kistence of other fans and the possibility that
“everyone” might become fans, poses a threat tdemtification which is based on difference.
Yet again, this could be seen as a case of otfesbgs being controlled by the
interpreters of these feelings, in line with Canip®¢heory which is elaborated in the previous
chapter. The “1 love him more than you love hinm#t of ambience” mentioned by the fan
above might be a way of trying to set oneself afsarh the others by interpreting their feelings
as not being as strong as ones own. Being a faoma¢ alone by the stereo and being a fan at a
concert surrounded by other fans thus becomes @émpdifferent arenas of expressing fandom
and not least for identifying as Morrissey fangiould interpret this as two different ways of
participating in the group, which makes the grotipMorrissey fans appear differently according
to context. If one defines fandom as somethinggreisand individual, as | interpret Morrissey
fandom to be, it becomes clear that the fans arénrtbis group setting first and foremost for the
feeling of collectiveness. At the same time, onenca deny that as fans of the same artist and
thus participants in the same cultural sphere, tlielgave the quality of a group, and they interact
in a way which infers that this collectivenessigact also an important feature of their fandom.

The individual and the collective aspects seemlé&ahg

Collective Expressions of Individuality

Researchers in social psychology Jolanda Jetteif amdPostmes have done research on how
expressions of individuality can be a way of confiorg to collective norms (Jetten and Postmes
2006). They point out that it is not sufficientdiaim that group behaviour is guided by the norms
of the group; the most important knowledge to beved from this is that it is theontentof the

group norms which decide what this behaviour migh{Jetten and Postmes 2006:117). This
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means that if the group’s norms are based on iddalism, expressions of individuality will be a
way of conforming to the group. An instruction te éneself is an order to conform in the way
that one is ordered not to be the same as anysaeWhen the content of the group norms is
individuality, being the same as others is seatiféering from group norms, whereas being
different from the others is encouraged. | will lemer stress that in my opinion, it is not
satisfactory to say that the content of group naamesindividualism, and not go deeper into what
this individuality consists of and what kind of egpsion it amounts to. This would lead to the
same result as Sandvoss’ account, where indiviguabuld be ascribed from outside, and the
actual expressions of individuality would lose theeaning. As discussed in the two previous
chapters, | see Morrissey fandom as based on a efimdividuality, but an individuality which
is based on particular cultural expressions, cameto for instance music, lyrics and of course
different ways of experiencing and expressing ttodiectively and individually. The fact that
music fandom is experienced by the fans in marfemdiht contexts might lead to an ambiguous
relationship between the fan and the fan group.

In their research, as it is presented in thelartitDid It My Way’: Collective
Expressions of Individualism”, Jetten and Postneselstudied concrete groups that have direct
contact, thus their findings are based on groupsrevthe members interact in real life (Jetten and
Postmes 2006). | will however claim that the ovdtabwledge derived from their studies might
also shed some light on groups such as the lo&sélgroup of Morrissey fans which | study
here. Of course some of the dynamic within the gneil be different when there is direct
contact between the members of the group and wiegnexist more as an imagined community
such as the fans in this study do. An importanbpisi that the norms which govern the group of
Morrissey fans are decided not so much within tloig, but is based on the actions and
statements of a person who is outside the groupbicause of their devotion to this person that
the group could be described as a group, and gththe informants do on some level admit that
they like to meet other fans, they are part of ¢gneup primarily because of their identification
with a person outside the group. It is becauséaif identification with this person that they
come to identify with others who share their demotiand thus some sort of group feeling might
arise.

This is not to say that because the primary ifieation which the norms of the group

are determined on the basis of exists outsideeofthup, the content of the norms will
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necessarily develop independent of the membeiseoftoup. In chapter 2 | explored how the
interpretation of Morrissey is based on mediatang the norms which govern the behaviour of
the fans will necessarily be a part of this mediatgerpretation. Thus, the norms are just as
much made by the interpreting fans as they arengivem by Morrissey. Each individual fan has
his or her own interpretation of what these nornes and this might be one of the reasons why
the actual coming together of fans, for instanceoaterts, is an ambiguous experience. Most of
the time they will know that other fans exists tigh brief encounters at web page forums, or
through even more abstract ways like sales figaregeing Morrissey and The Smiths on the
covers of magazines, which would not happen ifalveere no people out there with an interest
in reading about them. The collectiveness of tinebfase is thus mediated, and although what is
communicated is collective, as it is the same mfatron which reaches a wide range of fans,
they will always be interpreted by the individuahf The interpretation will in most cases not be
contested immediately, unless the person is patgsbup of Morrissey fans in their immediate
social environment. And even if they are, at cotscirey will be confronted with a larger group
still, containing many different interpretationge® from a Bakhtinian point of view, what
happens in these occasions is that a vast amoulifferient utterances are gathered in one place.
The communication which occurs within the cultugphere, most often through mediation, is
suddenly direct and is compressed in time and syiialoecomes apparent that this is in fact a
group, which again might serve to increase theesgions of individuality, as one of the most
important norms of the group is differentness.

Being different is obviously a form of individusitn, but in Morrissey fandom, this is
most often emphasised as different from the onesdahnot “get it “, and not so much as
different within a group of fellow fans. Many expeehow they are lonely in their immediate
social environment and different from their pe&thin the fan group, however, even though
being different could be interpreted as a normgcthrtent of this differentness is paradoxically
not so much related to individualism seen fromdaghe group. The fans obviously derive their
differentness from the same source, and even ththeyhall have their own more or less creative
interpretation of the content of this source, thameestill limits to what can be done without
leaving the sphere completely. The boarders whieldeawn up in relation to these norms are a
sameness between Morrissey and the fan, as discinsskapter 2, and a differentness between

this entity and the rest of the world, as discussedhapter 3. The “us versus them” which is

85



drawn up on the basis of differentness is the fahMorrissey versus the rest of the world. There
is no place for other Morrissey fans in this imagence the identification with Morrissey based
on differentness does not fit with the fact tharéhare others out there identifying with

Morrissey on the same basis. The group of Morri¢aey is not compatible with the myth on
which Morrissey fandom is based. Yet the groupoisenthe less an important part of the fandom,
from the very basic structural level of makingriofitable for Morrissey to make music and the
record company to release this music through bu@bDts and accessories and going to concerts,
to the more unstructured ways of upholding the ey by talking about it, writing about it, in
other words using the utterances of the spherédfarent ways.

These two marked oppositions in Morrissey fandenmat take into account the third
element of the group itself. The importance ofdh&up setting for the fans however reveals that
the sphere of Morrissey fandom contains a triangelationship. The fan is forced to relate to
the rest of the group, as the utterances which thedtn, even through mediation, contain traces
of the utterances already made in the field, bgtMbrrissey and by other fans. Even though the
content of the utterances which reach the fan b#sng to do with group feelings or
identification with other fans, the utterances tselmes are partly made up of the utterances of
other fans, which means that the group is alreadggnt, by way of communication if not in the
very content. In addition to the sameness with Meeay and difference from the rest of the world
arises a new group, which is same on the basiawh the same identification with Morrissey
and different on the basis of being someone dise i$, based on an assumption that
identification with Morrissey is being differenoim everyone else. Where the mythical image of
us versus them on the individual level seems motess fixed, the real world as it appears in the
interaction with others appears as fluid and ingiregly inconsistent.

Returning to the female fan quoted above, althalghtells of experiencing an
atmosphere of jealousy at the concert, she alsdiomsrthat at the same concert she enjoyed
“observing and talking to other fans and listertiomgheir Morrissey and Smiths experiences”
(14F). These two different experiences of intemactvith the fan group do however appear in
different settings. The atmosphere of jealouskgeenced among the fans at the front of the
stage, in other words within a mass of people atltmg to stand out as an individual for their
hero on the stage. The setting they are in, howevakes it nearly impossible to stand out as an

individual. Even though attending a concert mightbvery personal experience, standing there
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in the midst of hundreds of other people, all wagtihe same thing and being part of the same
cultural sphere, do not remove the individualitytteg people attending, but it removes the
possibility of expressing it. More than anythinggy appear as a group with collective aims,
which strongly goes against the norms their idexdifon is based on. This is also expressed by a
fan interviewed by Swedish journalist Fredrik Stag his book “Fans”. She says that she feels
closer to Morrissey at home with her walkman thaa crowd at a concert, because of the risk of

losing ones individuality in the crowd:

At the first concerts | applauded frantically, ldid not open my mouth. If | screamed he might looky
direction and see me standing alongside other Bk®yi-fans. | didn’t want to condescend to thath&i
way I'm kind of snobbish. | don’t despise the otfesrs, but | don’t want to be lumped together witam
(Strage 2005:213, my translation).

This also further underlines that the main poinfamidom is the perceived relationship between
the fan and the fan object. The threat of beinggue of many fans makes this fan rather avoid
being seen by Morrissey, because he would noteeasher, but afan.

The interaction which occurs between the fans paraonal level before and after the
concert, however, provides a setting where the éansnteract as a group but still express their
individuality. Although it is an occasion where s are gathered and thus stands out as group
in real life, the dynamic of the interaction is rdike the mediated one, and possibility of
expressing oneself opens up for the display ofviddality. As opposed to the faceless mass of a
concert audience, personal interaction opens ua tmilective display of individuality. Each fan
is able to provide their own view on what it ishi® a fan, not to mention relate ones personal
experiences of being a fan. Combining Bakhtin witkten and Postmes here, one can say that
every utterance is both individual and collectivet in the cases where the norms of the cultural
sphere are based on individualism the creativeotipeavious utterances will be emphasised, and
thus the individual will feel most comfortable inogip settings which enables a high degree of
polyphony. This is backed up by another fan whiofeéd Morrissey around the UK on tour in
2004, saying: “It was amazing to meet so many pewalo toured with Morrissey at every
venue. Across the country, we all met in the edtdyaoon, and im proud to say im still in
contact with most of them still now” (6M). The set§ where one can meet up with other fans
without risk of losing the individuality on whichis fandom is based, is one where the “us”

which on a personal level consists of the fan &eddn object can merge with the fan group, as
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they appear as both individual inside the group, @na group are marked off against the outside
world.

These two different settings also relate to fandarself-reflection. It is not only the
setting of interaction between the fans which fiedent; self-reflection also occurs in different
ways when the object of fandom is present and vithemot. When attending a concert, the fan
is confronted with the reflection, and has the fmkty of being recognised by the other in the
relationship. The fact that there are hundredstudrs striving for the same recognition does
however diminish this possibility. The girl fromr&ge’s book handles this by trying not to make
him see her. She thus sets herself aside from tahsiby implying that she is in some way
above them, she does not need to make him sebduayse she does not want to be “lumped
together” with these people whom she does not veabé identified with. In this occasion, where
the myth of fan and Morrissey versus the worldoisishow played out, the fan identifies with
Morrissey and against the rest of the fans, bectneseare all competitors in trying to get that
recognition from Morrissey.

Another strategy which started during the tim&loé Smiths and escalated during
Morrissey’s early years as a solo artist is tryimget up on the stage to give Morrissey a hug, or
if this is not possible, reaching for his hand.sTisiillustrated by the pictures on the front cover
which shows two young men holding on to Morrissaystage, whereas he is going along with
the show. Of course, reaching for the artists hamdfairly common thing to do at pop and rock
concerts, but the more or less peaceful invasidhestage by the fans is something which does
not occur often on other concerts. There are alwgagsds at concerts to prevent people from
getting onto the stage or at least getting themvbin they do, but the peculiarity of the stage
invasions at Morrissey concerts is that the fanstimavalk off the stage themselves after giving
Morrissey a hug. Morrissey himself has been knowaricourage these invasions, as emphasised
in an interview done by writer Will Self “When [theterviewer] suggest to him that stage
invasions puncture the meniscus of stardom, anttaarhim with fans who are 98 per cent
water, he replies, ‘Let it be punctured, let itthanctured, that's my motto’™ (Self 2002:167). This
is obviously a collective thing, which after 25 yg&as become some sort of ritual connected to
Morrissey concerts. At the same time it gives #esfthe possibility to feel that they for a
moment stand out from the crowd. Touching is soimgtkiery personal and intimate, as it is a

physical gesture which gives the impression of gegisrecognition. Philosopher Renée Weber
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guotes Merleau-Ponty who writes that “In the very & touching, one is touched in return”
(Weber 1990:24). She points out that unlike selikesiearing or vision, touch must always be
reciprocal; it is inevitably felt and recognisedligth parts. Unlike making eye contact, which in
the setting of a concert can never be quite comfitnthe touch is a bodily confirmation that one
has been recognised. One fan says about a cohathe was “one of the lucky few that got to
shake his hand” (9M), thus pointing out that onfgw of the fans in the audience were lucky
enough. Another fan says that she had decidedrgu tip on stage on the only Morrissey
concert she had attended so far because she \aa$ @ffbeing disappointed, ending with the
remark “though you can bet your ass that next tiinegoing up there” (13F). The collective
behaviour in this collective setting thus has ateonof individuality, as the bodily contact
between fan and fan object is experienced as samggplersonal by the fan, and again it marks
off the “us” of the fan and Morrissey against theved around which is not part of this brief
contact.

When interacting with the other fans before andrad concert, however, the object of
fandom is not present except in the conversatibtiseofans. Thus in this setting it is through
talking about Morrissey that the self-reflectiorcajured. Talking about Morrissey could be
seen as a way of talking about oneself, or usinggeell’s words, a way of expressing ones
personal significance. What exactly the fans taldud is not mentioned in any of the material
available to me. They only mention how it is nioarieet other fans, which | take to imply that it
is nice knowing that one is not alone, althoughf#tee that it is something special to meet other
fans indicates that this is a rare occasion. Arfdanit is, at least to the fans who are infornsant
in this project, most of them talk about how nonéeav of their friends are fans of Morrissey and
The Smiths, and some of them even say that thievwsthey want it to be. One fan says that “a
lot of people | know dont like him, and of courseefend him and The Smiths to the hilt but |
also like that they hate him, because it become® wioca personal thing for me, it means im
different to them but for once its not a bad thitgysomething to be proud of” (10M). The fact
that being a Morrissey fan makes him different frloisipeers makes being a Morrissey fan more
of a personal thing for him; it becomes what defihen as special and makes him stand out from
the crowd. It seems like as long as they know ttaigroup of Morrissey fans is small, it still
means that they are special. As long as the sgitmgdes a possibility of expressing

individuality, the group setting is experiencedsamething positive.
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However, the informants of this project mostly eegs that they do not interact with
other fans on a regular basis. The collectivenéfiserr fandom is as mentioned based on
mediation, which leads to a more abstract collect#ss, such as knowing that there are others, or
having the feeling that they are not the only amesgnising the difficult issues in Morrissey’s
utterances. One of these issues is the feelingtsfderness, which has been treated in the
previous chapter. Another related issue is oneméliness. The focus on being different and
daring to be an outsider is related to lonelinbs# in that placing oneself in this position might

lead to loneliness, and that loneliness might maelto take this position.

Collective loneliness
Loneliness and fear of having to be alone for #s¢ of their lives are recurrent themes in the
informants’ stories. Morrissey himself has on mangasions claimed that he does not think
people were meant to live together, and in the s@viti Never Marry” he sings that “I'm
writing this to say/ in a gentle way/ Thank You +bo/ | will live my life as I/ will undoubtedly
die —alone”. There is an extreme individualism which is exgsed in these lyrics; the I-person
of the lyrics is turning down a proposal, appanenti the sole ground that he wants to live alone.
Of course, fans do not necessarily follow Morrisseyords without thinking it through, as one
fan puts it: “Morrissey says, ‘will never marry.h@t's ok because that’'s HIS life. I've got MY
life”. This fan is one of the two informants wh@uets being married, but the fact that he is
mentioning this discrepancy between his and Mayissview on marriage indicates that he is
very much aware of this being a major thing in N&sey fandom. He quotes the title of the song,
thus making Morrissey’s utterance concerning nattimg to get married a part of his own
utterance, where he states that he has taken rmdtigleat Morrissey says about the case, but that
does not mean that he has to agree. On a moreayénaal, this quotation is an example of how
the different utterances of Morrissey are integuets a whole. He writes “Morrissey says”,
which means that the title of the song is integuleds much as a statement reflecting his views as
an utterance made in an interview would be.

Most of the informants do in fact express that tasynot alone by choice. Morrissey’s
utterances concerning being alone are importamiast of them, but more as comfort in a
troubling situation where they fear that they Wi alone for the rest of their lives than as

instructions on how they should live their lives.dther words, although most seem to agree on
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the importance of having the courage to be differtre loneliness which for many is the
consequence of being different is not so much atepreof choice as it is an unwanted side
effect. However, relating this loneliness to Masay’s lyrics, a collective dimension does arise
after all.

The title of this chapter is taken from the b@dkMen Have Secretérom a story written
about the song “How Soon Is Now”, which has beealya®d in the previous chapter. This song
tells the story of someone who really wants to nseateone to love, but is too shy to approach
another person, and thus ends up spending thergyalaine. The fan story the title is taken from
is written by a male fan who grew up in a smallhaw Canada, where it was not accepted to “be
a little different, far less a little homosexuakiBg both, | was doubly fucked”. He says that “had
it not been for the Smiths, | might not be alivghtinow. This song, more than any other, was my
comfort. Not because it said | was normal or amghbut because it reassured me | was not
alone in feeling alone.” He finishes the story wstying that “I didn’t care if others branded me
a ‘freak’ just as long as there were others whe ihe, were ‘waiting’. Like me, | guess their
waiting still...” (Gallagher, Campbell and Gillies 98:70) This story, particularly the fact that
listening to this song made him feel like he wasaione in feeling alone, highlights the
collective quality of the loneliness connected torlkssey fandom. Knowing that there are others
out there does not remove the loneliness he fedisilife, not being able to find a partner
because he first of all feels different from higgse and maybe most important would want a
male partner, which seems even less socially aedepthis environment. It does however
comfort him on another level, as knowing that theme others out there feeling lonely provide
him with a feeling of collectiveness. This is aleotiveness which goes beyond just identifying
with Morrissey. The last part of the quote is venittin plural, which reveals that even though he
has no contact with any other fans, he alreadyapers a group of people behind the lyrics. He
knows that there must be others out there identifyith the songs in the manner that he does;
other people who were “waiting”, and who were algost like him. The collectiveness inherent
in the lyrics does not lie in an attempt to makeple meet, it lies in the fact that the lyrics goin
out that many people feel alone. It calls for demtiveness based on a common feeling of
loneliness. The lyric does not have the effect akimg this fan feel less lonely, but it makes him
feel less bad about feeling lonely. This is an gxanof how accepting that being human is being

lonely is an important part of Morrissey fandom.

91



Another song mentioned in relation to loneliniss$.ast Light | Dreamt That Somebody

Loved Me”. The lyrics to this song go:

Last night | dreamt/ that somebody loved me/ noeho harm/ just another false alarm/ last nighttl
real arms around me/ no hope, no harm/ just anédhser alarm/ so, tell me how long/ before the tast? /
And tell me how long/ before the right one? / Ttarysis old — | KNOWY/ but it goes on.

At first glance, this sounds like a very depressiagg about someone who keeps longing for
something that will never happen. But to some faissquite the contrary. One male fan says
that “putting on Last Night | Dreamt would just gime some hope of that | wasn’t the only
person who couldn’t find someone to love” (9M).Simon Goddard’s bookhe Songs That
Saved Your Lifethis song is described as “the final act in thgedy of ‘The Heir Of Nothing-
In-Particular’, now older, world-weary and rapidbsing the fight” (Goddard 2004:241). It is
thus compared to the song “How Soon Is Now”, witijuatation of the self description made by
the narrator in this song; “I am the heimaithing in particulaf. Goddard however, points out
that some of the hopefulness which might be fountHow Soon Is Now” might be lost in “Last
Night | Dreamt”. Although the lyrics of “How Soos Now” exclaims that “I've already waited
too long, and all my hope is gone”, the song enitls the more hopeful, if desperate “I am
human and | need to be loved, just like everybdsy does”. It seems like all his hope isn’t
really gone, he is still claiming his right to lméd. “Last Night | Dreamt That Somebody Loved
Me”, on the other hand, ends with Morrissey repgpathe lines “it goes on”, as if he has come to
realise that there really is no end to the lonskné&levertheless, the fan quoted above find this
declaration of hopelessness hopeful. As he recegitie loneliness in the lyrics, they serve to
give him a feeling of collectiveness; he is nottindy person feeling this way. The hopelessness
perceived by Goddard is not given as much impo#gdmcthis fan, as he interprets it on another
level. It is the recognition of his own lonelinesghe lyrics which becomes important, and this
recognition leads to the realisation that he isthetonly one feeling this way, which again
confirms to him that he is not alone in his lonetin. From a Bakhtinian point of view, it is
interesting to see how these two interpretatiorth®fsame song, although agreeing on what the
content of the song is, ends up in two very difféi@nclusions as to the effect the song has.
Goddard interprets this song as a statement oflbsgpeess and depression; “Not a dream, but a
nightmare, where love is forever unattainable dedpsis a torture of futile romantic fantasies.
The lovelorn agony is magnified by the waking aegaence of ‘another false alarm’[...] and the

shatteringly hopeless resignation that this messikolitude is the protagonist’s life sentence”
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(Goddard 2004:242). For Goddard, the only outcofthis song can be more loneliness; the
forced loneliness is a life sentence. For the faoted above, however, the song is comforting
and even hopeful. Loneliness to him is something weal, and knowing that there are others
with him in his loneliness makes it easier to b&ae individual experience of the two
interpreters shows the very different uses the samgoe put to, and is an example of the
polyphony of the sphere.

As the interplay of differentness and lonelinesapparent in many of Morrissey’s lyrics,
the songs which most clearly treat this theme &smdighlighted by the informants as the songs
that are most important to them. Both “How SooNd¢sw” and “Last Night | Dreamt That
Somebody Loved Me” are among the favourites, asd tle song “| Know It's Over” is
mentioned by many, for instance by one fan as g fuat is “guaranteed to make me cry every
time”. Goddard describes it as Morrissey’s mostaisonist, and remark on its many references
to death (Goddard 2004:170). This song differshélygfrom the two previously mentioned in
that they deal with longing and fear of a possibjection, whereas these lyrics deal with a
seemingly real rejection, questioning why it hapgakenThe lyrics start with what could be
interpreted as a reference to death or even suit@temother, | can feel the soil falling over my
head”, a phrase which is also the finishing wordhe song, repeated several times at the end of
the song. Followed in the first verse by the wdrdsd as | climb into an empty bed/ Oh well.
Enough said/ | know it's over — still | cling/ | da know where else | can go” there is established
a link between loneliness, rejection and death revbkmbing into an empty bed is aligned to
being buried alive.

All the stories under the heading of this sondhim bookAll Men Have Secretre, in one
way or another, about lost love. One fan write$ tthas song is extra special — who could
possibly get over lost love without it?” (Gallagh®ampbell and Gillies 1995:89). This stands in
opposition to the previous songs, which deals Votie which has never even been perceived to
be there. It is not a song about a longing for @mstone or even the abstract right one; it is gson
about longing for this special person who doeswait you. However, in the bridge the
relationship which is over is revealed as just heotlream, with the words: “I know it's over/
And it never really began/ But in my heart it veasreal. What is over is in fact something
which had never begun, in other words, what isiiie narrator’s hopes and dreams. One fan

[11H

puts it this way: “it's over, but it never realhegan’. More often than not, the reality doesn't fi
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the dream.” (Ibid.:90). It is a song about havimgiydreams shattered because they do not fit
reality. Of course, you do not have to be a Moeysian to recognise the pain of being rejected,
but the lines following goes deeper into the readonthe rejection, making the one who is
rejecting ask the questiofif you're so funny/Then why are you on your ovamight? /And if
you're so clever /Then why are you on your owngbtt /If you're so very entertaining /Then
why are you on your own tonight? /If you're so vgopd-looking /Why do you sleep alone
tonight?™ (ltalics in sleeve)he only answer to this isifecause tonight is just like any other
night/that’s why you’re on your own tonight/withuydriumphs and your charms/While they're
in each others arm¥’an answer which makes the differentness of dreator stand out as an
essence of his or her personality. The view thatismlifferent from the others on the basis of
just being different has been posed in two quotesgipusly in the thesis, one saying that he was
bullied for being the odd one out as well as fanbelever, another one saying that where he
grew up it was not accepted to “be a little diffardar less a little homosexual”. Both these
guotes have some sort of explanation for why the f@ere perceived as outsiders in their
community, being clever and being homosexual, tatddition to this they also blame it on a
differentness which is not further explained. Wisghematised in Morrissey’s lyrics is an
unexplainable feeling of being different. Lookintl@ese utterances from the point of view of
Bakhtinian theory, | would argue that they in aditact way resonate the view put forth by
Morrissey in these lyrics. On the other hand, theg the point put forth by Morrissey to describe
something they felt even before they started teriiso Morrissey. The differentness, which
following the theory of Jetten and Postmes is amnof the group, might just as well be there
previous to the group. In other words, the feebhgollectiveness arises because the fans
recognise their views and realises that they ar¢hmoonly ones feeling this way, as opposed to
being presented to these norms after joining tbemrit could be argued that it is the feeling of
differentness, expressed through song, which gigego the group feeling, and not the group
identity which orders the fans to conform to a nafndifferentness. Being unable to give an
adequate answer as to why one is being rejectedvapane is lonely, the recognition of ones
own problems in the lyrics of a song might leadh® realisation that one is in fact part of a

collective.
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On the other hand, the fact that the collectivemebased on the realisation that many
people are lonely does not seem to encourage tisgdebreak out of the loneliness. This is

painfully expressed in relation to “I Know It's Qve

What kills me is that | know there are people atiothe place listening to this song on their own.
Frustrated, depressed, tired, lonely. And | knaw &ine of those people. It kills me that we all have

something in common and we'd get along for sumnlff we got together. But we donThere’s too much
bullshit which we don't deal with or can’t deal Wibr won't deal with (Gallagher, Campbell and @li
1995:89)

The existence of the song is enough for this fam&dise that there must be others out there who
feel as lonely and depressed as he does, but &ilhard to cut through the loneliness and
actually do something about it. In other worddhaligh the song makes him realise he is part of
a collective of lonely individuals, to this fan $his not comforting, but rather a source of further
anguish. He knows that there are others out thustdike him, and he would very much like to
meet them, but something which he cannot defisgaisding in the way; perhaps the very
realisation that if he did, he would lose the idfezdtion and feeling of collectiveness which the
loneliness now provides him with.

For the most part, the lyrics of “I Know It's Ovare told in first person, interrupted in
the bridge by the words of the person who is rgjgein the sleeve written in quotation marks
and italicised. In the last few lines, however, Hperson addresses a “you, my love” who is most
likely not the person who has rejected him, buteone who is in the same position as the
narrator, which could be interpreted as addregfiadistener: “Love is Natural and Real/ But not
for you, my love/ Not tonight, my love/ Love is Nigal and Real/ But not for such as you and I,
my love”. The capitalisation of Natural and Reathe sleeve gives it an ironic twist,
emphasising that if love was natural and real,ustcertainly be so for everyone. In this short
passage, the concepts of love, naturalness anty r&@ deconstructed; if these are in fact valid
concepts, what we feel does not exist. The usgaf ‘and 1", like in so many other lyrics, gives
the impression of an “us”, the lyricist and thediger, who both know that the concepts we live
by are constructed, they do not apply to all. Stilis realisation does not serve to change the
concepts. Love is still depicted as Natural and Rba fact that “you and I” know that this is no
law of nature does not do anything other than con@ur place as outsiders. On the other hand,
it implies that knowing this, “we” know somethinghey” do not know. There is a hidden

knowledge within this group of lonely people. Agpoped to the people who search for love
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because they think they will find it, “you and Ih&w that it is all a lie. The lyric thus emphasises
that “we” are the ones who “get it”, which mark$ tbfe group of lonely people against the more
shallow ones who continue to believe in love.

In spite of all the hopelessness prevalent inglygscs, they do on some level provide a
common ground for people who feel lonely and rejdctWhether this is interpreted as negative
or positive will of course differ from person torpen, not to mention differ according to the life
situation of each person. The main point is thatritognition which arises when the fans listen
to Morrissey’s words is enough to provide the hgtes with the feeling that they are not alone in
experiencing this loneliness. A male fan from Sweeepresses it like this: “And now, when I'm
worrying about loneliness (will | ever find the lnigone?), | am not lonely. Morrissey’s lyrics are
there beside me, and they seem to express wheit Kied then | think: maybe I'm not the only
person to experience this after all?” (7M, my ttahan). The line placed in brackets, “will | ever
find the right one?”, sounds very much like theelitell me how long before the right one” from
the song “Last Night | Dreamt That Somebody Loveel’Mbut the context it is said in is one
which expresses the collectiveness listening torideey’s songs about loneliness makes him
feel. It thus seems like it is the feeling of netrig alone which is the most important collective
aspect when it comes to Morrissey fandom, and motgch the collectiveness of interacting
with the fan community, as has often been assumedgeneral feature of fandom in earlier fan
studies. In my opinion this shows the importancgahg into the different kinds of fandoms to
explore what exactly it is the fans are relatingmal how they are interpreting the actual content.
Seeing the individual aspects of fandom just assalt of the (collective) individualism dictated
by the consumer society will in many cases overlihekspecific cultural uses inherent in
different fandoms. It is not enough to say thatifam is a culturally specific behaviour, because
there are obviously differences within this cultwieich becomes apparent when one looks at the
actual content of which people are fans. Whendbrgent is loneliness and outsiderness, the
expressions of fandom will be different from fandowhich are based on norms of

collectiveness.
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Chapter 5: Concluding thoughts

The analysis in this thesis has been based onvex@lb claims; firstly that fandom as a general
phenomenon is based on emotionality and as suchbawsudied with regard to the logics of
emotion and pleasure. Secondly | claim that fangoatways interconnected with the genre and
object of which one is a fan, and so the specyfioftbeing a fan must be studied with regard to
the specific cultural sphere within which the fandesides. As such, | regard fandom as a
culturally specific, emotional phenomenon and witthiis definition as many culturally specific
phenomena. This means that to understand the crmypdé fandom, it is important to use
theories which acknowledge both its specificitied generalities. | have drawn heavily on the
theory of Mikhail Bakhtin, which as | interpretgtovides a ground for understanding culture
through studying the use of language, and emplssiia¢ language is at once both collective and
individual; the fan is shaped by and shapes theédiamof which it is a part, all at once. At the
same time it opens up for viewing the general phemon of fandom as a cultural sphere, within
which exists other, more specific cultural sphevghat | have aimed to do in my analysis is thus
to provide an example of how specific fandoms diffem each other through analysing the
specificity of Morrissey fandom and comparing twigh new theories on fandom. The latest
theories of fandom have moved towards wanting ttetstand fandom on a general level,
regardless of the object of fandom. However, Iroléhat it is not possible to understand fandom
if one does not at the same time take seriouslgpleeificity of the objects, in other words, the
content of the cultural spheres of different fandom

The analysis of how the different Morrissey fass the content of the cultural sphere of
Morrissey fandom in my opinion reveals many disarepes between general fan theory and the
actual lived fandom. In chapter 2, the first chaptieanalysis, | discuss the emotional dimension,
which when it comes to music fandom might be coteteas much to the music and lyrics as to
the musician. This means that the theory of fandemarcissistic self-reflection might work on
certain levels, but is inadequate if one wantsntdenstand the pleasure which lies in listening to
music. In my opinion, this shows that the overadidry of fandom as an extension of self and
thus as narcissistic self-reflection works at #neel of generalisation, but might fall short when
faced with real fans. Through analysis of differenxtts as well as fans’ stories about themselves,

it becomes clear how fans use the content thefaaesl with in different ways. The fans’

97



extensive use of quotations and paraphrasing slewfémdom at the same time as being
something very personal goes beyond being mer#lyekection, as it inspires creativity and
debate. In my opinion, Bakhtinian theory providdsetier framework to understand this fully, as
it opens up for interpreting utterances as at &mestime individual and collective. The meeting
between fan and fan text is not closed aroundf,tset exists within a cultural sphere, and the
many different ways of relating to the fan text makhe recognition of oneself in the fan object
merely one of many ways in which one is a devoted f

Chapter 3 deals more directly of the content ofiideey fandom and how the fans use
the fandom in their lives. The choice to focus amsnulinities and male fans might be criticised
for being a way of creating an artificial gendeaidas to who Morrissey fans are and their
reasons for being fans. However, due mainly tdfdlethat most of the informants of this project
are male, this seemed to me to be an importarg issmnany of the stories. One must keep in
mind also that the material | have had to work witks not chosen by me, but consists of the
stories which were sent to me. The fact that thexe an over-representation of male fans in this
material is thus coincidental, but becomes meaniragf | have worked with this material as an
entity. Both as a Morrissey fan and as an acaddrfid gender issues important, and reading
the informants’ stories from the point of view argler was one way of exploring the themes of
outsiderness in Morrissey fandom. The focus on oiastes in relation to the male fans was, as
| interpreted it, resonated in their stories, butas also motivated by a wish to further the study
of masculinities, which when it comes to gendedigsi often is shunned in favour of the study of
femininity. Of course, | will emphasise the imparta of doing studies of fandom which
compares femininity and masculinity, but in thistmailar case | had more material on this from
the male informants. | do however not see thimagptoblematic, considering my aim to present
different uses of popular culture; | do not claorgive the full picture of these uses.

In chapter 4, the last chapter of analysis, | coralohore concretely the aspects of
individuality and collectiveness in fandom whiclshmeen touched upon previously. Having
discussed how the fan relates firstly to the obpé¢andom and secondly to the rest of the world,
| see these aspects in relation to each otherparitularly focus on the third relation which
inevitably occurs within fandom; the relationshigtween the different fans. Again, | claim that
this relationship is one which develops in closer@xtion to the content of the sphere of

fandom. This view is clearly underlined by the fdat much of the content of being a Morrissey
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fan is related to being different, which standsantrast to the fan group where each fan is
inevitably more or less the same. This createswriguity which is resonated in the stories; on
the one hand they like meeting other fans, on therahey would prefer that as few people as
possible were fans. The ambiguity thus destabilisesdea of fan cultures where the fans are
happily interacting and feeling companionship. lwdosuggest that this indicates that the idea of
fan cultures as interacting groups is just as nuarinected to the specificity of the content of the
specific sphere as to fandom as a general phenam®&viten it comes to Morrissey fandom, the
idea of fan cultures loses some of its significat@Eause the content of the sphere ascribes
opposition to these kinds of groups, and thus doégncourage group interaction for the sake of
interaction.

The idea of cultural spheres is one which hasi@rfted me heavily in the work on this
thesis, and following this idea, the thesis isaatfpart of the sphere it is describing. This is
indirectly acknowledged by one of the informantsta$ project who ended his story with the
remark: “well done on a sterling idea to write abdine Smiths] and ensuring the legacy live
on” (6M). The sphere is made up of the utterandésmit, and so this thesis is one of those
utterances which assure that the field of Morrisseg Smiths fandom lives on. However, it is
also part of a different sphere with its very diffiet set of rules, namely the cultural sphere of
academe. | have positioned myself as a fan, btth@Nvhile | am writing a thesis which is firmly
grounded on the rules of academe, the positionfimgyoembodied objectivity being one of them.
This means that although | am writing as an insidéandom, | am doing this from inside
academe. The thesis at the same time exists witlurlifferent spheres, but is first and foremost
based on the rules of human sciences. It is whightBacalls a secondary utterance, an utterance
which contains within it many different utterancAs.a whole, then, this secondary utterance is
based on the rules of academe; it belongs to thersmf research on fandom. But from the point
of view of the content, it might seem more likeudterance belonging to the sphere of Morrissey
fandom.

Matt Hills has a wonderful discussion on the acaddan in the introduction to his book
Fan Culturesbut in all his knowledge and reflection he seémnsverlook that academics,
although belonging to the same, overarching splaeegjust as situated in smaller spheres within
academe (Hills 2002). He argues against the imdgsabjectivities of the academic, but at the

same time he does not go deeper into his own iredgnbjectivity and what this might consist
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of. We get a picture of him as subjective fan,tbetembodied objectivity derived from his
academic background and training is something wiwelmust try to read beneath his arguments
and his use of theory. When it comes to compahegphere of fandom with the sphere of
academe, | would say that this is where the siitidggrcome across. The academic is eager to
refer to theorists, but the often subjective backgd connected to the discipline in which s/he
has his or her training is often more or less catezkto the reader not familiar with the sphere of
academe. Thus the academic-fan might come offlgedive when it comes to how and why
they study fandom, but somehow objective wheniite€® to choosing the right theories to
understand it. Yet these theories are not chosealynen the background of their preconception
on fandom, but also based on the discipline frontlwthey have their training. To use
Haraway’s words again, it is based on an embodigettvity. My choice to focus on gender
and emotion, for instance, is based on the fac¢tl thism a woman and a feminist, but it is not the
fact that | am a woman which in itself made meredgéad in gender issues. This interest was
developed as | was introduced to theories on gemdee or less coincidentally in my studies. |
am thus theorising fandom from a very particulanpof view; objectively, | hope, but also
based on a personal interest in emotions and geaslerell as being a fan myself. Writing in an
interdisciplinary field such as the study of fandibinecomes apparent that the knowledge
produced is dependent in the outset not only op#énsonal fandom of the researcher, but just as
much on the particular discipline from which theegarcher derives his or her understanding of
fandom. The insider/outsider perspective is ndtijelevant in relation to the subject one studies;
writing academically about a cultural phenomenoe Bralways also an insider to academic
studies, which means that one can never be neuttatally objective.

When | first read Bakhtin, | immediately agreedhnhiis views on language and culture.
To use Sandvoss one last time, | must admit thateaging of Bakhtin could be seen as a self-
reflection. Here were my views on culture, artitethin a way that | previously had not been
able to! Starting out this project a Morrissey famust confess that | rapidly became a Bakhtin
fan as well. To me, Bakhtin does not only providaeory which highlights the mutual influence
between people and culture, it also provides tlerstanding that it is important to understand
culture on a structural level, but the real knowleds to be found when combining this with
studies on what is actually going on beneath teasetures. He acknowledges the importance of

understanding the structures of society, but hggitdl that this understanding is not sufficient
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when it comes to understanding culture. Culturaleses are important tools to think with, but
they are polyphonic; they change within themsea@ording to the people using their specific
content. There is an ongoing definition of the emmf the sphere of Morrissey fandom, and
claiming knowledge about this sphere through wgitnmaster thesis on it might even be viewed
as an attempt to revise the understanding of therspf Morrissey fandom. It is however
important to remember that this is only one of manglerstandings of what Morrissey fandom
is, although a polyphonic one, and there are priglamdbmany understandings as there are fans.
What exactly it means to be a fan might never fbgsie mapped out, but timeeaningfulnessf

the content of fandom is one which is not debatedragst the fans. This is what provides the
common ground for talking about fandom as an ingyarpart of culture at all.

During the time | have been working with this patjehave seen Morrissey live once, |
have found myself crying in front of the stereohwit Know It's Over” on repeat more than once
and annoyed my fellow students at the library witidden outbursts of laughter reading
Morrissey interviews. And still, the thought whibhs most often crossed my mind has been
“Why am | doing this? What is the relevance of imgtabout bloody Morrissey-fans?”. | realise
now that the reason is pretty obvious. Seen irtiogldo the entire history of culture, Morrissey
fandom might seem rather insignificant. But if oealises that this whole is made up of parts,
then here is one little spot of meaning, a spokedavith cultural significance, which deserves to
be taken seriously. In the end, it is my littleipchl manifesto; my contribution in the academic

discipline of taking everyday people seriously.d_-Morrissey does.
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Appendix 1

List over informants

1M: Male, age 33, USA
2M: Male, age 33, Sweden
3M: Male, age 33, Spain
4M: Male, age 32, Mexico
5M: Male, age 30, Canada
6M: Male, age 24, UK

7M: Male, age 22, Sweden
8M: Male, age 21, UK

9M: Male, age 20, UK
10M: Male, age 17, UK
11M: Male, age 16, USA
12M: Male, UK

13F: Female, age 23, Canada
14F: Female, age 19, UK
15F: Female, age 13, UK

16F: Female, Canada

Appendix 2

Contacting the informants

Advertisement posted orwww.morrissey-solo.com

Research project on Morrissey and Smiths fans

posted by davidt on Friday September 09 2005, @09:00AM

Gurowrites:

I am doing a research project at the University of Oslo on fans of Morrissey and The Smiths.
I am looking for fans from all over the world, all ages and genders to interview for this
project. If you are interested, please contact me at gurofli@student.hf.uio.no.
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Letter sent on e-mail September 2005

Hi

Thank you for showing interest in my research proga Morrissey/Smiths fans.

First of all, | am interested in your stories abgotir fandom. In my study | am going to focus on
the emotional aspects of being a fan, and espgtialt a fan perceives the relationship between
him/herself and Morrissey. What does it mean to tgobie a fan? | am also interested in how the
fandom affects your life. (What difference doeséke;) Do you bring the fandom into every

part of your life? Does it affect how you dressaivirou read, what other music you listen to,
what you eat, where you shop etc.?

What | am suggesting is that it might be possibleady something about the emptional aspects of
being a fan by reading your narratives of the impéarrissey and the Smiths have and have had
on your life. In other words | want to know whanm®st important to you, and not least why this
is important to you.

Here are some pointers to get you started:

- Tell me about how you first discovered The Smiah#lorrissey

- Have you ever experienced either The Smiths arigkey in concert?

- Is there a period in your life when The Smithdvmrrissey have been particularly important to
you?

- What is most important to you about The Smiths slorrissey?

- How has being a fan affected your life?

- Anything else you want to add? No story is to@bmor uninteresting!

I will also need to know your sex, age and locatimu will otherwise receive total anonymity in
the paper. | may contact you for further inquirtetaThe paper will be written in English, but
Scandinavians are welcome to answer in SwedishisBan Norwegian.

Well, go on, put on a record, sit down and allowrngelf an hour or two of total self absorption,
Morrissey Style;) I'm looking forward to reading yostories.

Sincerely,
Guro Flinterud
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Appendix 3

Excerpt from the collected material

What | fell in love with about them is that | féfftey spoke for me.

| had never considered myself a normal teenageladking in the
social graces, lets put it that way, | tend to lzatd desire

isolation in equal proportions, my feelings on sty sex, love, the
country, life in general | felt were, quite franklynprecedented in
their oddity. The more interviews | read or songjstened to the
more | realised that Morrisseys opinion on evepeas of life almost
exactly mirrors mine, there are some notable exweptbut largely |
completely understand everything he has ever saldang, and
suddenly there was this man speaking for peopéertik, forcing those
in the 'mainstream’ to listen where previously the, ambitious
outsiders', had no voice, the music industry seemedrsonal,
detached, phony and as Johhny Marr once saidppaniture as
opposed to a mirror of it. But in a country anduiure that shys
away from emotion, here was a man pouring his redrto a nation
whether they liked it or not, with an explosive noiitear-enticing,
charming, hilarious and ironic lyrics that gave pegsonally the
feeling that someone else feels the same as Indiothat has really
helped to give me a grain of hope in times whetenk there would
not have been one, which sounds quite pathetididtrue, The
Smiths/Morrissey can be depressing, but when yeulepressed they
can dig you out of that hole, lot make you exstadty happy but
halt the stall, and frankly they are the only thirgve found that
does that for me, although of course | hold a cewplother artists
dear, few come close to The Smiths/Morrissey.

What does my 'relationship’ with Morrissey meandlWéeel much the
same about him as he did about his idols as anecktd. He said it
himself, that when you get into an artists musith®point of
obsession then you feel a kinship with them, tatmseems like
Morrissey not only understands me, but puts my siand feelings on a
bigger stage for others to see where | would neé llae courage too.
Its an identity aswell, no one | know likes The 8mj which | bemoan
sometimes but | also quite like in a twisted way seen that

Morrissey is 'my thing', people will come up to ared say "Hey | saw
Morrissey on television yesterday..." or such likgo to College

and we have a ‘common room' where all sorts ofaggals played on
the stereo/radio; Hip'Hop, R'N'B, Rap etc., theniest prospect |

look forward to is when one day a Morrissey songes over the Radio,
and everyones thinking "what the f*** is this?",cathey connote it

with me. | hope that makes sense, it probably segite
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egotistical, | dont try to be like Morrissey whatser and Im not
afraid to criticise him, but to me he seems likeeat friend despite
the fact he doesnt even know | exist, a breathesff air in a
culture that squeezes out and ignores those whiofalbim line with
the consensus. The Smiths/Morrissey for me is entity, meeting
another Smiths fan is fantastic and it just feis immedietely you
know them, its like a clan, if everyone loved TheitBs | think a
little bit of my passion would disapear. Alot okthbeople | know
dont like him, and of course | defend him and The&tSs to the hilt
but I also like that they hate him, because it bee®more of a
personal thing for me, it means im different tonthigut for once its
not a bad thing, its something to be proud of. iartthat instance in
every way Morrissey is different to other musicidnigel | am
different to other people my age. That probablynsisuwery
pretentious. | hope not!

Appendix 4
Contents of the CD

In order of appearance in the analysis:
1. Meat Is Murder (The Smiths)
The Last Of The Famous International Playboys (Mdeey)
Heaven Knows I'm Miserable Now (The Smiths)
Asleep (The Smiths)
Accept Yourself (The Smiths)
Half A Person (The Smiths)
How Soon is Now (The Smiths)
Rubber Ring (The Smiths)
Everyday Is Like Sunday (Morrissey)
10.Vi Tv4, 17 ar (Hakan Hellstrom)
11.There Is A Light That Never Goes Out (The Smiths)
12.Will Never Marry (Morrissey)
13.Last Night | Dreamt That Somebody Loved Me (Thet8g)i
14.1 Know It's Over (The Smiths)
Bonus Track:

© © N o 0k~ DN

15. Suedehead (Morrissey)
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Summary

In May 1983 The Smiths released their first 7’glen“Hand in Glove”, which peaked in the UK
charts at 124 place. Little did the world know that in 20 yeatsis band which existed merely 5
years would be selected the most influential barst ByNew Musical Expres®fNME). This

thesis is about the people who contributed togkisction, who keep the music of The Smiths
alive and who makes sure its former vocalist, Igtiand icon Morrissey has been able to enjoy a
solo career throughout the nineties and up tovig day. To the fans in this project, being a
Morrissey fan and being a Smiths fan is pretty mihehsame thing. With his lyrical brilliance

and strong opinions, Morrissey’s persona came tasBeciated with the overall opinion of The
Smiths. This persona persists; there is no nedi/ide between the Smiths-era and the post-
Smiths-era Morrissey.

Being a fan is no doubt an emotional thing. Iis thiesis | have aimed to highlight the
emotionality and subjectivity inherent in fandonanBom cannot be rationalised, it must be
studied from the point of view of the irrationdigtillogical logic of emotion. This view is
combined with the claim that fandom should be €ddin relation to the specific object which is
at its centre. For instance, music fandom and sgandom is both emotional, yet the specificity
of the genres makes the content and fan actidifésrent.

| have studied Morrissey fandom from three différ@nalytical viewpoints. First |
explore the relationship between the fan and theofgect. The fan object is here interpreted as
being not only the man himself, but also lyrics amasic. This is one of the specificities about
music fandom; one is fan of the man mostly throbegimg fan of the music and lyrics. The
second point of view is the relationship betweenfdn and the rest of the world. This is based
on an assumption that the fan uses his or her faridexpress personal significance. | have
chosen to focus on the perspective of the outsidach | see as an important aspect in the fans’
stories. This is combined with a gender perspectigd explore how the views expressed by
Morrissey related to gender is taken up and usetidjans in their every day lives. The last part
of analysis considers the relationship betweerighg in the fan group. Again | claim that the
outsider-perspective in Morrissey fandom makesr#ietionship an ambiguous one. Most of the
fans enjoy meeting fellow fans, yet they would Ifke this group to be as small and exclusive as
possible. These three perspectives seen as a wiadiles out what | see as the three most
important relations within fandom. When it comedorrissey fandom, the stories of the fans
reflect that they in many ways identify with Moses/’s views, and that this makes them talk
about their fandom in specific ways.
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