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ARBETRACT

This oturdy takes a= its basic premise the idea that
muc i videns represcent a new and unigque form of cultural
copression, not reducible to the formal properties of those
copressions it most ~losely resembles: cinema, broadcast
television and recorded popular music. A sociological
approach informed by the theoretical diversity and
methodological flexibility of cultural studies is suggested
a5 the most appropriate means of identifying and analyzing
Lhe presence of social critique in this new cultural form.
Music videos are conceptualirzed as cultural products which
omiat at three interrelated levels: production, text—-in-
itself, and reception. In order to bring these levels
togerher while simultaneously maintaining an understanding
of the processes at work at each level, seven distinct
theoretical and methodological perspectives are applied
separately, then integrated. The principles of political
economy are employed at the level of production, while
social semiotics is appropriated as a loose methodolcgical
framework. Audience reception research is acknowledged as a
'final gatekeeper' on reception, but is judged inappropriate
to such large sample sizes as that studied here. In order to
appro:ximate probable audience reactions and interpretations,
the perspectives of film studies (in particular Screen
theory), s,choanalysis, feminist theory and postmodernism
are applied.

The most readily accessible and widespread source of
music videos in Canada is the 24-hour cable channel
"MuchMusic". A one week sample of all videos broadcast on
MuchMusic was videotaped, coded, and categorized according
to the characteristics of each separate video te:iut.
Demographic characteristics of performers and musicians were
recorded as well as the musical genre of each video. The
visual component or sub-text of each video was then
categorized across two dimensions - performance images and
all other images. Finally, through application of the
various theoretical and methodological perspectives
reviewed, each te:t was placed in one or more of six:
categories reflecting the essential 'message' of each video,
as they relate to the presence or lack of social critique.
Once categorized, several quasi-statistical tables were
constructed in search of patterns to various critical modes
across demographic, musical genre, and visual sub-te::t
lines. Results and conclusions are then presented, along
with suggestions for future research.



This thesis is respectfully and affectionately doedicat ed to
Catherine Krull

s friend the likes of whom 1T shall not find aqgain.
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Caltuaradl o studies, g cnsentaaaliy o hybr o ot the
Poamanir t e aned thie oo al o caneen, sceek e o eder st e
Vat todss o uses tooawhiaio b cnddtar ol moncbestat vonee e pat o

Lhe meatss by whitoh they are careated, dirstoabated and

interpreted, A Patoarehl Beant Tanaer eaplatrne b b tecent

study of American and Britach cualtural stadies, Crasoe!
Footprints:

cecdnaccord waithe TRaymondd ) Wl bioane b dbretan bt
"culture 1t oordinary, " the tocus of Bratgsh
cultural studies has beon on "everyday Tite™ oo
tho structures and practices with-n o and throagh
which modern socirety conastructs and ciroulate:n
meanings and values.o (19900 37

Ty 1s an interdiscipylinary jporopoective thal rocaguiocs an

inherent lack ot objectivity or closure in o pte cub et
matter: culture, The term cultare dtaelt hoan ot s et o
perhaps will nover achicuye o amaversally agreca upeon
detinittion. In Keywords Maymond Wi lliams poarnto out e
source of this disagrecement as antrinsio to thee natuare o
culture as not onily a collectyye "ot ate ot b ot o
comple:: set of historically Shifting activiticn:
These variations, of whatever kind, necenooarily
involve alternative views of the aot isit e,
relationships and procoessees whiich thro complorn
word indicates. The complasity, that oo to oay, 1o
not finally in the word buat o the problems whiioh
its varliations of usge ciqgqniticantly tnddieate,
(1985:92)

One of the crucial historical developent s o e

emergenice of cultural studies fHas beenn the oo g
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cvert by appoear soc A dohn Firaske arques:
oothe attenpt o the dominant classes to
taturalyrse thelr meanings is rarely, if ever, the
recult ot conscious antention of the individaal
membera ot those olaocea, .. Rather, it muct beoe
understood an the work of ideology itnscribed in
the cnltural and social practices of a class and
thoerefore of the memberas ot that class, And this
Hrings us to another basioc assumption: cuiture i3
vdeological. (1987:025H5=-56)
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Stich oo b gree thiat  tl entracts o cven tronm a

Ui quee ob et by means ot reproduet o,

(1936771900 3
Benjamin also understood that popualar colture prodoacts were
Pikoely to represont more than a vacuous P lowest commod
denominator' of culture and that the placement ot cultural
production in the hands ot an tncereasingly Tatage atrata ol
soclioty meant an expansion of the plattorm tor politioal
commentary and oritique:

oothe instant the criterion of aunthentreity

ceases to be applicable to artistic product ion,

Lhe total tunction of art is reversed, Tnostead ol

heing pased on ritual, it bheging to bhe banod on

another practice - politica, (194671986 13)

The question of popular culture's use in political and
rtdeological critique, however, is not simply one ot an
increasing democratization. The issues addressed by cuch
Frankturt sSchool theorists as Adorno, Hor khievmer and
Lowenthal go bevond a somewhat dismiscive att itiade towards

. 7/
the content of popular culture products to a concern w.oth
the political control of its production. Artistic creat con
may no longer be the exclusive province of recognized
geniuses, but 1t 19 certainly not. accessible to all societal
members on an equal basis. The production of cnlture 1o
interwoven with capitalist modes of production, perhaps
inextricably bound up in the wvery ideology of capitalicm. As

Simon Frith, echoing the Frankfurt School concoernz of a4 half

century ago, has recently arqgued:
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prlace s (19us 1)

Theoe are the questions and concerns that cultural
studics han taken up in the past three decades. The
Mirtminghiam Centre for Contemporary Cultural Studies, under
the direction of such well-known figures as Richard Hoggart
ated Stuart Hall was established in 1963 and has drawn on
such diverse fields of inquiry as film studies, literary
criticism, socioloqgy, ethnography and psychoanalysis. While
the influence of the Centre itself may have declined
somewhat, its function as a catalyst was performed
admirably, with interdisciplinary cultural studies
departments dispersed throughout Europe, North America and
Aistralia.,

One of the fields of inquiry that cultural studies has
helped to render 'acceptable' to mainstream academia is the
study of the production and influence of popular music. With
the rise of the popular music form known as rock and roll in
the mid 1950s came one of the first widespread societal
reactions to what was believed to be the 'subversive'
intluence of pop music. Compared to the Tin Pan Alley song
styles of the preceding decades, rock and roll was
considered frencied, vulgar and a source of moral

corruption. The history of popular music over the last four



decades has bcen the subject of innumerable books, S v
academic analyses, to the point where something ot an
'official' history may now be recounted. In aild ot providing
historical content, then, this history will bo revicwed
briefly.

Rock and roll is in essence African-American bluacs
played with the benefit of electricity; a musical form that
can trace its ancestry back to the sonags of African slaves
brought to the Western hemisphere in the centuries of
European colonialism. In the twentieth century blues became
most closely associated with the southern Unitoed States,
most particularly the 'Mississippl Delta' rcgion. Rock and
roll was derived from this music, coupled with the intlucnoce
of country/rockabilly, and to a lesser e:xtent, javs. As
mentioned, the first few years of rock and roll's mass
popularity were a strange and alarming phenomenon for much
of American society, although by 1959 it seemed the 'tad!
had died out and the popular music industry turned again to
the production of safe, clean teen idols. However, the
peculiarly American genre of rock and roll was raturned to
its country of origin in a revitalized and repackaged form
with the 'British Invasion' of the early to mid 1%960s. Fands
such as the Beatles, the Rolling Stones and the Who
represented the unique idea of self-contained munical groups

that wrote their own songs and played all their owun

instruments. Together with the influence of Lmerican folk
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mutic:, popularized primarily by Bob Dylan, the world of rcck
lyrics now allowed room for the expioration of virtuaily any
subject, including social critique. There is a tendency in
much writing on this period to romanticize the e:tent of the
"vouth culture' that emerged in the late 1960s, but suffice
to say that at least the perception of a unified, cohesive
cemmunity of Western youth centring on popular music did
crrist.

As the 'official' history of pop music would have 1it,
rock music suffered a creative decline in the 1970s, with
the formerly vital and socially conscious groups of the
siities transforming into wealthy, complacent 'dinosaur'
bands. In the summer of 1976 in London, and in 1977 for tne
rest of Britain and North America, came another movement
designed to revitalize rock and pop music. Punk rock was not

only defiant and angry music, it was performed by musicians

whoero maucical ckillo wore often little he

(1
ot

er than thcse of
their audience. The point was tc put popular music back into
'the hands of the people'. It took very little time,
however, before the majority of the new independent record
labels were taken over by the larger corporations and
punk/new wave became more a fashion statement than the

fusion of a political and musical movement it ostensibly

began as.’ Since the early 1980s popular music has

In Subculture: The Meaning of Style Dick Hebdige explores
he subversive elements of the English punk subculture through a
ombined ethnographic and semiotic/textual reading technique. Style




manifested a number of interesting but short-lived
'movements', particularly in Britain. There have been
rockabilly, mod and ska revivals, a consist 1t tflirtation
with Jamaican reggae styles, the dark and nihilistic "post-
punk death rock' genre centred primarily in Manchester, the
technopop variation on late seventies disco and sevetal
others.

North American pop, by contrast, has remainced closer to
a blues-based rock and its relatively linear evolution into
present day pop rock stylings. Perhaps the most anomalous
development in American pop music has been the recent rise
of 'rap' music; a sccially conscious musical style
developing from the black inner-city areas ol largce Amcrican
metropolises, and distinguished from other genres in its
unique 'conversational' style of lyric presentation. At
present, then, there is no overriding 'youth culture' or
mainetream musiral sivle carahle Af a-lvanizing a coherent
cultural community, but rather a diverse collection of

pseudo-subcultures characterized by widely varying degraes

.8 seen as the site where ideological contestation visibly occurs,
lecognized mundane objects are given new meanings through their
inappropriate' use: "These 'humble objects' can be magically
\ppropriated; 'stolen' by subordirate groups and made 1o carry
secret' meanings: meanings which evpress, in code, a form of
esistance to the order which guarantees theair cont inued
subordination.”" (p.18) Published at a time (19%7%) when punk rock
jas still relatively vital, Hebdige later has serious rescrvation:s
.n asserting the connection between musical subculture styles and
.deological res . stance. In 1988's Hiding in the Light he bluntly
states that "...the idea of subculture-as-negation grew  up
1longside punk, remained inextricably linked to it, and died when
.t died..." (p.8).
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At eonesion. Thiz rddoes not, however, dissuade such groups as
the Parent's Music Feoource Center from claiming the lyrical
content. of rock and rap songs to be a destructive influence
on the morality of Horth American youth.’

1oy the records, concerts and radio air play of pop
stars has recently been added a new medium for the recording
artist: that of music videos. Originally designed as a
promotional tool, videos have now become an integral part of
the popular music industry and a recognized form of cultural
expression in themselves. The addition of image to music
greatly expands the range of possible messages that may be
conveyed by a pop song. Standing as it does at the
intersection between popular music, cinema and television,
music video is a unique manifestation of popular culture
that demands a corresponding flexibility of apprcach in its
analysis. As Peter Wollen has argued:

The polarised distinction between avant-garde and

kitsch, high and low art; the doctrine of the

purity of genres; the cluster of aesthetic

concepts around the idea of artistic originality -

all these are useless for any serious engagement

with a hybrid and technologically sophisticated

form such as music video. The whole apparatus of

levels, standards, hierarchies, boundaries,

limits, centres and sources needs to be re-
thought. (1986:169)

The PMRC is an American special interest group consisting
argely of influential senators's and congressmen's wives (hence
heir nickname "the Washington Wives") who have convened senate
earings on such subjects as 'backwards masking' (the reversed
ecording of music and lyrics that can only be deciphered when a
urntable is spun backwards, but which apparently incite listeners
O irrespcrisible or delinquent behaviour) and the explicit lyrics
ound primarily in hard rock/heavy metal ~nd rap records.



To this task the field of cultural studioes scoems
particuiarly well suited. As a discipline that purposctully
draws from a wide variety of knowledge fields, cultural
studies is not bound by the occasionally restrictive
methodologies or theoretical assumptions of any one

particular paradigm, and may engage itself with the project

of 're-thinking' these artistic and cultural assumptions.
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o Purposa of foalysis

Inn short, the purpose of this study is to again insight
into the degree Lo and manner in which music videos avail
Lhemselves of their ability to constitute a platform for
social critique. That is, to what extent do music videos
transmit messages of ldeclogical acceptance, ideological
chal lenge, or messages that do not take up these issues at
all? Ultimately this study may be characterized as a content
analysis and a series of te:xtual readings, informed by the
theoretical and methodological fle:zibility of a cultural
studies perspective. The units of analysis are of a type
that resist the closure of 'texts-in-themselves,' yet do
exhibit identifiable spatial-temporal boundaries. The
analysis will be conducted on two manifest levels: each
video as te:xt, and the particular medium in which they are
broadcast - music television - as text. However, since no
texﬁ erists as a self-contained unit, but implies & wide
range of other texts as its horizon, attention will also be
paid to the economic and social conditions of production and
the manner in which audiences are likely to receive or
'read' these texts. In essence, music videos are
conceptualized as polyglot in themselves and retlective of a

wider cultural heteroglossia.’

Hetercglossia is an idea explored by, among others, M.M.
Bakhtin and will be elaborated upon later in this text. It is a
reference to the idea that individual authorship of any text is a
misunderstanding of artistic/cultural creation, since all such
"authorship' is in fact a reflection of the myriad social "speech



1l

This analysis will be undertaken in aceocordane - with the
perspective that sces cultural onprossion as the arcena ol
ideological (re)production and contoestation. As o the vant
majority of videos under consideration heroe are oithen
American, Canadian or British in origin, a wider ideological
backdrop may be seen as the general miliou in which these
cultural manifestations are produced - late capitalism. The
more particular ideological assumptions and oricntal ions
that accompany this economic and cultural condition will be
taken up shortly.

In Canada the cable television nctwork MachMusic s the
best known and most widely viewed forum tor mu. ic video, It
is from this network that the videos in this stuldy are
culled, and a brief overview of its structurc and
programming will be presented. This is followed by an
examination of the production-te:xt-reception framework.
Several theoretical perspectives and methodological
orientations are then considered, followod by a Jimiteodd
integration of these ideas and a discussion of 'idcology' as
it relates to the form and content of music video. The
remainder of the thesis is taken up by an ezplanation of
method and the presentation of video analyscs. It s
expected that, given the heterogeneous, fragmented state of
the popular music industry and audience, the preaevalence of

social critique will vary widely between, but less so

genres" which alreadv exist,
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10 hetwor b o devotod almost coclusively to popubar moeite o
the broadeant of musice videos, MuchMuse e baied Toone by on
thoe Amortcan atataron MUV (Musac TedleVaioaoony, ol beaan
Lroadeast ing Avaquat 31, 1o (MY began b oadoast anag aon
Auqust ot lyr]l), MuchMusioe 1o based o Toront o, and
broadcasts live trom o downtown 'studio’ o8 The networ b makes
use of the Canadian communicat ions satedbite Anak by,oand s
seen in approzimately tive million Canadian cabled
households as well as private and publre tacailbitren in the
Mmited States andd Latin Americoan cquippoed with catelbite
dishes  From 1986 to 1989 MuchMusic was alno neen by
appro:imate 26 million people an 19 Furopean countrics
through an agreement with Fngland's SKY Channelo Although a
limited number of Québocois videos in the Froonch Datiguoage
are broadcast on MuchMusic, the network has aloo initiated

"the world's first and only" French Tanguage sidieo o

i MuchMusic's live broadecasts are not shot in oo ctudio an
such, but from a variety of locations in and around their
production facilities. The following cuxcerpt trom the MuchMusic
1992 press kit ewxplains the principle: "The:  worbd's  firot
television facility without studios, 299 Quecen Otrect Woest was
renovated specifically to accommodate the different way we produce
television. Office, hallway and lobby - even the rooftop, parking
lot and sidewalks outside -~ can be quickly trancformed into
shooting ‘'sets'. The high concept is of a building that  can
literally 'shoot itself'; thereby facilitating and reflecting our
emphasis on speed, fle:xibility, high energy and hiqgh volume ™
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(e ook e employed,  and programming concentrates on
current bt o canagte, The obwvious crucial daostainction s the
additaon ot dmages ke other Canadian media, MuchMusic ia
subject to CRTC recatatarons, including a o minimum amount of
*Canadian content . Al so oan o common with commercial radio and
todeviaion, MucoMu: oo broadeant s include o sitanit roant
amount ot advertising, Products, seorvices and organications
sponsor ing MuchMusie correspond roughly to those ot
commercial television an general, with some degree ot
demographic resecarch indicated by the inclusion of products
specitfically targeted at an adolescent population.

DL Programming, Scheduling and Pacing

In recent years MuchMusic programming has increasingly
moved away from a radio-styled format and towards that of
television {(although arguably not guite as far as its
American counterpart MTV). There currently e:izist 21
ditterent ‘programs' ranging from a daily 1/2 hour
entortainment news feature ("FAX") to syndicated features
like "The Monkees.”" The majority of these specialized

MusiquePlus began broadcasting in September of 1986; since
Soptember of 1988 it has adopted the 24-hour format and is
available in Quebec on basic cable service.
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Pedorat pezigl

ceameswihiant,

Sierdineg



NI P C Vo i oy L P NN TRV NN
B T L A S X R St o, The gl edic ot

Poooot e b hpree el Y b e ey Pt g iroace gttt rnt o
Phoes el e gl oqqerers ot roc bk aned bhardl o rock . Forooone halt houar
creer oy wec by, thee by oadoant Taeat o ah it te ta Vaneogver
Peoor "MuchiWe st 00 "hranoh ottree where the Vancouver veoejay
Pt roduce s qeneral o pop o videos trom oa o variety ol locations in
and aronnd Vancouver o (For o oa complote listing and briot
dencription of the remaining specialised programs aeoe
appendi )L
40 The Veoldays

Since tne crucial, overriding ohiaracteristic of music
teldlevision 1s amage, the criteria for veejay selection are
by no means restricted Lo voice quality and musical
knowloedge, Vee jays must know how to behave in front of a
camera, they must project their own individual styles both
visually and in the content of their monologues. It may also
be specrlated that physical attractiveness would not be
considered a liability. There are basically ten reqular
veeijays and a few supporting cast members, Four of these ten
handle the general "video tflow" portion o: the broadcast day
as well as certain specialiczed programs, the remaining six
appear only in the shorter features. Of these ten most often
seen individuals, sixn are male and four female, eight are
white and two black, nine speak English as their mother

tonaue while one (Natalie Richard) is French Canadian with
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ate bisted witho o brooed simniry ot the above denmoegraptiie

characterrat posn,

. Michael Williams mate black/Englinh
DL Erica Bhm fomaloe/whito/Bnglinh
3. 5tLove Anthony male/whitoe,/nglinh
d. Natalic Richard temale/white/ Fronch
He Simon kvans malo/whitoe/Englich
6. Teresa Ronoon femate/whito/bEnglish
7. Terry bavid Mulligan maloe/whito/bnglish
8. Master - 7T maloe/black/English
9. Ziqay Lorenc temaloe/whito/knglish
10. Bill Welychka male/white/kEnglish

It should be notaed that veejay styles otten rotlect the
subject matter with which they are dealing. Teroesa Roncon,
for erample, appears on "The Pepsi Power 30" hard rock
program; shoe is probably the youngest ol the veojays,
usuall © dresses in a black leather jacket, and coeme o
reflect her audience's mannerisms to some deqgree in het
synta:x and body lanquage.’ Michael Williams and "Mastor-1T",
the two black veejays, handle all programs decaling with
black music (Soul in the City, RapCity and Z-Tondamizz) .
Terry David Mulligan may be seen as the 'cldoer statesman®' of
the MuchMusic veejays. Far from ancient, at perhaps 40 to 49
vears cf age he is nonetheless easily the oldest memboer of
the cast. In addition to MuchWest, Mulligan is the veejay

for "Backtra:", the one-hour program dedicated teo the:

This is something of a speculation regarding the typical
viewer of "The Pepsi Power 30". It is assumed that hared rock and
heavy metal listeners tend to be younger, male and of slightly
'lower' than average socio-economic status. Thus, a vyounger,
attractive female with a 'street smart' attitude might be assumed
to appeal to such an audience.
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boactary of rock mnsio, The ten mair reejays differ in the
Soeridousness of their epproaches. Generally, of the four
primary personalities, Steve Anthony and Natalie Richard
adopt. rather playful attitudes while Erica Ehm and Michael
Williams are more subdued. It is likely that such
distinctions are by design so that viewers might better
identify witth the veejays that best reflect their own

attitudes,



D. Levels of Analysis

Virtually all tangible manifestations ot populal
culture e:ist on three interdependent levels: the original
motivations, intentions and structural conditions
surrounding the product's genesis; the product itselt as a
quasi-independent text; and the particular range of probable
and possible interpretations of its meanings or messaqe.
Each of these levels, seen in isclation, suggest certain
respective theories and methods best suited to their
analysis. However, both the product levels and corresponding
means of analysis cannot be studied in isolation without
sacrificing integral information and conte:tual groundings.
It is preferable, therefore, to adopt a more holistic
approach to cultural product analysis. Yet any attempt to
exhaustively catalogue all influences on a product's
creation, as well as all possible interpretations of that
product is unrealistic, especially while maintaining cuch a
holistic outlook. The division of cultural crcation and
reception into these three general areas is a means of
rendering the task manageable, requiring only the caveat
that these distinctions are permeable boundaries and that o
rigid separation is an artificial one. This section will
break down these levels, briefly eramine the boot suited
theories and methods, then demonstrate the need 1o inteaegrate

the three domains.
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1. Production
Popular music products - record albums, cassettes,
compact discs and videos - are not created as direct

wpressive communication between artist and audience.
Frcording artists rely on large comple:x organizations, and
their work is subjected to a wide variety of interrelated
economic and structural contingencies, all of which have
some inflasnce on the form and content of the finished
product. The first readily apparent structural influence on
the creation of popular music products is that of the well-
entrenched capitalist mode ¢f production. If the guiding

;- nciples of capitalism are the mazimization of profit and
the expansion of markets, popular music products must take
on the forms that best reflect the realization of these

goals. Such decisions are seldom left entirely in the hands

4
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engineers, and record comps v personnel work to maxzimize
profits as in any large-scale economic endeavour, and hold
positions that entail a great deal of specialized and
technical knowledge.

Generally the recording artist deals with two
potentially intimidating organizations: the record company,
responsible for promotion and distribution; and the

recording studio, responsible for the transformation of the

For the remainder of this text, wvinyl records, analog

settes, compact discs and digital audio tapes will be referred
col

lectively as "discs".



recording artist's ideas into commercially viabvvie product.
Co-operation, as well as the congruence of artistic and
commercial goals between recording artist and organizational
personnel vary widely. Some pop stars are simply well-
packaged figureheads, singing songs written by a recorvd
company’'s stable of songwriters and employing the session
musiciangs of the recording studio. Others may constitute
tight knit self-contained bands demanding a qreat deal of
autonomy or ‘artistic freedom.' After repeated recording
sessions, many artists reach the point of functioning as
their own producers (although recording engineers are almost
always necessary), and with commercial success are able Lo
negctiate more fle:ible contracts with their record
companies, perhaps even forming their own labels. This,
however, is relatively rare. If, then, artistic control is
at best less than complete regarding the production ot
discs, it is even further removed with the production of
videos. The necessity of video production as a promotional
vehicle has also necessitated the introduction of a ncew
specialized kncwledge form; that of film-making. Whila fow
recording artists are trained in these methords, neither arec
the traditional production and distribution personne!
associated with reccrd companies and recording studiooc.
Video production is an arena more alien to many recording
artists than the complexities of the studi» mixing board or

the demographics of market research.
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There are, then, two sets of interacting variables for
analysis in the production stage of music videos: the
artistic and economic intentions of the individuals and
organizations involved, and the structural constraints and
cnablements of technological innovations and specialized
knowledge that set (elastic) boundaries on the range of
possible products. In short, the production of popular music
videos is embedded in the ideclogical grounding of
contemporary capitalism, structured by the particular
specialized institutions and organizations established in
accordance with this ideology, and rendered :cmewhat more
flexible by the volatile and unpredictable nzture of its
subject matter. At this level of analysis, tr.en, the
theoretical orientations which suggest themselves reflect
these concerns and include certain aspects of political
economy, Lhe [ield of vrganicational sociology, and its
cultural permutation, the "production cf culture®
perspective.
2. Product
Between producers' intentions and audiences' reception

falls the product itself. It would not exist without the
former, and is virtually meaningless without the latter. Yet
there is a seductive sense of closure to a popular music
produc ', either video or disc; it is temporally brief but
complete, spatially portable, and seemingly self-contained.

Once the productive process is complete and the product
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becomes 'public property', it may be appropriated as a
disembodied artifact, available for scrutiny through a
number of micro tools of analysis. Treating ‘he indiv.:si:al
video clip as a discrete unit of analysis yields these
advantages, and it is tempting to treat the text-in—itself
as a microcosm of the productive and receptive forces
surrounding it, but a recognition of the artificiality ot
this separation and the need for conte:xt must be retained.
Analysis at this level concerns the interacting axzes of
form and content. With regard to the latter, the most
obvious methodological framework for application is that of
content analysis. But content analysis may mean many things,
and the rigidity of this method has softened (if not
evaéorated) over the years. This, of course, is a unccessary
development when applied to cultural studies, as cultural
products are replete with ambiguities and subjective
interpretations. Content analysis is in a sense an
inescapable method inherent in any study of cultural
products, austere or polemic, and perhaps best
conceptualized as a loose and general framework becoming
more or less rigorous with each particular application.
Many other theoretical and methodological orientations
span the boundaries between production, product and
reception. Those to be applied to the analysis of music
videos in this study include social semiotics, certain

principles of film studies (particularly the insights
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iqleancd from 1970s Screen theory), limited application of
Lacanian psychoanalysis, feminist theory and postmodernism.
Criteria for the identification of postmodern cultural temts
are rather ill-defined, but certain indications of this
orientation can be found by noting such video features as an
opposition to linear narrative and the use of such
techniques as visual pastiche.

3. Reception

Analysis at this level concerns the application of
techniques designed to reduce a potentially infinite number
of possible interpretations to a finite number of probable
ones. This involves the use of the more traditional methods
associated with audience reception research: surveys,
questionnaires and interviews, more or less structured or
open-ended. The typical form of this research has
traditionally involved survey questionnaires designed to
elicit causal connections between musical preferences and a
variety of demographic conirol variables. However, some
progress toward research on subjective audience
interpretation has been made recently.

This method is of course dependent on the appropriate
application of whatever theoretical perspective drives the
research. In the present study, the orientations discussed
above are suggested as potential complements to audience

reception research. It may be useful, for example, to

consider probable patterns of non-cognitive apprehension
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through the use of paychoanalytic principlen; allowing
more informed speculations on the Likely oftects ol
different visual representation techniques. The arcas ot
film studies, postmodernism and feminist theory all provide
complementary insights into the probable range ot meanings
transmitted to and interpreted by the music video audicnce.
A more detailed discussion of the perspectives oul lined thus
far and their applications to music videco analysis now

follows.
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P bbb i i ALD METHODOLOG TCAL BACKGIKOUND

The analyers of popular culture products has boeon
approached from a wide varioty of porapectives, from
vehement  condemnation as cither vacuous or dangerous (both
conservat ive and earlior Marsist aritiques), to a
romant icism ot 'authentic' working class culture (Richard
Hoggart, K.P. Thompson and to a lesser e:tent Raymond
Williams), to a valorization of youth subcultures as the
site of political resistance and ideological transformation.
In "C.itural Studies: Two Paradigms" Stuart Hall categorizes
the basic distinction in cultural studies as that between
"structuralism" and "culturalism." The former is influenced
by Althusser and is interested in overarching
transhistorical constitutive structures such as lanquage,
while the latter takes a more 'humanist' approach defending
the possibility of meaningful human agency and concentrating
on more individualistic subtleties and subjective
interpretations of meaning. Bennett (1986) and Turner (1992)
suggest that the recent renewed interest in Gramscian
theories of hegemony within cultural studies bridges this
distinction and renders the split redundant. The general
orientation, however, has produced distinct contributions to
the study of popular culture products/texts and their
relative ideological importance that are usefully reviewed

as a set of insights informing the present study.
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orientat ton ey beoconntdered to o rnclude mestoo st annng o
political coonomy,  tormal st casn tand o semet e At the
‘aubjoect positioning' peorspoectaives annociatoed with the talm
studices 1deas presented in the intluent tal journal Sereen,
The culturalist camp includes not o only the car e
‘romant ic' working-class studics of Hogaart and Thomperon,
but. later ethnographic studics such as Paal Willis's
Learning to Labour and Dhick Hebdige's Subculture:s The

Mcaning of Style. A culturalist orientation s oalso evident
in diachronic or "social”" semiotics and in the concerns ol
many feminist commentators. In terms of audicncen, the
distinction 1s clearly cvident in the dittering approache:n
of audience reception (structuralist) and recader response
(culturalist) research.

All of the above perspectives will be ciplored in the
following sections of this text in order to provide o
backdrop against which the subsequent study may he placed.
Some attention will also be paid to the ideas ancociated
with postmodernism, a perspective which resists placement in
either the structuralist or culturalist paradiqgm. AL proesent
there is no single agreed upon method of analysing music
video. It has received less attention than cinema,
television or literary texts not only becausec of 1tn short
history, but because it is typically seen as ambiqguou:sn,

polysemic, narratively fragmented and thus exceptionally
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bretviccny the suabgect ivity of testual reading and the

formality of content analysis,
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Popalar moecre o aoomudtr b bbron doblar o yean
Pnclustey, el acaguabe by the et o alar torm ol
entertainment i the wor bds This s cortainly truae an sach
popular music producing countries an Groeat Bratarn, Canada
and the Unitoed States, where by the mid T9700 "aalon on
records or tapes casily outgrossed the returng on movies o
sports.,” (Frith, 1981:0) Record companies arce gquito otton
huge conglomerate corporations with diverase interestas. The
production of popular musice s firmly entrenched in
capitalist modes of production and relies heavily on
coor mies of scale. The basic principle ot "Fordiam' has not
as yebt been emtinguished: 1t 1s tar more protitablie, that
is., to sell ten million copics of one disce than one million
of ten different discs. Many prinaciples of Mar:ian coconomicos
are inappropriate to this industry (the labour theory of
value, for emxample, is a moot point), but certain lator
Mar:;ist critiques of capitalist production stiil hold true,
particularly many of the ideas advanced by such Frankiurt
School theorists as Adorno, Horkheimer, Lowoenthal and
Marcuse. The recording industry does, for cxample, atteoempt
the creation of 'false' needs. These 'needs’, howoever,
ultimately are better understood as tastes or preafoeroences,
which are never completely under the control of corporate
manipulation. Certainly these are 'best available' choices

rather than selections from a completely open cultural
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Heproe cntabocrahied by oproduact bon o and disrrabut ton systoems,
Domewhere betweon radieal Yoo chojoe' and homogonous
monopoly control stands the actual condition ol Lhe populat
music dudustry, and itois the didentification of this
pocition to whiich the principles of political economy and
orqganizat ional sociology may be applied.,

Frankiurt School theorists, particularly Theodor
Adorno, were concerned with what they perceived to be the
'atomizing' effect of mass produced popular culture, which
reduced participation to mundane, alienated consumer
selection in essence no different from any other marketplace
decisions. The connection between composer and appreciative
listener had been supplanted by that of producer and
consumer. Thus was the audience for popunlar mu=ic 'at the
mercy' of monolithic culture producing institutions and
their own ideological agendas.’' The capitalist mode of
production was also held to destroy popular culture's
inherent potential for social criticism by standardizing
cul! sural enpression at a 'lowest common denominator'. Leo
Lowenthal asserted that popular culture has "...its own
genuine characteristics: standardization, stereotypy,
conservatism, mundacity, manipulated consumer goods"

The potential for state, and perhaps totalitarian, control
of culture producing institutions was a keenly felt danger to
Adorno et al during the time (and place) of these writings: early
to mid century continental Europe.

1



(Lab7:bh) . It this vioew scoms overly possimist ic today, one
need only remember the tormulated, ideologically caseortive
nature of popular music in the Tin Pan Alley pre-rock ora
and the former monopoly ot ASCAD.,

Culture producing oraganizations, however, continue to
strive towards just those conditions of standardization that
Frankfurt School theorists found so distastetul. That they
have had little success for approsimately forty years is
less the fault of their efficient and powoerful
organizational structure, and more the result ot popular
music's transformation from seamless professional precision
to youth-oriented emphases on energy and expressivencss.
From the first perpleiing appearance of rock and roll in the
1950s and the youth and drug 'counter-cultures' of the lateo
1960s, to the nihilism of punk in the late 1070a and the
'subversive' lyrical content of present day heavy metal and
rap music, the recording industry has ignored, acceptod,
tolerated and tamed a wide variety of ideologically and
politically oppositional cultural enpressions. The result
has been a realization on the part of culture producing
organizations that while the recording industry is coertainly
too profitable to abandon, it is inherently unstable and
unpredictable. A great deal of energy and capital is
thercfore expended on strategies to stabilize the market,
Small, independent record companies are absorbed by larqger

corporations as soon as they are perceived to be making
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inrcoads into the mainstream, leading to the market situation
known as oligopolistic control (i.e. where a small number of
firms acontrol a disproportionately large share of the
market) . Other 'coping strategies' include overproduction
and differential promotion, the co-optation of mass-media
gatekeepers, and the ongoing attempts at homogenizing the
entire industry.'’

All of this, of course, has consequences fcr the form
and content of popular music products. Each product must be
distinct enough to lend the impression of novelty, but not
so different as to exclude a 'mainstream' audience. Products
which challenge established musical, lyrical or ideological
assumptions may not be promoted or distributed to the same
ertent as those deemed commercially viable. Recording
artists realize this, and it is a powerful incentive to
erxceed to the creative/commercial wishes of industry
'evperts’'.

Music videos, it may be argued, are even more
constrained than discs in terms of what may be produced for
public consumption. Music videos are seen almost exclusively

on television cable networks that are (potentially)

'" For detailed explanations of how these processes operate,

see: Richard A. Peterson and David Berger, "Cycles in Symbol
Production: The Case of Popular Music", American Sociological
Review 40:158-73, 1975; Richard A. Peterson, "Five Constraints on
the Production of Culture: Law, Technology, Market, Organizational
Structure and Occupational Careers", Journal of Popular Culture
16 (2):143-53, 1982; Joseph Turow, Media Industries: The Production
of News and Entertainment. New York: Longman, 1984.
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accecsible to every segment ¢of scciety. They murt
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therefore, be subject to the same regulations as network
television with regard to profani- - and accentable subiject
matter. As will be seen later, however, sophisticated
editing and post-production techniques allow for many
'questionable' images to slip past censors and rerulators.
The range of social and political commentary found 1in
music videos as compared to discs may also be constrained by
the nature of the productive process. Like discs, videos are
produced with the economic interests of large corporations
in mind, and are made with the aid of comple:, largely
inaccessible technology. Unlike discs, however, videos are
produced not to be 'consumed' in th-msclves (other than in
the same manner as radio air play), but to entice greater
sales of the discs from which they are culled. Music videos,
that is, serve an even mor : overtly commercial function than
discs, their genesis embedded in a purely promotional
purpose, a product in aid of another product. This purely
promotional function, however, now coincides with the
emergence of music video as an 'art form' in itseclf. With
the present lack of video production knowledge in the hands
and minds of musicians, it is an art form controlled to a
large degree by 'outsiders', producers and dircctors with
specialized knowledge in film-making, but not necessarily
with a great deal of affinity for the artistic sensibilities

of musicians and songwriters.
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ratner pessimistic outlook on the possibilitie
ideologically challenging cultural ezpression (assuming one
views cultural diversity as preferable to homogenization).
But such a judgement is tempered by the knowledge that there
is something inherently unpredictable in the popular music
industry, as witnessed by mainstream society's consistent
preoccupation with popular music's deleterious effects on
the moral sensibilities of the English speaking world's
youth. It may be predicted, nonetl ess, that music
television is a more homogenous representation of the

available range of musical product.
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B. Screen Theoryv and Subject Positioning

In the mid to late 1970s the British film studies
journal Screen gained notoriety as a forum for the
sociological and psychological critique of Western tilm-
making, particularly the mainstream form of realist
narrative cinema. Screen theorists questioned the
ideological grounding of cinema and e:posed its operation as
one of 'positioning' audiences as relatively powerless
subjects imbedded in a naturalized hegemonic flow of
discourse. Meanings were not constructed by viewers, they
were already in the cinematic text, and were imposed upon
audiences by subtle techniques that disguised ideological
biases. As Brantlinger describes the process:

The realistic narrative or image masks

contradictions, including...the contradictions

between the illusion of the free, unified,

rationally knowing bourgenis individual on the nne

hand, and the 'interpellated,' thoroughly

'subjected' subject of ideology on the other.

(1990:167)

This conception of te:t over subject, denying the
negotiation of meanings on the part of the viewer/reader has
been extensively critiqued and its extreme formulations have
not retained wide acceptance. However, the techniques of the
cinematic apparatus in this regard still exist, and their
power 1is considerable. It is worth reviewing thase

techniques, then, and salvaging from them what iz relevant

for the analysis of the quasi-cinematic form of music video,
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In "A Lecture on Realism”™, Raymond Williams discusses
the form's rise in 18th century English bourgeoisie drama,
identifying it as an important tool of ideological
persuasion. Rendering morality plays contemporary, secular,
and involved with 'the common folk' disguised their messages
as natural (1977:64-68). A similar function is performed by
such simple devices as the use of camera point of view.
Since the audience has no choice but to follow the gaze of
the camera, its viewpoint is fused with his or her own:

" ..specific uses of method and technique are in the end
inseparable from fundamental conscious or unconscious
positions, viewpoints and intentions.” (p.71) In "The
Imaginary Signifier™, Christian Metz takes this point even
further, seeing spectator consciocusness as simply a
reflection of applied cinemati~ technique:

The outer machine (the cinema as industry) and the

inner machine (the spectator's psychology) are not

just metaphorically related, the latter is a

facsimile of the former, 'internalising' it as a

reversed i... (1975:19)

The implication of spectator into the
imagis.iry/realistic world of the film requires more than a
simple identification with camera view or likeable
protagonist. The technique of shot and counter-shot, for
example, lets the viewer 'see' from each character's eyes,
but one cannot leap from consciousness to consciousness

without experiencing some form of psychological dissonance

or distancing one's self from the flow of discourse. To



maintain an unquestioning involvement with the tilm's
narrative requires the employment of a techniguce described
in Screen as "suture." As its name implies, suturing
'stitches' the viewer into the imaginary landscape of the
film, into a seamless temporal progression that appears
natural and correct.

Suture as a concept was first introduced to screen
readers by Jacques-Alain Miller in 1977. In "Suture
(elements of the logic of the signifier)", Miller derives
the idea from the disparate sources of Lacanian
psychoanalysis and the formal logic properties of
mathematics (modified from Gottlob Frege's work on the
foundations of arithmetic). The mathematical origins are
rather complex, dealing with the logical inconsistency of
zero as a number ("The first non-real thing in thought”
[1977:30]), and Miller makes no overt attempt to tie the
concept to cinematic analysis. His definition of the term,
however, is revealing in its potential for such analysis:

Suture names the relation of the subject to the

chain of its discourse; we shall see that it

figures there as the element which is lacking, in

the form of a stand-in. (pp.25-26)

It is interesting to compare this definition to that of
Jean-Pierre Oudart, writing in the same issue of Screon:

Suture represents the closure of the cinematic

énoncé in line with its relationship with its

subject (the filmic subject or rather, the

cinematic subject), which is recognised, and then

put in its place as the spectator... Every filmic

field is echoed by an absent field, the place of a
character who is put there by the viewer's

37
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nd which we shall call the Absent

imaginary, = a
1977:35-36)

One. |

Miller's "stand-in" and Oudart's "Absent One" represent
bhoth the technigue of suture and the subject thus
constituted. The Absent One is the viewer, or at least the
space he'” inhabits in the world of the film, sometimes
omniscient, sometimes as a character, but never entirely as
either. The logical impossibility of this position is
overlooked and never questioned, unless the conventions of
realist cinema are violated. Realist cinema represents a
self-contained universe that no other mass medium recreates
in quite so perfect a manner. It satisfies, at least
temporarily, the human need for a sense of closure or
completeness. As Stephen Heath explains:

Suture closes cinematic discourse (the

articulation of cinema as discourse), closes the

spectator-subject in that process, ceaselessly,

throughout the time of the film which then sets

out a constant repetition of the subject as

difference in the passage across the spectator

from Absent One to some one. (1977:59)

To be sutured into the cinematic text and constituted

as subject in this process is to be implicated in a flow of

discourse. It should be noted that the physical arrangements

''" Even this account suggests a more active role for the

spectator's imaginary than some Screen theorists are willing to
accept. Heath, for example, stresses that "...it 1is not the
spectator's imaginary, as Oudart at times appears to state, which
sutures the discourse; rather, the suturing function includes the
spectator as part of an imaginary production.” (1977:60)

'" The masculine pronoun is used here deliberately, for reasons

to be explained in the following discussions of psychoanalysis and
feminist theory.



30
associated with cinema (i.<¢. theatre) viowing also
contribute to this process. Theatre audicnces sit o in silent
darkness, dwarfed by an enormous screen and surroundoed by
the stereo soundtrack. At home, the situation is leas
structured, and the potential for distractions which
puncture one's suspension of disbelief abound. More
important, however, are the conventions ot the various
visual media themselves. This is the issue of flow vorsus
segmentation, and it occurs across two ames; the flow ot
lack thereof of the visual tenxt itself, and the segmentat ion
imposed by commercial interruption in the medium of
broadcast television. Visual texts might be placed on a
continuum representing the psychological force of suture as
follows:
narrative cinema in theatre
narrative cinema on VCR
"pay TV" narrative films
"timeshifted" narrative films''
broadcast television films - dramas - comedies
music videos

non-narrative broadcast television (news, taik shows,
etc.)

oo s Wk =
.

Transferring the ideas of suture and Screen theory to
television is at best an imperfect exercise, but the
P
principles, in a fractured fcrm, remain. Music videos

rarely, if ever, follow all the conventions of realist

I3 vPimeshift” is a term borrowed from Sean Cubitt's hook

Timeshift on video culture, New York: Routledge, 1991, and refers

simply to the removal of broadcast television programs from their
original presentation in time and space by reccrding them for later
viewing.
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Harrat ive oincma, they are more spoctaclae than story. The
inability of videos to atitch viewers into an unquestioning
imaginary landscape suggests the absence of o powerful tool
for ideological influence. [t should not be ausulmed,

however, that the principle of suture has no 'situating'

power at all with regard to music videos. When reading these

-

tests, it is still necessary to ask such Screen-inspired
questions as whose 'gaze' structures each shot or with whom
the viewer is meant to identify. The techniques that

ablish the answers to these questions are as subtle in

.

et
music video as they arc in cinema. They are heavily
influenced, for example, by what has been called the
'patriarchal unconscious', and the use of segmentation
implies its own peculiar psychological effects. These issues
will now be taken up in a discussion of TlLacanian

psychoanalysis, feminist theory and their intersections with

visual media.



C. Mausic Vidoo and Paychoanalveas

Paychological analysis ot the ottect:y ot wat chung muasta
videos i1s a (necessarily) new and underdevelopod aroa,
ITssues thal have been addressed thus tar incehade the
influence of a rather porsistent senism in gende
portrayals, the effects of a peculiarly seamentoed mode ol
visual display that denies the possibility ot closure, the
tension between such processes as scopophilia and voyeur inm
and the naturc of viewer identitfication with pop stars
displayed as 'ego ideals'. If music video is nothing more
than spectacle and display, it serves a cathartic 'bread and
circuses' function in distracting its viewers trom social
criticism. Yet the content of these 'displays' is not always
vacuous, and the potential for receiving subversive messages
does evist - if the mode of presentation allows for the
psychological internalization of these messages,

One of the persistent characteristicas of the popular
music industry has been the 'manufacture' of the pop star.
Singers and musicians are often idolized to eitremesn by | oop
music fans, and the image of these stars is of gradat
significance in terms of marketing and sales. Music videos
extend this principle; in videos 'image is everything'. ‘The:
extent and nature of viewer identification with video stars
is a complex process that is perhaps best understood in
psychological and psychoanalytic terms.

One of the best-known means of addressing this process



bas boeon the pdent itication of a crucial developmental

moment in the Lacanian view of cgo doevelopment.

Lacan describen the "mirror phase" as a child's

Jacques

first

recognition of the separation of self from environment,

occurring between the ages of siit to eighteen months

(1968:72). At this stage the child recognizes his or her

reflection in the mirror, but appropriates this

a8 a superior, 'more perfect' version of self.'

child's first meaningful recognition of self is a

reflection

Thus the

misrecognition, a fundamental self-alienation that

unconsciously persists into adult life.

Rut the important point is that this form situates

the instance of the ego, before its social

determination, in a fictional direction, which
will always remain irreducible for the individual

alone, or rather, which will only rejoin the

development of the subject asymptotically,

whatever tLhe success of the dialectical syiilheses

by which he must resolve as I his discordance with
his own reality. (Lacan, 1968:72-73)

It may also be assumed that this unconscious self-

alienation provides a predisposition towards identification

with other better, 'more perfect' versions of self,

displayed in such 'mirrors' as cinema and television

screens. According to Kaplan there is a certain

'healing

power' to this identification, however illusory and

temporary it may be (1987:236). The identification with ego

N
N

coordination at this stage of physical development.

This 1is due in part to the <child's 1limited motor

His or her

physical aspirations are greater than actual abilities. The mirror

image, however, is more fluid and graceful.
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idealg ig something ke roturning to the ege "womb!' 01t in
"oLLonostalgically reminisceont ot that pre-subjective moment
of image recognition.”™ (Mulvey, 1989:18) This view sugqosts
the function of escapism, the catharsis that attenuates
social critiqque. However, the degrece to which the video
viewer 'regresses' to the mirror phasce is ditticult to
determine. Certainly the process does nol operate as
effectively as in realist narrative cinema. Music videos
make little effort to disquise what they aie - they are
manifestly 'unreal' even when they arce not surreal.
According to Kaplan, mirror phase identification "...depends
on sustained identification with a central tigure in a
prolonged narrative." (1987:235) Tt is possible to see muasic
video as a sort of antithesis to narrative cincema in its
persistent segmentation and proud display of 1Ls owh
artificiality. Thus, rather than 'healing', "...MTV produces
the decenteredness that is ocur actual condition." (Kaplan,
1987:236)

Segmentation, the sense of viewing discrete 'blocks' of
images, implies in itself certain psycholegical cffects. In
music video, particularly the 24-hour cable nctworks, Lhere
is a unique 'flow' of segments, a continuous cycle oOf
discrete elements that never completes itself:

...the very rapid flow of comparatively short

segments...produces an erperience of fragmentat ion

in the spectator, who is not called upon co

concentrate on any particular material for wvery
long. (Kaplan, 1987:234)
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Aoide from this ireoae 4 "fragmentation”, there 1s a peculiar
process of tseduet ion o and reject ion' that accompanies such a
scegmentoed flow,. Music television networks, like all
television networks, advertise themselves by informing their
viowers of what. is "coming up next", Music television
cemploys this tactic to a far greater degree, and the
structure of segmented flow reinforces this strategy. Thus,
there is a tension created between the promise of fulfilment
and closure, and the refusal to accomplish the feat. The
implicit promise 1s that the ne:xt set of images will somehow
satisfy the viewer. When this does not occur, the promise is
simply repeated. As Kaplan explains:

MTV is, more obviously than other programs, one

nearly continuous advertisement, the flow merely

being broken down into different kinds of ads,

More than other programs, then, MTV positions the

spectator in the mode of constantly hoping that

the next ad-=segment (of whatever kind) will

satisfy the desire for plentitude -the channel

keeps the spectator in the consuming mode more

intensely because its items are all so short.
(1987:246)

Like a television soap opera, the cycle never ends and
according to Cubitt, pop videos "roll between the dialogic
and the dialectical" as they represent "an imaginary desire,
one built from the circuit of self-image." (1991:84)

In "Visual Pleasure and Narrative Cinema”" (originally a
1975 Screen article) Laura Mulvey delineates the
psychological processes involved in "scopophilia, that is,
"pleasure in looking." It depends, Mulvey asserts, in terms

of its ability to provide pleasure, on "...taking other
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people as objects, subjecting them to a controlling and

curious gaze." (1989:16) In extreme forms, ascopophilia
becomes the orotic fetish of voyeurism, and the scopophilia
presented in many music videos may be judged as having moved
into this realm. It is almost unnecessary to point out that
scopophilia/voyeurism is virtually always that of the active
male gaze directed towards the passive female body. karly in
this article Mulvey explains that "[plsychoanalytic theory
is thus appropriated here as a political weapon,
demonstrating the way the unconscious of patriarchal socicty
has structured film form."” (1989:14) This statement
demonstrates in exemplary fashion the meeting of film
studies, psychoanalysis and feminist theory, and in the
following section, devoted primarily to the last of thoese

fields, the three will be integrated.
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. Peminist Theory

A3 previously mentioned, feminist theory interacts and
complement.s most of the theoretical orientations reviewed
thus far. At the production level, the organizational
structure of culture-producing institutions is largely male
dominated. Men virtually monopolize such positions as record
company ezecutives, record producers and recording
engineers, video producers and directors, and to a lesser
degree the performance/artistic positions themselves. For
the matrix of intersection between semiotics, film studies
arni psychoanalysis, feminist theory adds much to an
understanding of gender representations. Mulvey, for
example, uses Freud and Lacan to demonstrate the existence
of a "phallocentric" ideology in realist narrative cinema.
Woman is conceived of as symbolic of lack or absence (i.e.
by lack of a penis) and thus also as representative of an
unconscious castration anxiety (1989:14). This feature of
the "patriarchal unconscious" is largely responsible, in
this view, for the modes of female representation in
mainstream film. Women must be made non-threatening, either
by symbolic punishment (actual harm or degradation) or by
reducing them to hollow images, meaningless outside of their
role in motivating the male protagonist.

Music videos very often structure camera viewpoint to
coincide with the 'male gaze', and in this area do succeed

in achieving certain realist narrative cinema goals in the



space of a non-narrative three minute 'tilm.' The
scopophilia accompanying an objectiiying ygane 18 mascul e,
"...their gaze carries with it the power of action and ot
possession which is lacking in the female gate. Women
receive and return a gaze, but cannot act upon it." (kKaplan,
1983:31) There is, then, an underlying assumption regarding
the 'typical' cinema spectator: he ic male. The masculine
point of view is the baseline from which all cinematic
constructions of pleasure are built, taking "...the male as
the basis for defining the female..." {(Lesage, 1975:78)

That the objectifying male gaze niists in music videos
is obvious to even the casu :l ~vor, biatoas enpected, its
operation does not perfectly m.. 1: he situation of
narrative cinema. According to Mulvey, a «<rucial component
in the pleasure of scopophilia is "...the surreptitious
observation of an unknowing and unwilling victim." (1989:17)
The illusion of 'secret' observation is maintained in ainema
through the conventions of realism and the positioning of
the audience such that films:

...portray a hermetically sealed world whic.

unwinds magically, indifferent to the prescn ¢ of

the audience, producing for them a sense of

separation and playing on their voyeuristic

fantasy. ...conditions of screening and narrative

conventions give the spectator an illusion of

looking in on a private world. Among other things,
the position of the spectators in the cinema iz
blatantly one of repression of their exhibitioniszsmn
and projection of the repressed desirec onto the

performer. (Mulvey, 1989:17)

By contrast, music videos seldom allow for the illusion
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i scopopnilia in a voyeuristic sense. The majority of

rharacters and performers in videos are manirestly 'on

display', not inhabiting a sealed, indifferent world. This
is not to suggest that there is no 'pleasure in looking' at
the young, physically attractive and provocatively dressed
video performer, but according to these psychoanalytic
principles this pleasure is tempered (particularly for
males) by the knowledge that one cannot easily objectify an
individual aware of one's gaze.'"

Brief passages of objectifying gaze situations do occur
in music videos, however. The typical example sees a male
singer or musician performing, then presents a scene
displaying the female object of his desire. She 1is
invariably young and attractive, usually dressed 1in a
provocative manner, often shown dressing or undressing, and
is 'unaware' of the camera/male gaze. The reversal of this
situation, the objectified male body under the scrutiny of
the female gaze, is virtually nonexistent. Mulvey asserts
that "[alccording to the principles of the ruling ideology
and the psychical structures that back it up, the male
figure cannot bear the burden of sexual objectification."”
.1989:20) Yet male bodies are often put on display in music
videos, not only in such common scenes as rock band front

men ripping off their shirts, but in such situations as

Consider, for example, the effect of merely looking directly
1t the camera while being filmed; a common video occurrence, while
rivtually taboo in realist cinema.



danicers subordinated to the female video star. As in the
female display situation, they are young, attractive, and
scantily clothed. It is at present still uncommon, but a tew
videos featuring female stars do skirt the idea of the
objectified male body, suggesting the video apparatus is not

inherently patriarchal, but reflective ot a patriarchal

ideology that may yet be dereified.

Kaplan, in fact, postulates the existence of 'multiple
gazes' and a 'genderless address’' in many recent music
videos. Kaplan cites the ambiguity of video's modes of
visual presentation and the androgyny of many performers as
indicative of these possibilities:

It is possible that there is frequently a kind of

genderless address, and also that people of both

genders are able to undertake multiple

identification, depending of course on thce program

involved. What this lack of gender specificity

implies is that the television Imaginary [idcal

tvpe viewer]l is more comple:x than the cinematic

one... (1987:235)

In order to assess the probable effccts of qgender
portrayals in the socialization process, it is uscful o
consider a post-structuralist feminism that combinecs
feminist assumptiors with the insights ot symbolic
interactionism in general and semiotics in particular. Young

men and women learn much of what it takes to boecome and whiat

it means to be 'male' and 'female' through the symbolic
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signposts advanced in mass media representations.- To
employ semiotic terminology, the metasigns that function as
markers for each gender do not always consist of transparent
signifier-signified chains; the result being a certain
ambiqguity regarding 'proper' gender role differentiation.
These signs reguire an analysis that not only recognizes the
underlying influence of a patriarchal ideology, but its
modi fications in a cultural arena that includes "...the
sophisticated, self-conscious, and skewed stance that the
..ts take toward their own subject matter." (Kaplan,

x)("/:236)

Image and style are principle concerns for virtually all
video performers, but women, to a far greater extent than men, are
trapped by what Naomi Wolf (1991) has called "the tyranny of the
beauty myth". One result is that the chances of an 'unattractive'
female recording artist producing a successful video are far below
those of her unattractive male counterpart.
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E. Semiotics

Semintics is a discipline derived from linguistics, and
it was the Swiss linguist Ferdinand de Saussute who moved
the study of language out of the realm of austere
syntactical and semantical analysic. Saussure is cousidered
the founder of what is now often referred to as
structuralist semiotics. For although he asserted the neod
for a contextual grounding in language study, that contont
haz shown itself to be rather constraining, emphasizing
"structures and codes at the eupense of functions and social
uses"” (Hodge & Kress, 1988:1). Following the lead of Russian
semiotician V.N. Voloshinov's earlier insights, kobert Houdge
and Gunther Kress propose a 'social' semiotics that greatly
expands the idea of context. In their 1988 work Social
Semiotics the authors methodically deconstruct Saussure's
relatively static or fined oricntation to reintroduce the
aspects of symbolic communication he either minimired or
rejected. They suggest a semiotics that engages itself with
the pclitical a&rd ideological production and reception of
messages, that reincorporates g «stions of history, change
and process, and that considers all forms of symholica
communication, not simply 'language' in the conventional
sense (1988:18).

Semiotics is a field that employs very specific
terminology, and although "...semiotics has not arrived at a

single agreed set of terms and concepts" (1988:5), it is
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use,ul to review at least a few of the main terms that can
Ihee translated to other theoretical orientations without
significant distortion. For Hodge and Kress, then, the
smallest semiotic unit that has concrete, 'independent'

nce is the 'message'. It is significant that this

-

nirist

{

smallest unit must, by definition, imply not only a
recognizable word or symbol, but a producer and receiver,
that is, "a social contert and a purpose” (1988:5). Messages
are composed of signs, which are in turn composed of
signifiers (symbolic carriers of meaning) and signifieds
(corresponding mental concepts). Signifiers and signifieds
are neither objective nor completely arbitrary; they carry
varying degrees of intersubjectivity (placing signs on a
continuum from 'transparent' to 'opaque') and are vulnerable
to reinterpretation, misinterpretation and purposeful
'disruption.' The terms 'message', 'sign', 'signifier' and
'signified' may be profitably employed in such areas as
psychoanalysis, audience reception research, feminist theory
and postmodernism. The terms 'text' and ‘'discourse' are used
in slightly different manners from paradigm to paradigm.!’
The remaining terms to be reviewed will be considered here
as more specific to semiotics or more properly addressed in

the terminology of other disciplines.

Certain terms will not be discussed in detail here. See
Hodge and Kress, 1988:261-68 for a detailed explanation of such
terms as the semiosic and mimetic planes, synchronic and diachronic
orientations, syntagms, and macro, meso and micro levels of
analysis.



Hodge and Kress preoseont a view ol somiot ic:s Uhat
mirrors the general obscrvation that messagen enist o on throee
interrelated levels: production, toest and reception. Tents
themselves (collections of related messages) may be seen as
microcosms of the social! forces which creatoe them. That i,
"...every system of signs is the product ot processces ol
semiosis, and documents the history ot its own constitution®
(1988:6). The context of a tenxt is always a plurality, a
collection of other te:xnts in a social process: discourse.
Hodge and Kress establish the link between discourse and
ideology by pointing to the existence of whal they call
'logonomic systems'. These are th. necessary underlying
structures of intersubjective understanding regarding the
(flexible) rules of communication They are open to
negotiation, but dominant groups attempt to impose Or
naturalize their torm in production and reception 'regimes?,
As the authors explain:

A logonomic system is a set of rules presaribing

the conditions for production and receptions of

meaning; which specify who can claim to initiate

(produce, communicate) or know (receive,

understand) meanings about what topics under what

circumstances and with what modalities (how, when,

why) (1988:4) .

Texts, then, are imbedded in a necessarily ideological
flow of discourse that is structured by a more or less
stable logonomic system (where hegemonic control iz in

jeoperdy, logonomic systems are more flexible). Social

semic-ics attempts to trace this flow in relation to the
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conctitution of colocted tests, Since each test "doocuments
the history of its own constitution”, it should be possible
te, reveal the ideological process of the areation of
specific symbolic cultural products, However, the flow of
discourse is an amorphous process, 'evaporating' as it is
conducted. All texts imply other texts, in fact a
potentially infinite number of tenxts stretching back through
time and expanding laterally through the wide array of
potential influences on any process of creation. Hodge and
Kress acknowledge this problem when discussing the
transformational stages that all texts pass through:

...most of the time we do not have available to us

all of the teixts that went towards the final text.

We have to guess, to construct the history that

makes sense of this text. Our judgement of the

text includes our sense of this history, and what

transformational work its author secms to have

done. [...] Because we have to guess so

evtensively, we Are liable to be deceived.

(1988:164)
In this passage, the avthors are addressing only the
transformations that occur from original idea to finished
product. How much easier to be "deceived"”, then, when
considering the factors influencing a text's original
genesis. There are, however, strategies by which 'guesses'
may be rendered more informed.

One manner by which text may be linked with ideological
orientations through the logonomic system is in the

identification of signs that indicate particular boundaries.

Most texts have some form of unity beyond readily apparent



spatial and temporal parameter s, and this unvty e resalt
of choices regarding inclusion and onclusion. Styles and
genres, for enample, deopond on the enistoence ot what Hodge
and Kress call 'metasigns'. Motasigns are colloect jons of
transparent signs (i.e. signs with relatively unambiguous
signifier/signified links) that tunction as 'markcers' ol
difference. "Any group of any siuze nceds markers of group
membership to give it identity and cohesion, and to
differentiate it from other groups"™ (1988:79), Such markoers
indicate styles and differentiate genres, implying
corresponding logonomic constraints/enablements and
ideological orientations. In the world of popular culturao
and especially music video, style is of crucial importance.
Markers that designate such simple boundaries as musical
genres are generally quite transparent to industry
'insiders', less so to those uninvolved with popular music
knowledge regimes. Such kunouwledge is crucial since genres
are inherently social creations that can and do change over
time.

So the social semiotic project, as it applies Lo the
analysis of individual texts'” involves not only a

specialized form of 'content analysis' but allows for Lhe

'* One of the central tenets of social semiotics 15 the

assertion that texts cannot be considered in isolation, vyt for
practical purposes textual analysis must begin with the selcction
of a relatively unified set of messages that exhibit recognizable
spatial and/or temporal parameters: a book, film, conversation,
advertisement, etc.
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cynteapat po decanst ractaon of tents anto coognitable
constitucent parts without sacrificing historical or
ideological content,. However, semiotics is less useful in
terms of providing a fundamental theoretical grounding to
the operation of logonomic systems and their particular
manifestations in various texts. Hodge and Kress, early in
their temt, present a typical analysis of an advertising
tent: a billboard for Marlboro cigarettes. In this example
the authors make a number of astute and reasonable
observations regarding the emxistence of "institutional
legitimation”, "gendered reading positions", and
intertextuality (1988:8-12). Yet none of these observations
are generated by semiotics, merely structured and rendered
more coherent. Social semiotics suggests a method of reading
and a framework for placing such readings in a format for
analysis.

Social semiotics weorks from texts and expands outwards
to ideological groundings and subjective individual
readings, all dependent on the flow of discourse. To better
understand both these aspects, imbedded in this flow, one
needs more than their manifestations in representative
texts:

The notion of text needs to be retained and

contrasted to the notion of discourse as process,

precisely because a text is so limited and partial

an object of analysis. Text is only a trace of

discourses, frozen and preserved, more or less

reliable or misleading (1988:12).

For the purposes of this study, social semiotics will



be btrealed as a methodological oritentat ron rather than a

self-contained fusion of theory and method. 1t is also the

source of several useful concepls cxnpressced in g rcasonabiloe
terminology. Finally, semiotics also draws attention to the
complenity of temts, the polyglot nature ot such torms as
music video and thus provides a point of intersection
between this conception of tents and the wide corresponding
rande of possible interpretations that individuai vicwoers

might construct.
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F. Audicnce keception/kesder Response Research

Audience reception research is, methodologically, the
most traditional of the sociological perspectives used in
the analysis of popular music. Studies in this field usually
attempt to demonstrate causal relationshire between basic
demographic control variables (age, sex, race, class) and
musical taste, or between musical taste and such dependent
variables as juvenile delinquency or political orientation.
The greatest limitations on the utility of these studies
have been a disregard by researchers of respondents'
subjective reasons for their musical preferences, and a lack
of techniques designed to investigate patterns of respondent
interpretations of lyrical/symbolic content. Denisoff and
Levine (1971) condnr-ted one of the few early studies
addressing the la* 1 of these limitations. In their survey
of undergraduate respondents, it was ¢ -ud that only 14% of
their sample interpreted the lyrical (ontent of Barry
McGuire's 1965 record "The Eve of Destruction" in a manner
intended by the song's composer. In short, sociologists
cannot assume a congruence between the intentions of
producers and the interpretations of the audience. There are
basically two means of bridging the 'gap' between production
and interpretation: detailed study of the social
psychological processes of symbolic interpretation as a
method of constructing more realistic content analyses; and

more imaginative audience reception research. It should be



stressed that by no means arec these two strategics mutually
exclusive; they inform each other reciprocally.

Music videos seem very well suited to such interpretive
reception research formats, perhaps more so than audio discs
alone. A recent study by Brown and schulze (1990) cnposead
respondents to two Madonna videos and administercd opoen-
ended questionnaires asking for respondents' rcactions
(after collecting the necessary control variable
information) through such queries as "How did this video
make you feel?" and "What do you think this vidceco is about?"
(1990:93) . Researchers found an ext:emely wide variety of
interpretations and interesting demographic patterns.
Perhaps most significantly, it was found that very few
respondents (between 5 and 14 per cent, depending on
gender/race category) were in agreement with the dominant
interpretation proposed by "social critics" (1990:95). Such
an open-ended method is the marker of distinction between an
"audience reception" and a "reader-resmonse" oricntation.
The placement of the audience alcng a continuum {rom passive
positioned subject to active interpreting rcadar is a debate
that has preoccupied a great deal of cuitural studies
research. A central contribution to this debatoe, and anc
that has done much to undermine the more extreme versions of
Screen theory, 1s Stuart Hall's essay "Encoding and Decoding
in Television Discourse."” Hall's conception of "preferred

readings" asserts that messages i1mposed by a dominant
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irde gy may e resisted or o rejectoed Ly individuals whose
socilal o situation i1s at odds with the acceptance of such a
message, According to Hall one may construct a "dominant”
(accepting), oppositional (rejecting) or "negotiated”
reading in Lhe process of "decoding”" a particular media
message, Although it has proven difficult to predict the
type of reading likely to be made by members of different
social classes, or indeed virtually any demographic variable
(Morley, 1980), Hall's typology does e:pose the inherent
polysemy of mass media te:rts and does much to bring human
agency back into popular culture studies. The logical
extension of regarding viewers as readers who are free to
construct thelr own meanings, however, is a radical
subjectivity and relativity that in the last instance
negates the possibility of systematic sociological analysis
altogether. What limits the probable ranae of
interpretations of any particular text, according to Hall,
are the initial "encoding" strategies of producers
themselves:

Unless they are wildly aberrant, encoding will
have the effect of constructing some of the limits
and parameters within which decodings will
operate. If there were no limits, audiences c¢. sld
simply r2a - hatever they liked into any message.
...the vast range must contain some degree of
reciprocity betwecen encoding and decoding moments,
ntherwise we could not speak of an effective
communicative e:xchange at all. (1981:135-136)

The perspective of reader response research, then,

resembles a microcosm of cultural studies concerns in
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product/te:t-reception/interpraotation model. The subviject ive
interpretations of individual readers arce crucial tor an
understanding of any cultural manifestati1on's meanings, and
these interpretations are open to investigation. The range
of probable interpretations is limited by the 'cncoding!
strategies of producers, which arc in turn conditioned by
the economic and social conditions of production. tinally,
since these production conditions and subjective
interpretations are not always recadily accessible, the te:nt
in-itself serves as a critical unit of analysis, the aite

where these forces meet.
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(i, Prootmodernism

bozstmodernism is not so much a theory as a perceived
condition, more or less accepted according to one's views
reeqgarding the state of our cultural/economic life in late
capitalism. The *~rm has been given a number of definitions,
many of whir’ st in opposition to each other, and there
is much disagreement as to what the essential
characteristics of postmodernism are. ' In a wider,
philosophical context it is almost always defined in
contrast to modernism and the 'failure of the
Fnlightenment', that is, the lack of faith in positivistic
science and human raticnality as inevitable forces for the
higher development of human society. Accepted as such,
postmodernism signals the end of modernism, not an anomalous
eztension of the same process. As Fredric Jameson asserts in
his influcntial papel "Postmodernisi, Or The CTultural Logio
of lLate Capitalism”:

The case for its emistence depends on the

hypothesis of some radical break or coupure,

generally traced back to the end of the 1950s or

the early 19¢0s. As the word itself suggests, this

break 1s most often related to notions of the

waning or extinction of the hundred-year-old
modern movement... (19834:53)

T
IS
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t should be noted that not all social theorists accept the
ﬂostmodcxnlqm at all, dismissing it as a theoretical

inmvention or considering 1t a misrecognized moment in the
continuing progression of modernism. See, for e:nample, George E.
Marcus,
t he

and
12,0

1,

44,

"The Modernist Sensibility in Recent Ethnographic Writing
Cinematic Metaphor of Montage", SVA Review Spring 1990:2-




Tnis "radica. treak", it 1t can be i1dentiziced as event, 13
suggested by Jameson to coincide with the canonicat tou ot
modernis: "s cultural empressions, "...since the yvounae:
generation of the 19¢0s will now contront the tormerly
oprositiocona. .eodern movement as a sot of dead classios. )"
(p.56). Yet this is to set up something ot a talse paralleld,
since the canonization of postmodern cultural

manifecstarions, from arc!

I

itecture to popuelar musnio, doecss ot
signal a subsequent movement to an historical period
'beyond' postmodernity. An acceptance ot the postmodern
conditicn in fact negates the ideca of progress or movement
in this manner. As another of the main proponents of
postmodernism Jean Baudrillard has arqgued, oven the
practice of representation in the widely-acceptod sense ot
Saussurian semiotics, has broken down:

Realily itsell Jovandelas il hiypoelboeal soil, bl

meticulous reduplication of the real, pretoerably

through another, reproductive medium, su:h as

photography. [...] Hyper- reallism is...beyond

representation because it functions within the

realm of simulation. (1988:145,14¢)

Jameson is even blunter in this veagard whieern bist ynrg fhee
] i

"fundamental depth models" abandoned with the odvernt of

We might consider F'PJ o ,ameson, Jezan Maudr it lard aned
Jean-Francois Lyctard as the 'fa ra of postmoderniam,” buat thig
is a label all three would most proba bly reject, [t is =momething of
a misnomer to refer to Baudrillard or Jameson as [roponents of
postmodernisr, since this implies not only an identifincation with
the perspective, but an assertiocn. of 1ts wvalue. Ouftfice te
understand the above as astute commentators  recognizine thee
eristence of certain processes and charactler 1sL1las Inh Conbemparary
western society that relate to the condition of pontmodernit g,



proctmodernism, including "the great semiotic opposition

byt oee:en signifier and signified...”" (1984:62) This is not to
zay that the signifiers of postmodern culture signify
nothing, but rather that the intersubjective consensus
regarding signifieds is no longer possible, and that the
overwhelming perception is of signifiers ultimately
referring only to themselves, with no underlying 'authentic’
reality to be discovered. The world of images is
appropriated as one of "simulacra", a term popularized by
Baudrillard, indicating that "...throughout its 'lived'
dimension, consumption can be historically and structurally
defined as the exaltation of signs based on the denial of
the reality of things.” (1990:63)

The 'postmodern condition' has grown out of the
cicesses of capitalism, the entrenchment of the 'consumer
society', and the cultural 'levelling' inherent in the mass
production of cultural e:xpression. As Jon Stratton states in
"RBeyond Art: Postmodernism and the Case of Popular Music”,

From the inter-war period on in America and from

the 1950s onwards in the rest of the world,

capitalism has shifted from a production

capitalism based on reason and the organization of
resources to a consumption capitalism (sometimes
called 'late capitalism') based on affective
pleasure. [...] This shift has had the effect of
beginning the dispersal of the category of art, a
change which has produced the theoretical
formulations, both radical and conservative, of
postmodernism. (1989:31-32)

Commentators on postmodernism often point to television

as the most representative medium of simulacra, and further,
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to music television as the quintessential postmodern

cultural expression:

The particular appeal of music video here
xtent to which it appears to magnify the
characrteristic functioning of television in
general, itself now regarded as the medium most
typical of post-modern culture. (Straw, 1988:247)

is the

N>t only do music videos inhabit a universe of images, they
can trace their origins to the purely commercial function of
advertising other cultural products; the perfect marriage of
commerce and culture in one inherently capitalistic package:
Sharing, as it does, an immediate relation with
commerce, advertising and the art of media
manipulation, the pop video might also be taken to
prefigure - in an extreme but exemplary manner -
the encroaching commodification that haunts a
significant aspect of postmodern representation.
(Bode, 1988:68)
But as music video has emerged from this statce to function
as a mode of artistic/cultural expression in itself, its
commercial 'essence' and mere medium of transmission arc
insufficient to define it as postmodern. Although expressed
in different manners and with varyirg terminology, many
commentators identify the dissolvi .y of genrc bharricr:, the
radicalization of the high/low cuiture dichotomy breakdown,
the lack of a clearly enunciated ideological stan:e, and a

certain cultural 'cannibalism' as the markers of postmodern

video.

[music video] ...ezemplifies in capsule many of

the cultural traits which have given currency to
the idea of post-modernism. ...music video itsealf
challenges the distinction between television and
video art, which had already grown up by analogy
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vith the avant-garde/kitsch, fine art/graphics and
literature/pulp polarities. (Wollen, 1986:167)

Cinece postmodern enprersion has an inherent
artificiality and does not recognize the sanctity of
culttural boundaries, it is often identified in videos that
cmploy the technique of "pastiche."” It is in this aree that
a great deal of disagreement and confusion arises.
it inctions between related techniques - montage, melalge,
collage, bricolage - become entangled and it is difficult to
determine which technique best describes each text. Collage,
for example, refers simply to the act of 'pasting' and is
most often associated with two-dimensional visual arts. The
technique, however, may also be applied to such media as
film and music video. The advantage of this term over that
of "montage" is in its freedom from the baggage of 'unity.'
As David Harvey comments:

Collage, though pioneered by the modernists, is a

technique that postmodernism has very much made

its own. The juxtaposition of diverse and

seemingly incongruous elements can be fun and

occasionally instructive. (1990:338)

In this briet 'definition' Harvey raises three important
points, two supportive of collage as a credible postmodern
'yardstick' and one problematic. The principle of
jurntaposition can be crucial in a postmodern artistic
manifestation. Juxtaposition reflects fragmentation and
resists unity, unless the particular juxtaposed elements

share a connection in aid of an overarching metanarrative.
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If the "sceomingly incongruous oloments” in tact const ituto o
specific critiqu2 or social commentary, they posit an
'Archimedean point' that postmodernity denies. The collage
becomes another modernist illusion ot progroessive
prescription. This is the potentially problematic portion of
Harvey's assertion. The postmodern collage has no noeoed,
intention or, most probably, ability to be "instructive” in
a traditional sense of either ethics/morality or poedagoqgy.
This does not imply that there cannot be anything
instructive about postmodern te:ts, only that the
instruction is not imbedded in the tents themselvoess,
avvaiting hermeneutic discovery. The instruction, it it
erxists, is tied to all other tents employing a simitar
technique. Taken together, they may be appropriated ao
unwitting e:amples of the inherent relativity of siqgn
construction. The third point alluded to in the Harvey
comment concerns the 'value' of fun. The collage as o art
form depends not on artistic skill per se, but on
imagination and, in certain spheres, a certain toechnical
competence., In the production of a collage, the ontire
cultural horizon is a smorgasbord of material. The sanctity

of many genre boundaries 1s ignored; virtually anything

permitted. As Lyotard asserts in his introduction to 'The

Postmodern Condition, "Simplifying to the eitreme, o odefine

postmodern as increduiity toward metanarratives.”

(1984::::iv) The condition of "incredulity” ls of courne a
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poeropecticze, anoattitude, treedom from narrative and
me:tanarrat ive can be a liberating erperience, unhindered by
con o crns reqgarding the coherence of the 'story' or the
profundity of the 'message.' This is not a philosophy of
nihilism or a cultural anarchy as these imply a specific
stance towards socictal values, if only a negative one. It
more closely resembles an aesthetic of fun; a celebration of
surfaces and symbol games.

This brings us now to the terms most often employed in
connection to postmodern popular culture: pastiche and
bricolage. There are in fact two distinct meanings to the
word pastiche, one roughly analogous to parody, the other
closer to collage. Often the two become confused, but the
traditional sense of parody has little currency for the
identification of postmodern tents. Parody implies a
particular relationship to its subject matter, that of
critique. By contrast, pastiche is identified more closely
with the aesthetic of fun or 'playfulness' (Cooke,1990:
104) . Pastiche is a more specific type of collage, one that
accepts a certain postmodern abandonment of history, seeing
only recombination of the past rather than new opportunities
for unique creations (Jameson,1990:82-83). It is the
cultural ‘'cannibalism' Wollen refers to when discussing
postmodern art:

Its characteristic modes are those of

appropriation, simulation and replication. It

plunders the image-bank and the word-hoard for the
material of parody, pastiche and, in extreme
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cases, plagiarism. (bdte; Todn
Pastiche makes an art of plagiari=m and ovokes the
Bakhtinian concept of "hetuvroglossia,”™ that i3, the idea
that single authorship of any toest s a0 myth amd all tents
are necessarily a reflection ot the surrounding culture's
heterogeneity of "speech genres"” and symbol systoms
(Gardiner, 1992:33~-44). Such a practice also retlects the
postmodern theme of the 'death' or stagnation ot the avant -
garde (Dunn,1991:111) which relates directly to the
underlying assumption of the end of modernist "progress.!

The term bricolage is rarely found in English language
dictionaries. In French it is generally defined in Lorms of
an activity similar to 'tinkering' or 'puttering about.!
This makes it more logical to connect bricolage with
pastiche rather than montage or collage, as there is an
implication of directionlessness or a lack of specific
agenda. It might also be argued that bricolage maintains the
pastiche emphasis on fun. Bricolage, then, might best be
understood as the activity which results in the product of
pastiche. This understanding of bricolage, howocver, is by no
means universal. Steven Bode, for one, sees the activity as
far more purposeful and structured:

...a line needs to be drawn between astute and

conscious bricolage as a practice and a merely

superficial stylistic melange; though, to a

degree, such a line depends on a critical distance:

from one's object that postmodern structuralist

thinking might %2 said to have undermined.
(1988:68)
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Ine Lhil s pasGange Bode invokes the classic high/low art
dichotomy in his implication that the "merely superficial
stylistic melange" is an inferior cultural manifestation.
Moreover, an "astute and conscious" approach to the mi:iing
of visual tents suggests a clearly defined purpose and
implies a political or ideological stance. While it is
difficult to imagine any cultural endeavour undertaken for
no reason at all, pastiche is distinguished by criteria
including the lack of a clear social/political/ideological
standpoint and the seemingly haphazard mi:xing of past and
present cultural signs. Neither of the two positions
outlined by Bode capture the essence of the postmodern
video, the former being too purposeful, the latter too
generic,

The signs that make up the "image-bank and the word-
hoard", in the case of music video, are shared signposts of
our recent cultural past removed from their accepted
historical placements. They are recontextualised, often in a
gleefully irreverent manner, but not from an unrestricted
field of material. There is an implicit boundary to the
range of images to be plundered; that of recognizable
cultural and political images and, crucially, often those
relating to the history of popular music itself. This self-
consciousness is itself something of a postmodern trait; a
sense of looking inwards that runs counter to modernism's

emphasis on 'progress.' This practice also lends at least a
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semblance ot closure to the postmodern vidoeo toent, setting
up the peculiar situation of a tent with spatial/temporal
closure, imbedded in a medium that denice:x ciosure, relat ing
to a cultural field with e¢lastic but tinite boundarics. As
Will Straw comments:

Within the post-modern te:xt...the .pace of closurc

is that of the surrounding cultural context, now

reduced to the emisting repertory of historical

styles and pre-te:its which provide, in a scensce,

the text's horizon. (1988:258)

It is possible, then, to now delineate the
characteristics which define that 'most postmodern' of mass
media popular culture forms, the music vidco. ldeally, the
music which accompanies such a video should have no lyrias
at all, since they invite the hermeneutic process, but since
the essence of the video is its images, it is they that must
be focused upon. First, the music video is imbedded in a
‘hyperreal’' medium - television. Moreover, sincce the most
common appropriation of videos is through specialized cable
networks (MTV, MuchMusic), this sense of hyperrecality is
magnified by the peculiarly segmented flow of the channe|
(discrete segments of short duration melting into each other
through clever visual segues). It has been suggestoed that
this mode of presentation contributes to the postmodern
sense of fragmentation (Cubitt,1991; Kaplan,1987). The
quintessential postmodern video must employ the techniques

that produce pastiche in the sense discussed earliecr: a

'playful' recombination of images from the immediate:
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cultural past with no apparent overall purpose in mind. It
should also make no attempt to hide its status as cultural
commodity through any appeals to 'authenticity,' but should
not overtly draw attention to its commodity status for fear
ol interpretation as critique of consumerism. Ideally, some
sense of the blurring of genres should also be present. This
has been a common feature of mass produced popular music for
decades now, and does not exist only when very strenuous
efforts at genre purity are undertaken. The pastiche of the
music video may also heighten a postmodern fragmentary
perception by presenting its images in rapid-fire
succession. This is in fact a reasonably common practice and
the images of many music videos progress at a speed that
approaches the subliminal. Finally, in an activity closely
related to the 'fun' of pastiche, the quintessential
postmodern video engages in a playful recontextualization of
signifiers. That is, the disruption of recognizable signs by
the separation of signifier and signified, and the
attachment of the former to a new, often incongruous form of
the latter.

It is in this last activity that something of the
hidden concerns of postmodern video might be brought to
light. It has been suggested throughout this text that a
defining characteristic of the postmodern video is an
apolitical or ideologically unconcerned stance. While this

assertion will be maintained as true, there is a certain
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'emergent' epistemological commentary in such
representations. That is, the act of signifier
recontextualization constitutes a ccmmentary on the
inherently arbitrary construction ot all signifiecr-signitied
chains. As Will Straw points out:

"Recontextualisation" now describes an activily

which is subversive, less because of the specific

signs involved and shifts in their meanings, than

because the very activity of recontextualisation
opens up a realm of freedom within (and dependent
upon) practices of consumption. In political

terms, the intrinsic aspects of artifacts

themselves have thus become less important than

the simple gesture of mixing (or reconte:nt-

ualising) them. (1988:264)

So although the postmodern video adopts no outward
political position, there are certain implicit ideological
commentaries to be uncovered in its general mode of
presentation. These lie basically in two areas, both based
on the principle of inward-looking self-commentary. First,
the postmodern pastiche video draws the critical viewer's
attention to the arbitrary nature of sign construction
through the recontextualization of either individual
signifiers or integrated signs. To place formerly 'sacred’

symbols in what appear to be inappropriate conte:xts is Lo

make conspicuous their placement in contexts of any sort.’

Z1

A common example is the use of the cross or crucifix
in secular or decadent situations. See John Fiske, "British
Cultural Studies and Television”, in Channels of Discourse:
Television and Contemporary Criticism, Robert C. Allen, ed.
Chapel Hill and London: The University of North Carolina
Press, pp. 254-89.
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I'he: sononcd "oubvercire' possipiiity of postmodern video
in deceptive inoite zimplicity and involves the distinction
between what. may be called "presentation” and "display". If
presentation is defined as the advancement of a position -
any position that indicates any manner of preference or
judgement - display will be defined as tne use of pastiche
to simply indicate the postmodern world of simulacra. This
includes, most importantly, a refusal to either critique or
celebrate this world; judgement is left to the individual
reader. What renders this practice 'subversive' 1is its
ult imate purpose of consciousness-raising in a mode of
presentation not e:pected to be 'political' in any manner.
What keeps it postmodern is its complete lack of political
direction at the points of production and individual
appearance.

Before moving on to an integration of the seven
theoretical and methodological orientations discussed thus
far, it should be noted that the identification of
thoroughly postmodern videos is extremely problematic.
Extended viewing of music videos, particularly those that
employ a barrage of rapid-fire images and ambiguous lyrics,
leads to an overall 'sensation' of a world composed of
simulacra. Identifying quintessential postmodern texts is
far more difficult. Many videos contain passages that fit
'established' definitions of postmodernism but few sustain

the criteria for the text's entire duration.



H. Notes on Theoretical Integration

Political economy, semiotics, tilm st udd o,
psychoanalysis, feminist theory and postmodernism are
unlikely to be integrated into a single workabloe theory., As
Fred Inglis comments in Media Theory, any attempt od
synthesis of such a wide range of perspoectives is litkely to
produce "a rather lumpy, home-made and awkward creature"
(1590:173). It is possible, however, to extract the usetul
portions of each perspective in aid of an analysis that
functionally engages the questions of idecological support
and resistance as well as telling something of the 'etffects'
music videos are likely to engender. Social semiolics
provides form and methodological orientation to the opren
definition of content analysis adopted here. Music vidoeos
are composed of symbolic communication - visual and auditory
- and semiotic analysis lends a structure bascd on
identifying the functions of different symbolic units of
analysis. Fashion choices are e:iposed as genre markers,
attention is drawn to the “transparency™ or "opacity" of
signs, and semiotic terminology itself provides a functional
means of conceptualizing symbolic content.

The intersection of semiotic principles with the five
other theoretical perspectives is more coherent than might

at first be expected. Psychoanalysis, film studies and

feminist theory have already been integrated to an extent in
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Geegeeresl Ucireser, articies, Tne 'sigr' of the temale poay, for
¢:ltamiple:, may be viewed as constituted by the signifier of
the: body itacelf and the signified of absence/lack. This,
bicsvicrsior, is oa rather specific and narrow employment oOf
certain psychoanalytls assumptions, and reveals the
necessity of insights gleaned from other perspectives.
Political cconomy is implicated in that male domination of
the cinema/video production apparatus leads to the
phallocentyic 'patriarchal unconscious' structuring this
slgn appropriation.

Postmodernism sees the muinipulation of signifier-
siagquified chains as a strategy in sign recontextualisation
and a potentially subversive activity. It may also be
suguested that a preponderance of ambiguous or "opaque"
sians i1s an indicator of texts reflective of the postmodern
condition. The unique 'segmented flow' of music video ties
psychoanalysis to film studies and postmodernism in an
analysis of the 'fragmenting' effects (fragmentation taken
1« postmodern .ntithesis to linearity) on consciousness,
appreciated when compared to the 'suturing' effects of
realist narrative cinema. One conclusion suggested by
psychoanalytic principles is that this fragmentation is more
'realistic’ in the end than traditional narrative. Not
allowing for a suspension of disbelief, a sutured attitude
of unquestioning acceptance, or a mirror phase regression to

ego 1ideals suggests a state of consciousness in the video



viewer tThat remalns open Lo quost ions of
political/ideological engagement.

Thus far, the

r

Jersons constituting the musioe video

audience have been retorred to as viewers, rtoaders, subjoct s
and spectators, in line with each respective theoretical
viewpoint. Henceforth they shall be termed "readers”, the
assumption being that they are capable o!f some Jdegree of
meaning negotiation. The term reader also suggests that
music videos be referred to as "te:ts"™. This term is adopted
with the semiotic caveat that te:ts always imply other tests
and the flow of discourse in which they are imbedded.
Meanings, if not located within te:ts, may at lecast be
imputed from them. Any meanings, however, are not immutable;
they are best understood as a range of probable meanings,
some of which may be contradicrtory or at least not Derfoct by
complementary. Videos as te:xts will be conceptualized as
composed of three sub-texts: the visual images presentoed on
screen; the song's lyrics; and the music which reinforees
those lyrics. It should be stressed that thesc sub-teits
usually function as an integrated whole. (Although there are
instances where the visual sub-texzt seems to move across the
lyrical/musical sub-texts rather than flowing forward witlh
them.) Occasionally a fourth sub-text is added, that of
written messages on the screen that are not part of the

'natural' visual sub-text surroundings. (i.e. added during

post-production rather than, for ezample, the depiction of

[o\]
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Lo b tboard or graf iy as part of the video's narrative) The
Jimnual sub-teent is further divided along two ares: images of
performance; and al . other narrative/pseudo-narrative
images. Letails of this categorization scheme appear in
seection 111 B. Terms adopted from social semiotics include
those: that have already been translated without significant
distortion to such perspectives as postmodernism and
feminist theory. These include: "sign", composed of
"signifier™ and "signified"; "metasign"; and "marker". The
term "discourse" will be used in a specific sense to refer
to the flow of temt creation and appropriation. The video
text i simultaneously an imperfect reflection of this
discourse and its creator. That 1is, the 'history' of a ‘et
is one of the discourse surrounding its initial
‘onceptualization, the ecssumptions influencing its material
production, anad the thoughts and attitudes engendered by its
reading. Before embarking on the analysis itself, however,
some clarification of the sense in which "ideology" is to be

conceived 1is required.



I. The Ideological Content

Defining any particular ideoleogy is invariably
problematic erercise due primarily to the wide variations in
definitions of the term itselt. Two very aencral
orientations serve as a reasonable point of depatrture,
however: ideology as a set of beliefs determine { by and
serving the interests of a ruling class or eolite, and
ideology as a process in flux, a set of shitting beliets
constantly modified with historical oiitgens fes and
intellectual/political insights. The tormer of these two can
be identified more with Ma :list perspectives and their late:r
permutations, while the latter mighst be connectoed more
closely with a cultural studies approach. As another
generalization, the two viewpoints may be respectively ticed
to conceptions of structure or agenry as primary forces in
social life. When Mar:. asserts (in The German Ideology) that
"the class which is the ruling material force c¢f =socicty, is
at the same time its ruling intellectual force”
(McLellan, 1984:184) he encapsulates what has boecome known an
the "Dominant Ideolcgy Thesis" (Abercrombie et Al, 19H0).
This perspective sees a specific ideology i1mrnred 'from
above' on those who generally lack the means to resist its
assumptions and prescriptions, and thereby live in 'false
consciousness.' In this model the mass media of popular
culture are often seen as a means of ideological domination,

a concern explored by many of the theorists of the Frankfurt
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Sehieol . One problem in this formulation, howewver, is in the
identification of the specific forces and sites of this
domination. Al husgser's 'structurail Mar:xism' engages this
problem and points to the interlocking, "overdetermining”
forces of "ideological state apparatuses”™ (Althusser,1971).
By this point, however, human agency has all but
disappeared, and the last decade has seen 'at least in
cultural studies) something of a movement from Althusser
towards Gramscian theories of hegemony (Brantlinger,1990:85;
Turner, 1992:197-1¢C 4,
Hegemony 1s 2 s*r.cagle for ideological legitimat.ion,
not its impositi . :1y-made form from above. The mass
»[ popular cuiture may then be seen as one of the
of this struggle, a site where ideologies are
~Lituted, challenged, reproduced or changed. But this
process does not exist in a self-contained universe specific
to each text. A larger, surrounding ideological context must
exist, 1t simply does not need to be seen as a ¢ atic,
monolithic .ructure.
I1f we vegin with the premise that cu. ural
man’ festations are not completely autonomous, it is
reasonable to postulate a connectiovn between such
manifestations and their own ideological context, rather
than that of a more distanced cultural tradition. Therefore,
since the vast majority of music videos broadcast on

MuchMusic are created in the United States (50%), Canada



(30%) ad the ited Kingdom (142Y, the general tramoewor boot
western industrial capitalism sorves as well an any
orientation for the identification of relevant tdeological
assumptions. An e:xhaustive cataloguinag ot all aspocts ot
British and North American ideoloay in the 1990s is
unrealistic, perhaps even impossible, but at least two
identifiable aspects seem predomirant: the capitalist moe o
of production and the ideology of patriarchy. The more
srecific results of these far-reaching an'! well-entroenched
belief sets include the values of lawfulness, competition, a
faith in meritocracy, heterose:rual marriage and the nuclear
family, the supremacy of western culture, male dominance and
superiorivs, geographic and social mobility, a prceoccupation

with youtk and beauty, western-style 'democracy', the

145}

ecular vestiges of the Proteslanl "work clhic', ana the

0]

till-pr2sent Enlightenment faith in rationality and
scientific progress. I 1 as short and general a list as the
above is contentious and is itself influenced by the very
ideological assumptions it identifies. As is the case with
social norms, however, they are intangible themsclves, only
their effects are visible. It is perhaps more insuvru i
then, to turn to the actual intersections of ideology and
cultural manifestation. Several illustrative e: nmples will
be éxamined in the upcoming sections of this text, but at
least a few comments on the process may be made her..

The ideolcgy of patriarchy is overtly displayed in a



Varege proportion of music videos. Tt may be identified
throuagh application oof not only feminist theory {(which
serves primarily as orientation) but through the specific

techniques of physical placement of females in videos (i.e.
in submissive and/.r subservient positions), the display of
female bodies, rarticularly when this display serves no
apparent narrative function, and the voyeuristic
objectification of women under the male gaze. To be judged
resistant to this ideology, a video must not simply reject
these techniques (which only brings the video up to a
bhaseline) but either 'comment' on these practices by such
techniques as parody or reversing the gender roles involved,
or present women in authoritative/assertive roles without
such se:xist trappings as provocative clothing and pelvic
gyrations. While it might be speculated that the portrayal
of women in a non-se:xist manner is simply a 'neutral'
depiction rather than resistant, such portrayals shall be
judged resistant here by consideration of the video c.ntext.
Non-«- 1ist female portrayal is not the norm from which music
video:» may be judged; it is an exception and is conspicuous
by its very existence.

The degree to which music video as a whole is subsumed
by capitalist production philosophies is manifested in the
number of high and low budget videos. If only the former are
broadcast, the organizational structure of video production

may be characterized as exclusionary, precluding cultural



expression from less powerful and marginalized aroups. A
high proportion of low budget videos attfiliated with amall
independent record labels suggests a more open 'democratic!
structure. The degree to which individual videos may be
judged as reflective of the artistic sensibilities or
attitudes of the performers themselves may alsc "o taken as
an indicator of the rigidity of video production
organizational structure. It is indicative, that is, of the
amount of artistic control retained by performers, and it
may be assumed that for the majority of groups/artists this
control is inversely related to organizational power and
inflexibility. Individual videos may be judged ro: istant to
capitalist ideology when or if they present characters or
situations that reject consumer society or generally
accepted facets of the attitudes associated with t(he present
state of the Protestant work ethic. (A comparison of two
videos dealing with these questions will be conducted in
section III C.) An informed 'reading' of music videos
connects the various texts to their flow of discourse
imbedded in the above ideological context. As Gunther Kress
sugéests:

Ideological significanc. c.i: be "read off" from

the linguistic items in a texzt: The linguistic

feature appears as the sign of a term in an

ideological system and this term has a guite

precise meaning deriving from its place in a

system of other terms. However, beyond this, te:ts

can also be read for their ideological content

because of the iconic nature of linguistic forms.
(1985:30-31)
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should bhe added that the above formulation remains

lLicable to the 'language' of video images, but that the

somewhat. assertive nature

the

following section.

of this model will be erxamined in



ITI. THE ANALYSIS OF MUCHMUSIC VIDKO CONTENT

A. Temxtual Readings and Content Analysisa

In situations where direct investigation ot vicwer
interpretations is impractical (such as soliciting rcader
responses on a sample of 369 different music vidcos),
attention must be refocused, at least partially, on texts
themselves. Any such perspective is necessarily some form of
content analysis. Yet a traditional content analysis is
constraining in its insistence on ..gid objectivity, as such
definitions of the method from past years demonstrate:

...a research technique for the objective,

systematic and quantitative description of the
manifest content of communication. (Berelson,

1952:18)

...a research technique for making inferences by
systematicall 4 objectively identifying
specified chic ~istics within a text. (Stone et

al, 1966:5)

...any technique for making inferences by

systematically and cbjectively identifiying

specified characteristics of messages. (Holstg,

1969:601)

Fortunately, more recent advances in content analysis
have resulted in formulations that move beycnd the borders
of texte-in-themselves. Krippendorff, for erxample, offcrs
the following concise definition:

Content analysis is a research technique for

making replicable and valid inferences from data

to their context. (1980:z1)

Krippendorff critiques the classic Berelson definition as

overly-restrictive in its focus on "manifest" content,



noting that "[h]is definition has led many scholars to
bhelieve that latent contents are excluded from the
analysis." (p.21) The criterion of ob_  tivity has also been

dropped with Krippendorff asserting that "messages do not

have a single meaning that needs to be 'unwrapped'," and

thus "...the claim to have analyzed the content of
communication reflects an untenable position.”" (p.22,
emphases in original)

Krippendorff, however, still speaks of a single
conte:t, not a heteroglot cultural set of influences or an
inherently unstable flow of discourse. Moreover, although
the notion of a single perfect reading is rejected, little
is said about the manners in which the different
interpretations of active readers are implicated into
content analysis techniques. In a definition offered by
Robert Weber the tri-levelled nature of cultural texts is at
least recognized:

Content analysis is a research methodology that

utilizes a set of procedures to make valid

inferences from text. These inferences are about

the sender (s) oi message, the message itself, or

the audience of the message. The rules of this

inferential process vary with the theoretical and

substantive interests of the investigator...

(1985:9)

Although the wmajority of content analyses continue to
rely heavily on mathematical formulae, statistical

procedures, and justifications of reliability and validirty,

Weber insists that:
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The best content analytic studies utiliz¢ both
qualitative and quantitative operations on touts.
Thus, content analysis methodology combines what
are usually thought to be antithetical modes of
analysis. (p.10)

At this point, Weber's conceptim: of vontent analysis

has moved very close to the cultuisi :i.dies technique ot
textual readings. This is a perspe. . which takes as its
starting point the impossibility .- rfect validity and,
more often than not, conceives of ‘“=xts only in relation Lo
their surrounding flow of inher«.. ly ideological discourse.

Growing out of literary studies and influenced by such
figures as Roland Barthes and Emberto Eco, cultural studies'
textual readings also incorporated post-Sausserian semiotics
and, to varying degrees, the theoretical perspectives
reviewed in section II above. Hall's model of
encoding/decoding was adopted at a point when Althusserian
structuralism was very much in vogue, and was often utilized
in aid of revealing the overdetermining forces of
ideological state apparatuses. Its general orientation,
however, and the questions it raises remain central to
more active conception of textual readings. What, for
example, do the various cues and strategies employed within
a mus:ic video text to persuade a reader to construct a
preferred reading refer to - the intentions of the artist,
those of the video director or producer, the record label,
oxr the video network? In a3 model of ideology that recjects

the strict interpellating power of struafuralism but
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acknowledges the influence of a 'dominant® (if not

monolithic) ideolcgical content as part otf thoe hegoemonic

)

struggle, it is this influence itself that may be seen as
the primary source of the codes. As Fiske and Hartley

suggest in Reading Television:

The internal psychological state of the individual
is not the prime determinant in the communication
of television messages. These are decoded

according to individually learnt but culturally
generated codes and conventions, which of course
impose similar constraints of perception on the
encoders of the messages. (1378:85)

The techniques of both content analysis and textual

reading are rendered more difficult and subjective in a
medium as fiercely polysemic and resistant to single
interpretations as music television. Andrew Goodwin,
however, brings in two important elements to video readings

in his recent study Dancing in the Distraction Factorv. In

constructing his textual readings Goodwin critiques recent
video analyses for marginalizing the effects of the music,
that is, the song itself, which he sees as often lost in the
"visual bias" of critics overly influenced by film studies
assumptions. He also sees in many studies an inadequate
understanding of the dynamic and constant changes in the
state of popular music itself:

...because most consumers of music video are music

fans, the best route to outlining contemporary

reading formations lies in an engagement with the

shifting aesthetics of rock and pop music. {...] I

argue for the superiority of this hermeneutic on

the grounds that it more accurately corresponds to

the actual reading formations of the audience for
music television. (1992:22)
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The first of these concerns, the "visual bias”", might
in part be ascribed to a perception that specific and
rigorous training in musicology is necessary to adequately
thecrize the role of the musical sub-text in video analysis.
Research in this area has in fact been conducted (see
Shepherd, 1991), but the functioning of a music video as an
integrated set of musical, lyrical and imagery sub-texts
need not rely on notions of functional tonality or strategic
meter shifts. These may be engaged with at relatively the
same level as actual viewers experience them, as forces that
underline, punctuate or undermine visual messages to
constitute an integrated text.¥

The second of Goodwin's concerns is somewhat surprising
given the relatively long history (by cultural studies
standards) of ethnographic subculture resistance studies
that recognize the often sophisticated readings that young
persons are capable of making. Phil Cohen (1980) and Dick
Hebdice (1979) have both presented compelling arguments that
suggest young readers of cultural texts are quite capable of
understanding and using resistant codes in such rapidly
changing areas as fashion and music styles. What Goodwin
seems to be arguing for is a fine tuning of our

understanding of video readers' cultural horizon. He

It will be maintained in this thesis, however, that
since the addition of visual imagery is what transforms a song
to a video and that television itself is a image-based medium,
that if a hierarchy of sub-texts does exist, it is the imagery
sub-text that occupies its highest position.
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criticizes Kaplan (1987) for concentrating so heavily on the
intercextuality between Medonna's "Material Girl" video and

the ‘Marilyn Monroe film Gentlemen Prefer Blondes, pointing

out that many, if not most of the video's viewers are
unfamiliar with the latter text and the connection is

therefore meaningless for these readers (Goodwin, 1992:22-

23). Yet an understanding of the cultural forms that readers
are likely to be familiar with - trends and styles specific
to popular music - does seem critical to the construction of

readings more in tune with those of the medium's audience.

In his comprehensive survey of the history of British
cultural studies, Graeme Turner asserts:

The most recognizable and possibly the most

important theoretical strategy cultural studies

has developed is that of "reading" cultural

products, social practices, evon institutions, as

"texts." (1992:87)
Even accepting this statement at face value, however, leaves
some room for the utility of certain content analysis
procedures. Virtually all cultural texts, regardless of
extra-textual concerns, exhibit both manifest and latent
features. While it is an oversimplification to suggest the
former be studied with content analysis procedures and the
latter be engaged as a textual reading, the manifest content
of music videos are amenable to quantification and a deqgree
of statistical analysis. In the following study, the two

methods will be treated as compatible and complementary. The

relatively large sample size under investigation (369 tezts)
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benefits from the quantification of such 'demographic'
features as thr language used in lyric sub-texts, the gender
and race of the performers and characters inhabiting each
video and the country in which each text is produced.
Readings of each text's message(s) and their relation to the
ideological context are undertaken utilizing the general
semiotic framework, informed by the theoretical perspectives
reviewed in section II and undertaken (following Goodwin's
suggestion) with the assumption that the typical music video
reader is also reasonablv well-informed on the contemporary
state of popular music. Once these readings are conducted,
categorization schema will be compared, contrasted and
combined in various ways in order to explore the present
relationship between music videos broadcast on MuchMusic and

their degree and manner of societal critique.
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B. Preliminary Method and Sub-text Categorization

The first step in this study's method was to choose an
appropriate sample size. It was decided that a one-week
period of MuchMusic broadcast be recorded for analysis. To.
allows for all 21 different programs to be viewed at least
once, and for a suitable number of different videos to be
recorded. The period recorded was Monday, April 6 to Sunday,
April 12, 1992 inclusive. This was judged a 'typical' week
in that no major holidays or music industry events occurred
in this time which might have infiuenced programming form or
content. A weekly template was constructed (as in appendi:x
A) from a prior week's observation (local television
listings were incomplete) so that all information was
recorded with no repetition. One week's broadcasting
translates to exactly 60.5 hours, during which 525 videos
were broadcast 'live.' Eliminating the repetition of videos
broadcast more than once thrcugh the week reduced the number
of different videos to 369.

Aside from videos and non-video features (The Monkees,
FAX, syndicated feature "The Golden Age of Rock 'N' Roll,"”
and one concert movie), the week's broadcast includes:
repeated advertisements for 43 different products;
advértisements for current films; public service messages;
advertisements for several different sponsored contests;
MuchMusic self-advertisements of varying length; brief

information messages such as the "Canada Concert Listings";
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brief 'mini-videos' as part of an ongoing but rarely-
appearing feature called "Canadian Arcist Series" and
occasional taped discussions with video directors called
"The Video Jungle." Each distinctive segment of broadcast
was‘assigned its own three-letter code and chronologically
recorded (see appendices C and D).

Undoubtedly there are insights to be gained by careful
content analysis of these 'peripheral' messages. One might
speculate, for exzample, on why the "Canada Concert Listings”
concentrate so heavily on the province of Ontario and the
cities of Toronto, Montreal, Vancouver and Halifax, or on
the demographic assumptions underlying sponsor selection.
For the sake of focus and brevity, however, the videos
themseclves will constitute the bulk of the analysis. Each
video exhibits certain characteristics that may be coded
with differing degrees of objectivity. Recorded
characteristics include:

1. Language of lyrics (English, French, Spanish,
combinations). This variable is not problematic in terms of
coding. Distinguishing between the English, French and
Spanish languages 1is a relatively simple endeavour. These
three languages and their resultant combinations were the
only ones evident in the sample.

2. Gender of video's central performer or character
(male, female or shared). Also a relatively simple variable

to identify and code, as no videos were broadcast in which
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the gender of the main character was disgquised or renderod
ambiguous. In several videos both male and female performers
and characters are depicted. In this instance it must be
determined on whom the main focus of the video resides. A
number of rock groups, for example, feature female lead
vocalists and male musicians. If the majority of camera time
includes the lead vocalist 'front and centre' with musicians
in a background, supportive role, the video is categorired
as female. If camera time and physical arrangements are
relatively equal, the video is categori:zed accordingly. 1t
should be ncted that extra 'weight' is attributed to
performers over characters, as they more often
structure/create the narrative space of the video, while
characters only inhabit that space. If, for crample, the
camera time is split relatively equally between a male
performer and the female 'object' of his desire, this does
hot necessarily imply an equality of presentation. The male
performer creates the narrative, is likely the only
'speaker' in the video (thus it is his point of view,
lyrically and visually that is presented) and thus such a
video is categorized as male.

3. Race of video's central performer or character
(white, black, Hispanic, combinations). This variable is
only slightly more difficult to identify than the previous
two. The difficulty comes with videos shot on black and

white film featuring central performers/characters of
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ambiqguous racial characteristics.’’ These situations,
however, are relatively rare and it is believed the margin
of error in this categorization scheme is noc more than 5%.
The category "white" refers to caucasians whose ancestry is
ultimately European; "black" refers primarily to African-
Americans and includes performers from any country whose
ancestry is ultimately African. The only remaining category
includes performers of Latin American decent, in this sample
composed almost entirely of musicians from East Los Angeles
whose shared cultural history is manifested in the musical
and visual content of their videos. This relatively small
group (five of 369 videos) is categorized as Hispanic.? A
limited number of videos also featured both black and white
characters/performers in relatively equal measure.

4. Nationality of performer or group f{(American,
Canadian, British, etc.). This variable is somewhat more
difficult than the preceding categorizations. The ability to
place performers in nationality categories requires a
significant amount of knowledge of popular music groups and

artists before the fact. In the present study, four years as

' Consider, for example, the case of Michael Jackson, a
black American performer who has undergone several cosmetic
surgery procedures to have his skin colour lightened and the
facial features that might identify him as African-American
altered so that he appears almost caucasian.

“* This category also includes one video by a Cuban
artist. Although the Hispanic ancestry., like the white, may be
traced back to Europe (Spain or Portugal), the category is
differentiated by the native Latin American influence and its
distinct cultural tradition.
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a disc jockey, approximately 15 vears of reading music
industry trade journals and magaczines, frequent viewing of
music videos and a continuous general interest in popular
music on the part of the researcher allowed for the instant
identification of approximately 70% of the performers
featured in the sample. Categori.ing the remainder requires
the identification of several different 'clues'., some more
specifiv “mnx others:
i) MuchMug.io veejays ocoan:. ..llv reveal the nationality ot
performers when introducirng “heir videcs. In such cases, the
veejays were taken at their word.
ii) Certain record labels are indicative of performer's
nationality. At the beginning and end of each video, the
song title, artist's/group's name aad record label are
displayed. Although many record companies are multi-
national, some are more specific to a particular country.
Mushroom records, for example, is a Vancouver based rccord
labél whcse clientele is primarily, if not erxclusively,
Canadian.
iii) Videos by Canadian performers are often shown in blocks
of three to six consecutively. If, then, videos one, two,
four and five of a series are all by Canadian artists, video
three is also likely to be so.
iv) Performers occasionally sing with identifiable accents.
It is sometimes remarked that accents seem to disappear when

a performer sings, but this is not always the case. This
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criterion was used to identify primarily videos by British
artists.

v) Certain fashion tendencies function as nationality
markers. This means of identification does not operate as
well today as it did in the late 1970s and early 1980s, but
certain 'alternative' fashion styles may be associated with
British artists more often than with their North American
counterparts. There was, for erample, a British movement in
the early 1980s known as "New Romanticism” in which artists
took great care in presenting a rather flamboyant but
precise style only slightly reminiscent of 18th century
European fashion and included, among other things, the use
of facial make-up for males.

vi) Certain musical genres and visual settings are
indicative of American performers. At the simplest level,
since the majority of black performers in popular music
reside in the United States, many musical styles associated
with black musicians may be assumed to be performed by
American artists. This is a generalization that may be
narrowed by reference to such video features as the
depiction of inner city urban street scenes. In many rap
videos, for example, the performance occurs in a setting of
urban decay strongly suggestive of the inner city areas of
such large American cities as New York, Detroit, Los Angeles
or Chicago. It is also not uncommon for certain overt

indications of the particular city of filming to be shown
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(Statue of Liberty, "Hollywood" hill side sign, Golden Gate
Bridge, etc.)
vii) Certain videos have an implicit national 'feel' to
them. This is, admittedly, a highly subjective means of
categorization, but nevertheless, prolonged exposurce to
music videos allows the viewer to eventually pick up on
subtle differences of approach or lyrical orientation. An
occasional colloquialism may be mentioned, the cultural film
snippets constituting a collage or pastiche technique may
have a British or American bias, or the specific clues may
be appropriated at an almost unconscious level such that a
video simply 'feels' British or 'feels' American. 1t may be
noted that for this researcher this means of identification
has been effective only in differentiating British or
American videos; there has been no corresponding Canadian or

Australian 'feel' to a video.?"

“* An example of a small visual ciue for nationality

identification is found in the video "Heart in Danger" by
Southern Sons. This is a pop rock video shot in colour
Teaturing white males singing in English. The visgsual sub-te:t
is categorized as PERF 4/IMAGE 1; musicians performing on a
sparse stage with no audience evident, combined with the
narrative imagery of a young woman arriving home with
suitcases in hand, then engaging in such mundane activities as
unpacking, undressing, reading newspapers and magazines and
attempting to cool herself off with water and an electric fan.
There was no indication of nationality from the vecjay's
introduction, the record 1label was not obviously of any
particular country, the video was not surrounded by other
Canadian videos or part of a particular feature program that
could provide a nationality clue. The musicians sing with no
apparent accent, their clothing and mode of presentation
seemed rather generic. The temptation in this case was to
place the performers in the category of American, the only
possible clue being the name of the band itself, suggestive of
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It is probable that the occasional mis-categorization
of video artist nationality has occurred in this sample. It
is suggested, however, that this source of error is minimal
and will not seriously effect the subsequent analysis.
Estimated error in this regard is plus/minus 6-8% for
American videos, 4-6% for Canadian and British videos, and
negligible for remaining nationalities.

5. Colour of film f(colour, black & white, monochrome or
combinations thereof). This variable was categorized with
the assumption that it may provide a means of identifying
either lower budgeted videos or videos that reflect a
certain artistic sensibility corresponding to a self-
consciousness of film-making technique. (i.e. black and
white filming is considered by some as inherently more
'artistic' than colour). Unfortunately, the two potential
motivations for the use of black and white footage are
difficult to distinguish from each other and information
from this coding was not used in the subsequent analysis. It
should be noted that a limited number of videos were shot in

a monochrome (one colour) manner, but the sample size of

the southern United States. In one brief scene, however, a
folded newspaper is thrown on top of a magazine, the headline
reading "LOVERS". On closer inspection, and with the aid of
the VCR pause button, the half-obscured top portion of the
headline, as well as the smaller print beneath is visible. The
headline actually reads: "BONDI'S LOVERS" and beneath
"Tycoon's sex life exposed..." Bondi is the last name of a
wealthy and well~known Australian businessman, suggesting that
the "Southern" portion of the band's name be understood in a
global rather than American context and that the band is in
fact Australian.
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this category was far too small (four of 3¢9 to draw any
conclusions vis-a-vis artistic sensibilities. 1t is assumod
that this categorization scheme is self evident.

The remaining sub-text categorizations are more comple:
and require more detailed explanation. These include musical
'genre' and the categorization of the visual sub-text along
its 'performance' and 'imagery' axes. Musical genres include
but are not limited to the following: heavy metal; hard
rock; rock; blues-based rock; pop rock; MOR (Middle Of the
Road) pop; dance pop; R&B (Rhythm and Blues):; rap; reggac;
country; folk and certain combinations, crossovers ot
hykrids that require more detailed individual descriptions.
Judgements as to which category each video best suits are
partially intuitive; certain songs/videos simply have the
sound and the 'feel' of a particular genre. For a
categorization scheme that strives for intersubjective
consensus, however, the following criteria are emplnyed:

1. Instruments used. The basic instruments for a
rock/hard rock/heavy metal band include six-string electric
guitar, four-string electric bass, relatively large drum kit
and microphones. Generally speaking, the more additions to
this list, the closer to pop the music is rendered. Certain
instruments are relatively clear indications of musical
styles:; steel guitars imply country music, orchestral
strings suggest MOR pop, and synthesizers often accompany

dance pop. The presence or absence of instruments themselves
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ie often indicative of musical genres as well. MOR pop and
dan~e pop artists, for exrample, tend to appear without
instruments, while hard rock and especially blues-based rock
videos often highlignt the skill with which guitars are
played.

2. Manner in which instruments are played. In blues-
based rock the guitar is almost always the focal point =t
the song. It is usually played with earnestness and a
certain reverence. Harder rock bands tend towards a reckless
abandon, while folk and country artists often adopt a more
distanced stance, concentrating primarily on their lyrics.
Certain genres are quite specific in this regard, clearly
marking the boundaries of musical style. Reggae, for
erample, has a distinctive beat that is virtually
unmistakable. The same is true for blues and rap, though the
latter is easier to identify by its distinctive vocal style.

3. Lyrical content. The vast majority of popular music
is composed of love songs, which are present in every genre.
To employ this variable as a genre marker is to note the
prevalence of departures from this baseline concern. It
might be speculated that MOR pop, country and blues deviate
to a lesser degree than heavy metal/hard rock or reggae. The
former, for emanmnple, often ventures into such tangential
areas as apocalyptic visions of the future and the
adolescent masculine concerns of 'sex, drugs and rock 'n'

roll'. Reggae, by contrast, is often a more 'spiritual'
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music concerned with aspects of the Rast « arian beliet
system.

4. Fashion and visual style. Although fashion is a
strategy by which individual groups and performers
differentiate themselves, it is also often an indicator of
genre. Certain very particular fashion markers indicate
country artists (hats, boots, etc.) and rap groups (oversire
shirts, reversed baseball caps, etc.). While rock and hard
vock bands often use flamboyant and extravagant costumes,
heavy metal bands tend towards darker and simpler clothing.
Tattoos seem more prevalent among heavy metal musicians as
well, while virtually nonexistent for MOR pop artists. The
visual style of a video is not a particularly strong
indicator of genre, although it may be stated that the
genres of country, blues, MOR pop and folk tend towards more
coherent and linear imagery.

Visual sub-texts may be categorized across two ares:
performance display and non-performance imagery. Virtually
all videos feature or at least include the actual artists
performing in some capacity. Yet relatively few videcos are
limited to performance alone, just as few employ imagery
without performance. Most combine the two ares as clements
that interact and blur tcgether to varying degrees. The two
axes will be categorized along the following lines and using
the following rather prosaic codes:

1. PERFORMANCE 0O (no performance): videos which employ
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only the imagery a:is of the visual sub-text. No instruments
are played, no lip-syncing occurs and no performers are seen
dancing.

Exampie: video 047, "Everything Reminds Me of My Dog" by
Jane Siberry shows only images of a variety of domestic dogs
in different settings; Jane Siberry herself appears nowhere
in the video and no other human characters 'perform' in any
manner .

2. PERFORMANCE 1 (authentic 1live performance): artists
perform on stage before a live audience actually playing and
singing, i.e. not lip-syncing. The song is nct dubbed in
afterwards, and it is relatively simple to distinguish a
live rendition from a studio track. This is the rarest of
performance categories and constitutes actual concert

footage veed 2s a video, not originally preduced as such.

Exzample: video 060, "Rumours of Glory" by Bruce Cockburn
shows the singer in concert with the noise of the audience
discernable, and a somewhat looser, 'dirtier' sound to the
track than the studio version.
3. PERFORMANCE 2 (dubbed live performance): artists are

in concert, but their performance has been treated with a
number of post-production techniques. Among these are the
dubbing of vocals with the actual album track, the use of
more than one concert performance edited together and the
occasional use of such visual techniques as soft focus or

the superimposing of related concert footage on the 'live'
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performance.

Example: video 097, "Paradise City' by Guns and Roses uses
footage of the band playing the same song from several
differeni concerts, shows the audience(s) involved, and
results in the interesting spectacle of band members seeming
to change clothes in mid-sentence. Sound of the song, as in
the remaining performance categories, is identical! to studio
track.

4. PERFORMANCE 3 (choreographed stage performance):
similar to PERFORMANCE 2, but with the use of an artificial
audience, that is, one specifically assembled for the video,
not taken from an actual concert performance. In this
category, the audience usually has a specific role to play
and is often composed of 'actors' in the sense of movie
Example: video 158, "Wake Up Dead" by Megadeth features the
band performing on a stage surrounded by a chain metal
fence. The 'audience' is shown shaking the fence, climbing
it, rushing the stage and finally overwhelming the band, who
never miss a beat or note of their song.

5. PERFORMANCE  (stage performance without audience):
artists perform in a setting that does not always attempt Lo
create the illusion of a live performance, but docs suggest
a stage setting.

Example: video 185, "Ain't it Heavy" by Melissa Etheridge

features the singer and her band performing in a stage-like
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setting suggestive of an older country and western venue,
but no audience is in evidence, and Etheridge displays more
awareness of the camera than the space an audience would
normally inhabit.

6. PERFORMANCE 5 (setting performance without
audience): Musicians perform in such settings as a field or
abandoned building, and are seldom concerned with such
details as plugging their guitars into amplifiers or sirnging
directly into a microphone. Post-production visual effects
tend to increase in this category.

Example: video 217, "Inside Out" by Crash Vegas sees singer
and her band performing in a woodland setting. Instruments
are used but microphones are not, and nowhere is there
evidence of a generator/power source for their electric
guitars.

7. PERFORMANCE 6 (dance performance): instruments and
microphones are seldom seen, performers engage in
choreographed dance routines, usually lip-syncing
simultaneously. Often employs a number of background dancers
not normally part of the group.

Frxample: video 354, "Feel Your Love" by Alanis features the
singer dancing and lip-syncing in a street setting,
surrounded by a group of male background dancers. No
instruments or microphones are in evidence.

8. PERFORMANCE 7 (lip-sync performance only): usually

associated with pop/MOR pop, commonly involves one central
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figﬁre lip-syncing lyrics in a variety of settings.

xample: video 365, "Sara" by Starship features a central
singer involved in a memory narrative about a past love. le
wanders about the grounds surrounding a farm house while
singing to no one in particular. Again, no instruments or
microphones are in evidence, the only 'performance' being
the actual lip-syncing.

9. IMAGERY 0 (no non-performance images): videos that
present only the performers themselves, either in concert,
lip-syncing or performing in recognizable surroundings, or
conducting choreographed dance routines.

Example: video 022, "Covered" by PIL displays the band on
stage but employs no images not directly involved with the
performance {audience is considered a part of the
performance category unliess their actions becone Lanyunlial
to that performance) and uses no special effects.

10. IMAGERY 1 (narrative): images that tell a story,
present characters and events that reach some form ot
conclusion or suggest a resolution to a problem or conflict.
Seldom if ever follows all the rules of realist narrative
cinema, but does allow viewer to follow temporal
developments with little effort.

Example: video 027, "The Wild Life" by Slaughter, follows
the adverniture of a young woman who becomes bhored with
television and embarks on a night on the town. She

encounters a number of frightening characters and
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situations, inadvertently sets fire to a bizarre 'nightclub’
and finally is seen boarding her morning school bus.

11. IMAGERY 2 (pseudo-narrative): images that suggest
temporal progressions or social interaction but disregards
many of the rules of narrative structure. Requires viewer to
assemble the 'missing pieces' with his or her own
imagination and thus becomes more subjective. In general
there is still a sense of cohesion and logic.

E:ample: video 111, "Motorcrash” by The Sugarcubes opens
with the aftermath of a car accident with a crowd gathered,
a woman faints and the bands lead singer helps her into her
own car. Several other car crashes are shown, ancther band
member assumes the role of policeman and a young woman on a
bicycle inspecting crash sites is shown pericdically. There
is not a perfect sense of linearity, but the reader can
construct a coherent narrative from the images presented.

12. IMAGERY 3 (thematic and loosely-connected imagery):
images that may at first glance appear random, but have some
manner of guiding thematic thread that becomes apparent as
video progresses and/or is mirrored iu lyrical content. Also
includes videos that employ very simple 'supportive' images
such as the recurring image of the object of affection in a
love song.

Example: video 157, "Brother's Eyes" by Kill for Thrills
opens with an image of a bald eagle in flight, shifts to the

band performing in the ruins of an old stone house in the
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desert (PERFORMANCE 5) and presents recurring images ot a
young woman standinc alone in the desert. She is wearing a
long black dress with a large crucifix around her neck. In
one scene she is holding an old, smashed television set, in
another a second woman stands beside her, holding her hands
over the eyes of the first. The song's lyrics suggest a
theme of caring and responsibility, but eupressed in a
cynical, bitter fashion: "You never cry through vour
broﬁher's eyes, you ain't got no heart."”

13. IMAGERY 4 (surreal imagery): snttings, characters
and objects that could not occur in reality. Laws of =society
and nature break down and post-production techniques make
anything possible in the video's imaginary universe. Often
concentrates on the macabre and the bizarre.

Example: video 084, "Thought I'd Died and Gone to Heaven" by
Bryan Adams features Adams and his band performing in a
wheat field bathed in an unearthly blue moonlight. Glowing
dolphins leap from below the 'surface' of the field and
disappear again while animated glowing birds circle
overhead.

14. IMAGERY 5 (collage): similar to IMAGERY 3, but with
a greater sense of segmentation over flow. Often employs
images pulled from different cultural milieux and 'pasted'
together for the video's purposes. Images are occasionally
presented in a rapid-fire, almost subliminal manner, but

retain a sense of discreteness. Images are not random, but
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support lyrical sub-text and/or a recognizable theme.
E:zample: video 148, "Little Wing" by Stevie Ray Vaughan
presents a collage of famous blues guitarists and blues
guitar iconographv. The video contains no lyrics, but runs
through a wide variety of blues related images from Memphis
guitar stores to Jimi Hendrix burning his guitar on stage.

15. IMAGERY € (pastiche): often very difficult to
distinguis:i from collage, pastiche is reputed to be the most
representative postmodern video technique. Pastiche empleys
many of the formal strategies of collage, but is
purposefully anti-narrative and often lacks the recognizable
thenatic thread of IMAGERY 3. It 1. distinguished from
surrealism in its lack of linearity and its use of past
cultural images without a recogn® -able ideological stance
towards them.

Examplie: video 282, "Blow at High Dough" by The Tragically
Hip ¢ :plays a bewildering variety of images with no
discernable thematic thread. Images include: brief scene
from 1950s monster movie; crawling ants; old television
exercise program; a variety of different plant life;
astronauts {(both real and animated); a turtle; television
colour bars; trains; lightning; snippet from a 1950s beauty
contest; a volcano and several others.

16. IMAGERY 7 (film images): use of scenes from a
particular film to cornlement a song from its soundtrack. In

effect, both the film and song function as each other's



advertisements.

E:tample: video 163, "Colors" by Ice - T, splits camera time
approximately equally between singer rapping on street and
scenes from the movie "Colors" (both song and movie deal
with the subject of gang violence).

As mentioned previously, very few videos may be categoriuvoed
by any of these criteria emclusively. Typically, a vidco
will contain elements of two toc four of these
characteristics, with varying degrees of emphasis on each
facet of the wvisual sub-text. If a prototype for a music
video broadcast on MuchMusic in early 1992 were to be
constructed, it would take the form of PERFORMANCE &H/1IMAGERY
3; a combination of performance with instruments but without
stage or audience, and images that are loosely connected but

not entirely surreal or bizarre.
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.. Categorization of Integrated Video Texts

Determining the appropriate categories for classifyirng
the ideological and political content of video messages 1is
accomplished through the application of the theoretical and
methodological perspectives reviewed earlier. The process 1is
perhaps best i(llustrated with a brief example:

324. "Hold Her Down" - Toad the Wet Sprocket

A rock song performed in English by white American
males, shot on colour film. Visual sub-text is coded PERF
4/IMAGE 2 (stage performance without audience, combined with
pseudo-narrative imagery). The video was introduced by
veejay Erica Ehm as "a song about the horrors of men's
stupidity about rape", although it is doubtful this
informative introduction precedes every broadcast of the
video.

A content analysis of the lyrics alone would suggest
the video is advocating rape, or perhaps murder. In the
song's refrain the singer offers advice on how to accomplish
either crime: "Take her arms and hold her down, and hold her
down, and hold her down, and hold her down - until she stops
kicking." Application of semiotics and film studies
principles, however, reveal that the video's symbolic
content, use of camera angles/viewpoints and other visual
cues indicate an oppositional attitude towards rape. Images
include a young woman repeatedly, perhaps obsessively,

washing her hands in a sink and crying with her head held in
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her hands. Following 2 images (consistently spliced with
shots of the band per. lng) are brief glimpses of the rape
in progress, although all that is shown are male hands
roughly and firmly grasping female arms. Shortly thereafter
the camera follows a man's legs walking through a doorway
and closing it as the video fades to black. If there is any
doubt about the band's position vis-a-vis rape, it is
clarified by the video's final message: written in large
block capitals that fill the black screen at the video's
conclusion are the words "TAKE BACK THE N GHT".

Political economy and Frankfurt School insights suggest
this message is supportive of a dominant ideology of
submitting to the hegemonic influence of established laws,
and that such a 'politically correct' messagc is a natural
byproduct of the constraints implied by capitalist
production modes. Feminist theory might argue that
accordance with codified mores/laws is not the point at all;
that the message is directed at the underlying idcology of
patriarchy and that the video is challenging and in a sense
subversive. The question then bacomes one of orientation;
either towards the political/iustitutional concerns of crime
and sanctions or the ideological concerns of patriarchy and
male 'abuse of power'. If the former, the vidco would be
placed in category "MESSAGE 2, conservative"; if the latter
it is categorized as "MESSAGE 4, oppositional”. Judgement irn

this case falls in the oppcsitional category; the essence of
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the video implicating the psychological damage of rape, as
supported by the presented images, not the legal sanctions
(never sugygested in the video) that accompany & convict:on
for this crime.

It is important to note in this example the interplay
of the various sub-texts, a feature not easily replicated on
the printed page. The repetition in the refrain of the words
"hold her down" reflects the violence of the act itself and
suggests the degree of resistance/struggle on the part of
the victim. The tone of voice of the singer and the 'mood'
of the musical sub-text are important influences on
interpretation as well, implicating admittedly subjective
but certainly not arbitrary psychological effects in the
listener/reader,

It is hoped that by taking all these perspectives into
consideration a categorization scheme of reasonable 'face
validity' or consensus may be constructed. Video messages
are placed, then, in one or more of the following
categories:

MESSAGE 1 (limited social relevance): videos that make
only 'personal' statements in both visual and lyrical sub-
texts. This includes basic love songs that make no overt
commentary either in opposition or support of patriarchy,
and pure performance videos that incorporate
mundane/personal lyrical sub-texts.

Esxamples:



047. "Everything Reminds Me of My Dog" - Jang Siborrvy

PERF O0/IMAGE 3 - A litany of people, things, places and
situations that remind the singer of her doqg.

050. "Tears in Heaven" - Eric Clapton

PERF 5/IMAGE O - A basic love song of doubt and longing
featuring only the singer and his acoustic gquitar.

169. "Life is a Highway" - Tom Cochrane

PERF 5/IMAGE 2 - Somewhat cliched celebration of travelling
and life on the open road.

MESSAGE 2 (conservative): videos that support
entrenched values of the dominant Western ideology by
adopting unquestioning attitudes towards them. This category
includes patriarchal/sexist visual and lyrical sub-teomts,
depictions of idyllic middle class domestic life, and any
related prescriptions for ideologically assertive behaviours
and attitudes.

zamples:

016. "Baby Doll" - Big House

PERF 7/IMAGE 2 - A love song that includes an asscrtive
attitude toward the patriarchal view of female passivity and
her object-like status. Lyrics include the refrain: "Be my
baby doll, or don't be anything at all".

035. "Summer of '69" - Bryan Adams

PERF 5/IMAGE 1 - Song of nostalgia for the carefrec days of
youth that presents an empty, romanticized view of
'rebellion'. Also includes a rather disturbing unfinished
narrative scene suggestive of male psychological dominance
over females and the potential for violence against womern.
302. "Life is What You Make It" - Frighty and Colonel Mite
PERF 6/IMAGE 2 - An optimism so eztreme and naive it could
easily become parody, but is presented in a 'straight faced’

manner. Judged conservative in that its logical extensicon is
an unguestioning acquiesence.
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MESSAEGE 2 (acceptable social commentary): social
messages that are in the process of mainstream entrerncnment.
Such messages as environmentalism, AIDS awarenecs,
opposition to inner city problems of drug abuse and gang
violence. This category is the pivct pcint between
conservative messages and opposivional ones, and the
placement of te:its on this continuum depends to a large
evtent on their method of presentation. It means one thing,
for example for Gerardo to simply state, in the video "Rico
Suave" that "I don't drink or smoke", it means quite another
for a 'street-wise' rapper to present the inner-city social
situation leading to drug abuse. The continuum also shifts
over time. For the gay vocalist Morrissey to sing "I am
human and I need to be loved just like everybody else does”
might be viewed as subversive or radical twenty years ago,
in a state of flux at present, and perhaps quite commonplace

or even unnecessary twenty years #rom now.

Examples:

029. "World Love" - Lisa Lougheed

PERF 6/IMAGE 0 - Promotes peace and racial harmony in lyrics
("world love not world war"), stage props (peace symbol and

heart-shaped globe), and racial constitution of background
dancers (wide variety of races dancing happily together).

105. "Keep it in Your Pants"” - Young M.C.

PERF 6/IMAGE 3 - A warning of the dangers of casual sex;
sexually transmitted diseases, confusion between love and
lust, loss of self-respect. Is kept from placement in
conservative category by its playful and risque use of
visual sexual 'double entendres'.
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122. "Say it with Love" - Moody Blues
PERF 5/IMAGE 3 - Promotion of racial/global harmony through
the shared appreciation of cultural diversity. Wide variety
of peoples circle a large spinning globe and pass from hand
to hand artifacts from different cultural traditions.

MESSAGE 4 (oppositional social commentary): videos that
advocate controversial change and/or challenge agreed-upon
social assumptions. There is no one particular political
stance from which such messages originate. This category
includes such ideas as feminism/resistance to patriarchy,
autoncmy from socially proscribed constraints on behaviour,
tolerance/acceptance of homosexuality, the ambivalence
towards middle class attitudes engendered by inner city
life, or even violent activism.
xamples:
013. "Mistadobalina" - Del tha Funky Homosapien
PERF 7/IMAGE 2 - Uses parody to critique the dehumanizing
power of capitalistic greed, depicting businessmen as
mindless, wandering creatures responding to stimuli like
Pavlovian dogs.
316. "La Raza" - Kid Frost
PERF 7/5/IMAGE 3 - Angrily speaks out against policec
harassment of Hispanic people, including an implied promisc
o“ retaliation. Invokes Aztec art as reminder of cultural
pist. Lyrics include the line "I'm brown and I'm proud”.
335. "Janie's Got a Gun" -~ Aerosmith
PERF 4/IMAGE 1 - Presents a narrative of a young woman
sexually abused by her father and killing him as a vesult.
Judged oppositional not by its engagement with a
contrcversial subject, but in its refusal to condemn, even

its approval, of patricide.

MESSAGE 5 (irreverent): videos celebrating decadence,
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liedonism, anarchy or nihilism. Not a 'call to arms', which
would place such texts in category 4, but a side-step away
from all particular political standpoints and a
preoccupation with the excesses of the moment. The more
erxtreme versions of rock's avowed philosophy of "sex and

drugs and rock 'n' roll"”.

Exzamples:
027. "The Wild Life" - Slaughter
PERF 4/IMAGE 1 - Narrative in which a young woman is expcsed

to a wide variety of dangerous, decadent and sexually risque
situations, including brief flashes of implied sado-
masochism.

241. "Decadence Dance" - E:xtreme

PERF 4/IMAGE 1 - Book-ended with brief narratives from
fictional representative of "Parents for a Wholesome
America" providing advice on achieving "a good clean way of
life", contrasted to band's advice on "dancing to the
decadence dance" and brief flashes of purpocseful
'decadence’.

268. "Creature Fro: the Black Leather Lagoon" - The Cramps
PERF 5/IMAGE 3 - Includes scenes of the band members
destroying furniture with axes and simulated sex acts
between female guitarist and lead singer dressed in leather
and "Creature from the Black (Leather) Lagoon" costume.
MESSAGE 6 (postmodern): videos that are purposefully
anti-narrative, often employing the technique of pastiche,
and refuse to indicate any preferred direction for the
future or specific attitude towards the images displayed.

The quintessential postmodern video is not found, but

several may be judged as especially representative of

postmodernity.

Examples:
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147. "Take 5" - Northside
PERF 4/IMAGE 6 - Band performs in front of a bank of video
screens displaying a barrage of cultural and political
images including: Mao Tse Tung, Margaret Thatcher, Marilyn
Monroe, John F. Kennedy with superimposed gun sights, the
wedding of Charles and Diana, and many more. Lyrical content
reveals no particular stance towards the inages except for
the possible (and by no means certain) interpretation that
the world needs to slow down, to "take 5".
258. "The Statue Got Me High" - They Might Be Giants
PERF 5/IMAGE 6 - Band performs in open concrete area,
standing on large ccncrete blocks, each bearing the name of
a planet in the solar system. Many 'inappropriate'
image/sign recontextualisations including the Empire State
Building as a rocket and skateboarding astronauts. The loose
theme of outer space is not supported by lyrics, which
although decipherable are very difficult to interpret.
282. "Blow at High Dough" - The Tragically Hip
PERF 4/IMAGE 6 - An extremely wide variety of disparate
images (reviewed in section F) with lyrics expressing no
stance other than one of being indiscriminate: "1 can get
behind anything".

It should be noted that none of these categories are
mutually exclusive, and many videos contain 'mi:ed
messages'. It is possible, in some cases, to determine a
dominant essence to a particular video, but others must be
categorized as eremplifying more than one orientation. 1t is
also possible to categorize videos as containing
contradictory messages; a text, that is, may contain both
conservative and oppositional messages. An excellent ezample
of such a situation occurs with the video "Right HNow" by Van
Halen. This text is a conglomerate of fcour rather than three
sub-texts, as a series of 56 different written messages are

displayed in the course of the video. These messages run the
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full spectrum from limited relevance ("Right now a bowl of
soup would be nice”), to oppositional ("Right now our
government is doing things we think only other countries
do"). This video, along with several others, cannot be
placed in only one message category, thus such texts are
placed in as many as necessary.’’

It is also worth considering in more detail the methods
of determining placement of texts that are ambiguous or
skirt categorization boundaries. Te: ¢ considered in this
sample to be essentially ambiguous in ktoth lyrical and
visual sub-texts are placed in the MESSAGE 1 category, the
assumption being that if repeated lis-erning/reading and
systematic application of a number of theories and methods
cainnol deClphier lyrics or uncover messqages, it is doubtiul
that a more casual reading on the part of MuchMusic
listeners/readers will be successful either.

In considering the placement of texts that skirt
boundaries, it is again useful to illustrate the process
with examples. The videos "Ordinary Man" by Mark Korven and
"Boomtown" by Andrew Cash both deal with the theme of
rejecting materialism. However, the former is judged as
acceptable social commentary while the latter is categorized
as oppositional. In "Ordinary Man" (PERF 7/IMAGE 1), the

singer lip-syncs through a narrative that complains of his

‘“* Video 051. "Right Now" by Van Halen was in fact the
only text to be placed in more than two message categories.
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girlfriend's attempts tc make him more fashion .uvirscious and
exude a sense of wealth and style. He is, however, "just an
ordinary man" and has no desire to change his image or
attitudes. In one scene he throws a handful of money back in
the direction of his girlfriend, symbolic of his rejection
of materialism. It is not clear, however, whotiier he is
rejecting materialism as such or the overly-materialistic
attitude of one individual. He is dressed rather
conservatively but not in ragged clothing, and the pop rock
musical sub-text does not contribute to a sense of defiant
anger. So while a rejection of materialism or consumerism is
in opposition to the ideology of capitalism, it is in this
case an 'acceptable' opposition, being directed at a
'greedy' or insensitive individual, not atl the moice
fundamental assumptions of the ideology.

In "Boomtown" (PERF 4/IMAGE 1), a narrative of working
class real life problems is presented in an unromanticized
manner. The lyrical sub-text reinforces the oppositional
attitude towards the ideology of capitalism: "I don't want
to judge my life by what I can afford”". Within the
narrative, the singer takes on the character of a ta:xi
driver living with his wife in a small, run-down apartment.
They receive an eviction notice and plead with their
landlord to no avail. A passenger in the singer's cab is
snorting cocaine in the back seat, setting up a contrast

between the singer who needs every cent he can earn, and the
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pazsenger who muszt _pend a great deal of money on a powder
that disappears up his nose. Other images include the singer
'drowning his sorrows' at a run down tavern and the
depiction of a building being demolished. The overall effect
is quite dark and pessimistic, and the refusal of the video
to end with a positive resolution, coupled with the realism
of the imagery make this text a far more effective critique
of materialism/capitalism than the "Ordinary Man" video.

With the completion of these categorizations, an
analysis of the degree and type of social commentary found
in music videos may be conducted. The overall demographics
and general characteristics of MuchMusic videos will be
considered, as well as questions of social commentary
patterns determined by gender, race, nationality, musical
genre, etc. The relationship between form and content, that
is, visual sub-texts and message categories, will also be
considered. Any of the categorized characteristics of these
texts may be appropriated as independent and dependent
'variables' for the construction of cross tabulations. This
process will make no claims of statistical significance and
will include no formal statistical manipulations, but should
provide an interesting set of patterns and general

tendencies.
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D. Results of Analysis
The prototype for a MuchMusic video in April 1992 is
shot in colour, performed in English, and features white
American males. Basic demographic characteristics may be
summarized as follows:

1. Language of lyrics

ENGLISH......o i, 335 (.901)
FRENCH. ...... ...ttt 26 (.070)
FRENCH/ENGLISH. ... uuiin e, 4 (.011)
SPANISH. c v ittt ittt et e ettt 2 (.005)
SPANISH/ENGLISH. .. ..... v unn.. 2 (.005)
2. Race of central performer/character

WHITE. ... ..ttt iie it eiean. 279 (.756)
O 79 (.214)
HISPANIC/LATINO . . v ittt e esee e, S (.014)
WHITE & BLACK. ...t iin it iiieennn. 4 (.011)
= 2 (.005)

2 ) 250 (.678)
FEMALE . & i ittt sttt e e e e e e e 96 (.260)
MALE & FEMALE . . v it vt ot e e e e, 22 (.060)
0 17 1 (.003)
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5. Nationality of performers

AMERICAN. . . v it it ettt iaesaeaeas 185 (.501)
CANADIAN. & . i ittt ittt et eeeeeannans 110 (.298)
3 A 3 50 (.136)
ICELANDIC . . i i ittt ittt e v s o ssvenaeas 6 (.01e6)
SWEDISH. . .. it i tis ettt e iie e naas 5 (.014)
AUSTRALIAN. ¢ i i vt ettt et et e nanenasas 4 (.011)
IRISH. . i i it et it e it i et e e e ceaanaeas 4 (.011)
CUBAN . . .t ittt e e et e ctianaeaeonas 1 (.003)
CANADIAN/AUSTRALIAN. .. . vttt v e venn 1 (.003)
BRITISH/AMERICAN. .. ..t uteuereaneens 1 (.003)
UNKNOWN . .« . ittt e it i et ettt ceenaanan 2 (.005)

The "unknown" and "n/a"” categories exist through the
influence of three videos: 101. "Happy Nightmare Baby" by
Opal; 306. "A.K.I.K.O." by Emeline Michel; and 368. "History
of the World in 3 Minutes Flat" by Michael Mills. In "Happy
Nightmare Baby", no clear camera shot of the performers is
presented and although the singer's voice is female, it is
impossible to determine the race of her or the other band
members. In "A.K.I.K.0." Emeline Michel sings in French, is
black, and the song has a definite Caribbean infiluence. This
suggests perhaps a Haitian nationality, but this is by no
means certain and thus a new nationality category was not
created for this one video. "History of the World in 3
Minutes Flat" is unique in this sample in that it is the
only 'video' not accompanied by music. It is a humorous
animated trip through human history from God's creation of
the world to the post-war competitiveness of various nation-
states. Although the limited dialogue involved is English,
race, gender, nationality, and musical genre could not be

categerized.
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That the majority of videos broadcast should be in
English is hardly surprising given the historical ties of
Western pop music to English speaking countries and the
predominantly English speaking market served by MuchMusic.
It can be stated, however, that at 7%, videos in the French
language are somewhat under represented given the proportion
of French speaking persons in the Canadian population. The
few videos containing Spanish lyrics represent the influence
of American Hispanic artists and it may be speculated that:
on MTV the proportion of such videos is somewhat higher.

The high proportion of videos featuring white
performers is related not only to the demographic structure
of North American society but to the proportion of air play
dedicated to each musical genre. The pop rock to metal
continuum, as well as country and blues are almost
exclusively white genres, while rap, R&B and reggae are
dominated by black performers. The remainder are less race-
specific. Since the most popular genres on MuchMusic centre
on the intersection between pop and rock, the majority of
videos feature white performers.

The 26% figure indicating videos featuring female
performers is, of course, an under representation in terms
of societal demographics, but not necessarily so when
compared to the proportion of female recording artists. That
is, while women are still not adequately represented in the

industry as a whole, there is little evidence that videos by
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female artists are systematically ignored by MuchMusic
programmers. This figure also suggests that female
representation in music videos may be increasing. Kaplan
found, for e:ample, that only 20% of MTV videos featured
female performers in the mid-1980s. (1987:238)

In terms of nationality, Bmericans constitute the
dominant group and at 50% are likely over-represented, if
only slightly. At 30% Canadian performers are largely over-
represented, but this is due to CRTC 'Canadian content'
regulations and MuchMusic's expressed desire to promote
Canadian artists. At 14% British performers are seriously
under-represented, as are Australian artists at only 1%.
Swedish and Icelandic videos are over-represented due to two
specific programs broadcast during the period of study: a
"Power 30" special on Swedish metal groups and a "Blue
Spotlight"” on the Icelandic band The Sugarcubes.

A total of 25 different musical genres and genre
hybrids were identified in the sample. This includes the
collapsing of certain obscure and specialized styles into
'umbrella' categories. The genre of metal, for example,
originally marked off from rock by the title "heavy metal”,
has recently been 'diversified' into such precise headings
as "speed metal", "death metal", and such closely related
styles as "grunge rock" and the punk/metal crossover usually
referred to as "hard core". Such over-specialization in

musical classification becomes cumbersome and debilitating
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for systematic categorization, and it 1is suggested here that
the following genres and their resultant combinations form

reasonably coherent groupings (N = 369):

POP ROCK . .t ittt it et eeeinnenen 75 (.203)
ROCK . ¢ it ettt ettt e teeeesseneeansa 61 (.165)
HARD ROCK . . ittt e it e ee e oeeeeannnns 49 (.133)
=10 37 (.100)
122 19 (.051)
DANCE . ¢ i it ittt et et ettt 18 (.049)
COUNTRY & v ittt et et te ettt et eeeann 17 (.046)
MOR POP .t ittt it e ie ettt eeeeenanans 14 (.038)
DANCE/ POP . i i et et e et e e ettt eeeann 11 (.030)
BLUES BASED ROCK.. ettt s e teannnnn 10 (.027)
DANCE/RAP . & ittt it ettt teeseseeanns 8 (.022)
% 2 8 (.022)
RHYTHM & BLUES . . it ittt et eeeeeennn 8 (.022)
COUNTRY/POP . s ittt ettt et ettt eeees e 5 (.014)
DANCE/REB . i et ittt i ettt et ee e ieennnn 5 (.014)
FOLK/ PO . v i it et e et ottt ettt eeaneas 5 (.014)
REGGAE/RAP . o ittt ettt te et eneeeennns 4 (.011)
ETHNIC . ¢ i it et ottt te et tseeeanaann. 3 (.008)
R&B/POP . & it et et e ettt et et e et e 2 (.005)
COUNTRY/POP ROCK. .ttt it teeeeennnnns 2 (.005)
COUNTRY/ROCK. « vt it vt et et eeeeanenn 2 (.005)
REGGRE . vt it ittt ettt e temeeenennns 2 (.005)
FOLK . v v it et ettt e et teaeeneeeenaeenaen 1 (.003)
REB/ RAP . i it ittt ettt te e tensnennns 1 (.003)
ROCKABIL LY i et it ettt et et et neeeaannn 1 (.003)
0 = N 1 (.003)

Results of visual sub-text categorization reveal a
marked preference on the part of performers/producers for
performance settings unencumbered by either stage or
audience (PERF 5 = 32%) and thematic or loosely-connected
imagery (IMAGE 3 = 31%). This categorization, divided along

the performance and imagery axes is summarized as follows:



1. Performance Axis (N = 369)

PERFORMANCE 0 (no performance depicted).......... 10
PERFORMANCE 1 (authentic live)..... ..o ee e, 4
PERFORMANCE 2 (dubbed live) ...... ... uunuen. 31
PERFORMANCE 3 (choreographed live)............... 22
PERFORMANCE 4 (stage, no audience) .........veue... 66
PERFORMANCE 5 (setting, no audience)............ 117
PEREORMANCE 6 (daGNCe) vt ettt it it ot et te e et eesannn 39
PERFORMANCE 7 (lip sync only) c. e ie s ennnnn 69
COMBINATIONS:
s T 5
3 6 e e e e e e e 1
/6. it e e e e e e 1
0 1
L 1
28 T 1
Y A T 1

?. Tmagery Axis (N = 369)

IMAGERY
IMAGERY
IMAGERY
IMAGERY
IMAGERY
IMAGERY
IMAGERY
1! IAGERY

NS WN—~LO

(performance only) ... ... i nnn... 66
(narrative) .« .ot ittt it e e e e e e e e 45
(Pseudo-narrative) .« u. ettt e e e e e 79
(thematic/loosely-connected).......... 115
(surreal) ...ttt i e e e e e e e 30
(Collage) cv ittt e e e e e e, 11
(Pastiche) ...t ittt e e e e e i, 9
(film images) ... ...t it e eeannn. 9

COMBINATIONS:

S 2
L 1
1/ e e e 1
T e e e e e e 1

. —
. . DY . ¢« 0

o~~~
. . . . e . .

. o
. . . . . LY .

— e~ —
“ e . .
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The 15 most prevalent performance/imagery combinations,
or "integrated visual sub-texts" are summarized as

follows: '

' For a complete list of visual sub-text categorizations,
see appendix F.
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1. PERE S5/IMAGE 3. ..ttt it ittt ittt teeeeneeenneennn, 420
(Setting performance without audience, thematic or loosely-
connected imagery) .

2. PERE 4/IMAGE 3. ..ttt tit ittt teteneneneenennaaa24

(Stage performance withcut audience, thematic or loosely-
connected imagery).

3. PERE 7/IMAGE 2. . ittt ittt et ittt et eeeeeaieeneneeaa24
(Lip~sync performance only, pseudo-narrative imagery).

4. PERF 5/IMAGE 2. ...ttt ittt it ieteneeeanenaeenaana23
(Setting performance without audience, pseudo-narrative
imagery) .

5. PERE 4/ IMAGE 2. . ittt ittt it enneneeeaeeeeeeneeeeeeennns 17
(Stage performance without audience, pseudo-narrative
imagery) .

6. PERE S5/IMAGE 4. ...ttt tttts teteeneeaeeneanneeananns 17
(Setting performance without audience, surreal imagery).

7. PERE 7/IMAGE 3.ttt ittt teetreenneeaneeeaeenanenens 15
(Lip-sync performance only, thematic or loosely-connected
imagery) .
8. PERF 5/IMAGE ...ttt ittt it it tee e taetteeaneennenan 14
(Setting performance without audience, no additional
images) .

9. PERF G6/IMAGE .. ittt it ittt ettt teeeeaeeeeiaaneanan 14
(Dance performance, no additionsl images).

10, PERE G/ IMAGE Bt i ittt it ettt ot eeneeeeeeeeaseneenn 14
(Dance performance, thematic or loosely-connected imagery).

11. PERF 7/IMAGE 1.ttt ittt it it et aennaneaacaannas 12
(Lip-syac performance only, narrative imagery).

12, PERE 2/ IMAGE 3. it ittt ittt eieeeneeeeoeeneeeeennneeeeens 11
(Dubbed live performance, thematic or loosely-connected
imagery) .

13, PERE 4/ IMAGE 0.t ittt it ettt inoeeteeeeeeeesenoeennens 10
(Stage performance without audience, no additional images).

14. PERE 2/ IMAGE Dt vttt it ies e teeteoeesensnseensnneeoeanenaes 9
(Dubbed live performance, no additional images).

15, PERF S5/IMAGE L.t ittt ie ittt s teenceeeeeeeeseeennnenns 9
(Setting performance without audience, narrative imagervy).



By far the most popular form is the PERF 5/TMAGE 3

combination, a mode of presentation that is extremely

flex~ible, free from the constraints of stage performance

ezpectations and the limitations of linear narrative.

Presumably this allows for a wider range of themes to be

erxplored in a more imaginative manner.

Visual sub-texts will be cross-referenced with message

categories shortly. Message categories themselves are

summarized as follows (N = 369):

1. MESSAGE 1 (limited relevancCe) ......ceceeeeenosenos. 144 (.390)

2. MESSAGE 2 (conservative)......cee et iiieeneeaennn 65 (.176)

3. MESSAGE 3 (acceptable critique)...........io.... 33 (.089)

4. MESSAGE 4 (oppositional critique) ............... 34 (.092)

5. MESSAGE 5 (irreverent) ... o eeeeeeeceeeseeoensaces 7 (.019)

6. MESSAGE 6 (pPOSEMOAEIN) @ it vt i vttt svcenncoaeoseens 8 (.022)
COMBINATIONS:

1/4 (limited oppositional)........... 25 (.068)

1/2 (limited conservative)........... 14 (.038)

1/5 (limited irreverent) .........c.... 10 (.027)

1/6 (limited postmodern) .............. 7 (.019)

1/3 (limited acceptable critique)..... 4 (.011)

2/5 (conservative/irreverent)......... 4 (.011)

4/6 (oppositional/postmodern)......... 4 (.011)

4/5 (oppositional/irreverent)......... 3 (.008)

2/3 (conservative/acceptable)......... 2 (.005)

2/6 (conservative/postmodern)......... 2 (.005)

2/4 (conservative/oppositional)....... 1 (.003)

3/4 (acceptable/oppositional)......... 1 (.003)

2/3/4 (conserv./accept./opposition.)....1 (.003)

As is evident

may be characterized as containing limited social relevance

in the above summary, more music videos

than any other category. The second highest proportion of

videos fall in the

conservative category, due primarily to
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the support for patriarchy fcund in both visual and lyrica!?
sub-texts. Only 34 of 369 wvideos (9%) were categorized as
imparting a message of oppositional social commentary,
although this figure reariy doubles when the message
combinations that include oppositional compone:nts are
considered.

Tables 1 to 4 detail the characteristics of
oppositional videos (MESSAGE 4, N = 34); videos containing
oppositional components (MESSAGE 4, 1/4, 2/4, 3/4, 4/5, 4/6,
and 2/3/4, N = 69); videos containing acceptable commentary
messages (MESSAGE 3, 1/3, 2/3, 3/4, and 2/3/4, N = 41); and
conservative videos (MESSAGE 2, N = 65). The proportion of
videos corresponding to each selected characteristic is
compared to 1its proportion in the sample as a whole, and 1us
subsequent over or under-representation is then e:pressed as
a percentage. For example, 36 of 65 conservative videos are
by American performers: .554 or 55.4%. In the sample as a
whole, the proportion is .501 or 50.1%. Therefcre there are
10.6% more American videos in the conservative cateqgory than
expected. Over-representations corresponding to sample sizes
of 2 or fewer were not calculated, as such occurrences woere
considered too likely a result of chance and therefore
misleading. It should be remembered that all characteristics
not recorded, that is, at frequency 0, are thus under-
representations of '100%°'. In reviewing the breakdown of

oppositional videos, the most striking finding is the
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extreme over-representation of the rap musical genre.
Constituting only 5.1% of the total sample, rap videos
account for 29.4% of all orpositional texts, nearly five
times (+477%) the baseline rate for this genre. The genre of
rock is also over-represented at 61% higher than expected,
while pop rock videos appear 71% fewer times than their
sample proportion would suggest. Video language did not
exhibit any significant results other than a slight (-16%)
under—-representation of French texts. Videos featuring white
performers occur at 34% bel::- their baseline rate white
those featuring black artists appear at twice the expected
frequency {(+106%). In terms of gender, males were only
clightly over—-represented (+4%) while females somewhat
under-represented (-10%). The area of nationality shows
American videos to be categorized as oppositional 53% more
often than expected,
while Canadian and British texts were under-represented at
60% and 35% respectively. When texts incorporating
oppositional elements are added to the MESSAGE 4 category,

these tendencies are modified
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TABLE 1 CHARACTERISTICS OF OPPOSITIONAL SOCIAL COMMENTARY

VIDEOS
(MESSAGE 4; N = 34)

Characteristic Freqg. Prop. Prop./369 AN

lw

1. Language

ENGLISH. ... .ttt te e enn.. 31 (.912) .901 + 01.29%
FRENCH. @ . i it it e e e e e e eeeenn 2 (.059) .070 - 15.7

SPANISH. . v i ittt e e e e eee e 1 (.029) .005 -

2. Race

WHITE. ...t ittt et e e e 17 (.500) .756 - 33.9%
BLACK. . i it i et e e e e e e 15 (.441) .214 1+ 106.1

HISPANIC. t v v it e e e ee e eeeu 1 (.029) .014 —_————

WHITE & BLACK. . .o wun... T (.029) .011 —-———-

3. Gender

MALE . & ittt i e et e e e et eenan 24 (.706) .678 + 04,12
FEMALE . . ... e et e eenu.. 8 (.235) L2400 - 09.06

MALE & FEMALE. ..o 2 (.059) .060 - 01.7

4. Nationality

AMERICAN. . v ittt e e e e e e 26 (.769H) .501 + 52.7%
CANADIAN. & v ittt et e eeeeene 4 (.118) .298 - ~0.4

BRITISH. .. i iti i sie eneen. 3 (.088) .136 - 35,3

AUSTRALIAN. v v it v vt ee e ee e 1 (.029) .011 -———

5. Musical Genre

RAP. i i ittt i it it ettt e 10 (.294) .051 + 476.5%
ROCK . ¢ it it e et it e et ee e 9 (.265) .165 + 60.6

HARD ROCK. v v v it v e et e eennn 4 (.118) .133 - 11.3

POP. L.ttt it e e e e e e e 2 (.059) .100 - 41.0

POP ROCK. . v ittt et ereeeeun 2 (.059) .203 - 70.9

COUNTRY/ROCK . v v vt e ese 1 (.029) .005% -————

ETHNIC. . it i i it s e e e e e eene 1 (.029) .008 ————

ME T AL . v it e e e st eesoenennns 1 (.029) .022 -

RAP/REGGAE . « vt v v e eeeeenn. 1 (.029) 011 -———-

2 2 1 (.029) .022 -

R&B/DANCE. v vttt et eeene e 1 (.029) .014 —-————

R&B/POP. .t i ittt e e e e eeeann 1 (.029) .005% —-————
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TABLE 2 CHARACTERISTICS OF ALL VIDEOS CONTAIMING

OPPOSITIONAL SOCIAL COMMENTARY COMPONENTS
(MESSAGE 4, 1/4, 2/4, 3/4, 4/5, 4/6, 2/3/4: N = §&9)

Characteristic Freq. Prop. Prop./369 AN

1. Language

ENGLISH. ... . i et it eeann. 66 (.957) .901 + 06.2%
FRENCH. . ...ttt teeeeenne.. 2 (.029) .070 - b58.6

SPANISH. ... it i s it e e ee e 1 (.014) .005 —_——

2. Race

WHITE . ¢ i h i e i e e e e e e e en 46 (.667) .756 - 11.8%
BLACK. ¢t i i it e et et ot aeenenn 20 {(.290) .214 + 35.5

HISPANIC. . i i it it i et e e eeenn 2 (.029) .014 —_—

WHITE & BLACK. .. ..o enu.. 1 (.014) .011 ———

3. Gender

MALE. . (it i et et it e e 53 (.768) .678 + 13.3%
FEMALE . . . .. i it et it e e e e 13 (.188) .260 ~ 27.7

MALE & FEMALE............. 3 (.043) .060 - 28.3

4. Nationality

AMERICAN. .. ..ttt ittt i s 47 (.681) .501 + 35.9%
CANADIAN . . v it i et ettt e aenn 11 (.159) .298 - 46.0

BRITISH... ..., cce.... 8 (.116) .136 -~ 14.7

AUSTRALIAN . e e eeea. 1 (.014) .011 —_——

IRISH. c ittt i et et e et e s enenn 1 (.014) .011 ———

JICELANDIC. . v v it e et e e e en 1 (.014) .01e —_——

5. Musical Genre

ROCK . . it it et e e et eeeen 20 (.290) .165 + 75.8%
HARD ROCK. . ... oo 12 (.174) .133 + 30.8

RAP . it it e it it e et et e et eenn 11 (.159) .051 + 211.8

POP ROCK. .t ittt e et et e e 7 (.101) .203 - 50.2

ME T AL . c i ittt ettt e te s oenes 4 (.058) .022 + 163.6

POP. . it i it e e et e e e e e 3 (.043) .100 - 57.0

COUNTRY/ROCK. oo v vt v e e e nen 2 (.029) .005 ———

ETHNIC. .. ...t it et nenn. 2 (.029 .008 ————

( )
{ ) .011 —-———
DANCE. ..... ..., 2 | ) .049 - 40.8
R&B. ... ... i i .. 1 (.014) .022 —-———-
( ) .014 ———-
( ) .005 ———-
( ) .022 ———-
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TABLE 3 CHARACTERISTICS OF ALL VIDEOS CONTAINING ACCEPTABLE
CCMMENTARY COMPONENTS
(MESSAGE 3, 1/3, 2/3, 3/4, 2/3/4; N = 41)

Characteristic Freq. Prop. Prop./369 VAN
1. Language

ENGLISH..................37 (.902) .901 t 00.1%
FRENCH. . . .. it i it ittt e e e 3 (.073) .070 + 04.3
SPANISH/ENGLISH........... 1 (.024) -u05 ———
2. Race

WHITE.. ...t 29 (.707) .756 - 06.5%
BLACK. . e et i it it e it e e i e e 9 (.220) .214 + 02.8
HISPANIC. . ... ittt tnennana 1 (.024) .014 ————
WHITE & BLACK............. 1 (.024) .011 -————
018 1 (.024) .005 -———-

MALE. ¢« i c ittt e st aneancnean 25 (.610) .678 - 10.0%
FEMALE . ¢ i it it it ettt eeenn 11 (.268) .260 + 03.1

MALE & FEMALE..... .. c..... 4 (.098) .060 + 63.3

o 12— 1 (.024) .003 ————

4. Natiocnality

AMERICAN. . i it it ettt vt ee e 21 (.512) .501 + 02.2%
CANADIAN. & it i it ettt e enean 11 (.268) .298 - 10.1

BRITISH. .. .ot it e it eeeneann 6 (.140) .136 + 07.4

IRISH. . c it i it et e it it eseans 2 (.049) .011 -————

N/ . et ettt et eieeeananes 1 (.024) .003 ———

5. Musical Genre

POP . s i i e e et et e et e 11 (.268) .100 + 168.0%
POP ROCK. ¢ e it it ettt ienanns 7 (.171) .203 - 15.8

ROCK. ¢t ettt ettt ctenacecans 5 (.122) .165 - 26.1

HARD ROCK. ¢ it vt et e vt et e en 4 (.098) .133 - 26.3

DANCE + v 4 et e et et neeeecenana 3 (.073) .049 + 49.0

RAP ..t it it e it ceenenenns 2 (.049) .051 - 03.9

COUNTRY .. ittt vttt eeeneans 1 (.024) .0446 - 47.8

DANCE/POP . vt ittt erennnns 1 (.024) .03 - 20.0

BLUES BASED ROCK.....¢c.... 1 (.024) .027 - 11.1

DANCE/RBAP. v i i ittt teeneenn 1 (.024) .022 ———

FOLK/POP. v v it it et e et enmnnn 1 (.024) .014 ————

ETHNIC. . .. i it i ittt e ee e ans 1 (.024) .008 ————

REGGAE. .. . i it ittt tecnenns 1 (.024) .005 -

R&B/RAP . . ittt it et tieen e 1 (.024) .003 —-———-

o A= N 1 (.024) .003 —-———



TABLE 4 CHARACTERISTICS OF SOCIALLY CONSERVAT IVE

(MESSAGE 2; N = 65)

Characteristic Freg. Prop. Prop./369
1. Language

ENGLISH. ..o 61 (.938) .901
FRENCH....... .00 eaeon. 2 (.031) .070
FRENCH/ENGLISH............ 1 (.015) .011
SPANISH/ENGLISH........... 1 (.015) .005
2. Race

WHITE. ..... .0ttt innenn.. 46 (.708) .756
BLACK. . . ¢t it i et it et e en 18 (.277) .214
WHITE & BLACK.....ccuevu... 1 (.015) .011
3. Gender

MALE. . .. ittt et it ieeeenn 49 (.754) .678
FEMALE.. .. ...t ieeenn.. 16 (.2406) .260
4. Nationality

AMERICAN. . ...t cveeeeennn- 36 (.554) .501
CANADIAN. . ...ttt eneenn. 19 (.292) .298
BRITISH. ...t ennnn. 7 (.108) .136
ICELANDIC. . .t it et et e ean. 1 (.015) .016
IRISH.. ...t ennn.. 1 (.015) .011
BRITISH/AMERICAN.......... 1 (.015) .003
5. Musical Genre

POP ROCK. ... ..t ennnnn. 15 (.231) .203
ROCK. .. ittt it iieien. 10 (.154) .165
POP.. ...ttt e i 6 (.092) .100
BLUES BASED ROCK.......... 5 (.077) .027
COUNTRY...vviienenenennnnn 5 (.077) .046
HARD ROCK. .. ... 5 (.077) .133
DANCE/POP. vt i e eiieee e 4 (.062) .030
RHYTHM & BLUES............ 4 (.062) .022
MOR POP. ... .t iiinann. 3 (.046) .038
COUNTRY/POP. ... iine i 2 (.031) .014
RAP. .. ittt ittt it i iienn 2 (.031) .051
COUNTRY/POP ROCK. ....v.... 1 (.015) .005
DANCE . ...ttt ii ittt tennnnn 1 (.015) .049
REGGAE. ... ...ttt nennn. 1 (.015) .005
R&B/POP. .. it ittt e eennn. 1 (.015) .005

+++ 0+ F 0+

VIDEOS

JANE

04.1%
55.7

06.3%
29.4

11.2%
05.4

10.6%
02.0
20.6
06.3

13.8%
06.7
08.0
185.2
67.4
42.1
106.7
181.8
21.1

39.2

69.4

13
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somewhat. The slight under-representation of French texts
increases to 59% below its baseline rate. The discrepancy
between videos featuring black and white performers narrows
to +36% and -12% respectively, while the gender gap widens
somewhat to +13% for males and -28% for females. The
differences between the three main nationalities narrow
slightly so that American videos appear 36% more often than
expected while Canadian and British texts remain under-
represented by 47% and 15% respectively. In terms of musical
genres, rap and rock continue to be over-represented, but
while the frequency of rock videos increases slightly to 76%
over baseline, rap falls to +212%. Metal videos are over-
represented by 1€4%, but at a sample size of 4, this figurc
should be interpreted cautiously. It is interesting to r~te
that pop and pop rock are under-represented by 57% and 50%
respectively, while MOR pop, country and blues based rock
viceos do not appear at all.

Corresponding figures regarding videos containing
acceptable social commentary components exhibit a remarkable
conéruence to baseline expectations through all demographic
categories. 0Of all categories with sample sizes greater than
4, only two show discrepancies of 10% or greater (-10% for
both males and Canadians). In the musical genre categories,
pop videos are over-represented by 168%, dance videos
(sample size of 3) by 49%. Pop rock, rock and hard rock are

all under-represented by marginal percentages (16% to 26%).



The genres of MOR pop and metal do not appear, perhaps
representing two extremes of a continuum.

The breakdown c¢f socially conservative wvideos also
reveals a high congruence with expected rates through
demographic categories. Notable exceptions include an under-
representation of French videos (-56%), an over-
representation of videos featuring black artists (+29%) and
a moderate under—-representation of British videos
(-21%) . The pop/rock intersection (pop, pop rock and rock)
account for almost half of conservative videos (31 of 65)
and all conform quite closely to expected
frequencies/proportions. Blues based rock, R&B and dance/pop
videos are all over-represented by more than 100%, although
sample sizes are relatively small (4 to 5 occurrences). Hard
rock and rap videos are both under-represented by
approximately 40%, dance by 69%, while country is over-
represented by 67%.

Since the greatest departures from baseline
expectations appear to follow genre differences to a far
greater degree than demographic variations, it is worth
considering in more detail the breakdown cf the various
genres into corresponding message categories. Table 5
catalogues the 10 most popular genres according to each
message category and their combinations.

The information imparted in Table 5 may be summarized

fairly succinctly by identifying the overall characteristics
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of each genre. The most popular genre, for example, that of
pop rock, may be characterized as primarily one of limited
social relevance and somewhat conservative, with the message
categories corresponding to these characteristics accounting
for two thirds of the total pop rock sample. Moreover, the
MESSAGE 4 category, that of oppositional commentary, 1is

significantly under-represented at -71%. Although

TABLE 5 MESSAGE CATEGORIES BY MUSICAL GENRE
1. Pop Rock N = 75

MESSAGE 1........... 36 (.480) .390 + 23.1%
MESSAGE 2.....c4.0.... 15 (.200) .176 + 13.6
MESSAGE 3.....0ccvene.. 6 (.080) .089 - 10.1
MESSAGE 4.....000c0c... 2 (.027) .092 - 70.7
MESSAGE 5............ 1 (.013) .019 - 31.6
MESSAGE 6. vveveeannn. 2 (.027) .022 +  22.7
1/4. .00, S5 (.067) .068 - 1.5
1/60eeeieneen... 3 (.040) .019 + 110.5
1/5. e, 2 (.027) .027 0.0
1/2. .. eeeeeee.. 1 (.013) .038 - 65.8
1/3. . iieenn.. 1 (.013) .011 -———
4 Y 1 (.013) .011 -
2. Rock N = 6l
MESSAGE 1........... 21 (.344) . 390 - 11.8%
MESSAGE 2...ccceeen.. 10 (.164) .176 - 6.8
MESSAGE 3....cctueuen 3 (.049) .089 - 44,9
MESSAGE 4.....0c..0.c... 9 (.148) .092 + 60.9
MESSAGE 5.....¢..0.... 1 (.016) .019 - 15.8
MESSAGE ©...¢cceveees 4 (.066) .022 + 200.0
1/4......00.0.... 6 (.098) .068 + 44.1
4/5. ... 2 (.033) .008 ————
/6. . neeneenn 2 (.033) .011 _————
1/2.¢ ... 1 (.016) .038 - 57.9
A7 25 TR 1 (.016) .005 ————
2/3/4............ 1 (.016) .003 ————



3. Hard Rock N = 49
MESSAGE 1........... 12
MESSAGE 2....¢ .0 ee... 5
MESSAGE 3............ 2
MESSAGE 4............ 4
MESSAGE 5............ 4
MESSAGE 6....ccce.... 1
1/5 ... i, . 7
1/4............ 5
1/3. i 2
2/5. i it 2
4/6. s eeeuen.. 2
1/6.. ... 1
2/6 . e e 1
4/5. ... v ... 1

4. Pop N = 37

MESSAGE 1........... 14
MESSAGE 2.......c..... 6
MESSAGE 3........... 10
MESSAGE 4............ 2
MESSAGE 5............ 0
MESSAGE 6............ 1
1/2. 0.0, 1
1 1
1/74. ... ..., . 1
1/6...0.0 0., 1
5. Rap N = 19
MESSAGE 1............ 4
MESSAGE 2............ 2
MESSAGE 3............ 1
MESSAGE 4....c...... 10
MESSAGE 5............ 0
MESSAGE 6............ 0
1/4............ 1
2/3 i e e 1

o~ m— i~ —

o~ —

e~ —
) . . . .

.378)
.162)
.270)
.054)
.000)
.027)

.027)
.027)
.027)
.027)
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.105)
.053)
.526)
.000)
.000)

.053)
.053)

.390
.176
.089
.092
.019
.022

.027
.068
.011
.011
.011
.019
.005
.008

.390
176
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.082
.019
.022
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.068
.019
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.089
.092
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.068
.005

L

+ +

[ I o B

+

[ S R A

oo

oW
O

203 .4
41.3
100.0
22.7

28.9

60.3

45.9%

40.3

40.4
471.7
100.0
100.0
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10. Blues Based Rock N = 10

MESSAGE 1............ 2 (.200) 390 - 48.7%
MESSAGE 2............ 5 (.500) .176 + 184.1
MESSAGE 3............ 1 (.100) .08¢ + 12.4
MESSAGE 4............ 0 (.000) .092 - 100.0
MESSAGE 5............ 0 (.000) .019 - 100.0
MESSAGE 6............ 0 (.000) .022 - 100.0
1/2. ..., 2 (.200) .038 —-———-

the limited relevance (MESSAGE 1) and conservative (MESSAGE
2) categories also account for approximately half of all
rock videos, this amounts to an under-representation of 12%
and 7% respectively. Rock videos are also categorized as
containing socially acceptable commentary 45% less often
than expected. Where rock texts are over-represented is in
oppositional (+61%) and postmodern (+200%) messages. Hard
rock videos, by contrast, may be categorized as a more
irreverent genre. Although the single largest message
category is still limited relevance at 12 of 49 (25%), this
is an under-representation of 37% compared to baseline
expectations. In fact all categories are under-represented
with the exception of MESSAGE 5, the irreverent category.
Hard rock videos categorized as cuch appear 332% more often
than expected, while the combined category MESSAGE 1/5
occurs 430% more often.

The genre of pop is significantly over-represented in
only the category of acceptable social commentary (+203%)
while irreverent messages were non-existent. Rap represents

the only musical genre (of those with sample sizes of 10 or
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more) where the single largest message category was other
than limited relevance or conservative. In this genvre the
category of MESSAGE 4, oppesitional commentary accounts for
53% of the entire sample, an over-representation of 472%.
All other message categories are significantly under-
represented, including the complete absence of videos
categorized as irreverent or postmodern. The genre of dance
may be characterized as primarily one of limited social
relevance, with half of all dance videos placed in this
category, a 28% over-representation. Country videos exhibit
a similar lack of engagement with social issues (MESSAGE 1 =
53%) coupled with a conservative orientation. Together,
limited relevance and conservative account for 94% of all
country videos. MOR pop videos are an even more extreme
gernre in this respect, with MESSAGE 1 categorizations
occurring at twice the e:: 2cted rate and accounting for 79%
of all videos in this genre. The dance/pop hybrid e:xhibits
conservative messages at twice the baseline rate (+107%)
while 50% of all blues based rock videos are categorized as
such, an over-representation of 184%.

The relationship between 'form and content' may be
explored by cross referencing message categories with visual
sub-texts. In Table 6 videos containing oppositional social
commentary are categorized according to the performance and
imagery axes of the visual sub-text, as well as the

integrated sub-texzt. A similar cross referencing which
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considered cnly MESSAGE 4 videos (i.e. e:xcluding
—~ombinations that incorporate MESSACE 4 with other messages)
revealed a surprising uniformity across visual sub-texts,
with no particuler sub-text represented more than twice.
This is due at least partly to the smaller sample size of
MESSAGE 4 alone (34 versus 69 with combinations). Although
consideration of all videos containing oppositional
components still resulted in 18 single occurrences, tihe
cross referencing did reveal a marked preference for the
PERF 5/IMAGE 3 visual sub-text, 90% above the expected rate.
The absence of an audience, whether combined with a stage or
setting performance, accounted for 59% of all oppositional
component videos along the performance axis of the visual
sub-text, while either pseudo-narrative or thematic/loosely-
connected imagery accounted for 71% of the imagery axis

categorizations.
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TABLE € FORM AND CONTENT - CATEGORIZATION OF OPFOSITIONAL
COMPONENT VIDEOS ALONG VISUAL SUB-TENTS
(MESSAGE 4, 1/4, 2/4, 3/3, 4/5, 4/¢, 2/3/4: N - G9)

Characteristic Freq. Prop. Prop./36€9 /N3

1. Performance Axis

PERFORMANCE O........... 2 (.029) .027 —-———-
PERFORMANCE 1........... 1 (.014) .011 -———-
PERFORMANCE 2........... 7 (.101) . 084 + 20.2¢
PERFORMANCE 3........... 3 (.043) .060 - 28.3%
PERFORMANCE 4.......... 16 (.232) .179 + 29.6%
PERFORMANCE 5.......... 25 (.362) .317 + 14,292
PERFORMANCE 6........... & .087) .106 - 17.9%
PERFORMANCE 7........... 7 (.101) .187 - 46.02
2/5. 0. 1 (.014) .C14 0C.0
T/5. ... ..., Toi.ulg) .003 -———-
2. Imagery A:xis
IMAGERY O.............. S~ (.043) .179 - 76.0%
IMAGERY 1......c0.c0c.... 6 (.087) .122 - 28.7%
IMAGERY 2...cccveennn.. 14 (.203) .214 - 5.1%
IMAGERY 3.....c00cu... 35 (.507) .312 t+ 62.5%
IMAGERY 4............. .05 .07 . 081 - 11.1¢
IMAGERY 5. ......00ccu.... 1 (.014) .030 - 53.3%
IMAGERY 6....c.icuvice.... 1 (.014) .024 - 41.7%
IMAGERY 7. .. iicnieeenen. 2 (.029) .024 -———-
3/5. e i 2 (.029) .005 —-———-
3. Integrated Visual Sub-te:xt
PERF 5/IMAGE 3......... 15 (.217) .114 + 90,47
PERF 4/IMAGE 3.......... 6 (.087) .065 4 33.8%
PERF 5/IMAGE 2.......... 5 (.072) .062 + 16.1z
PERF 2/IMAGE 3.......... 4 (.058) .030 +  93.3%
PERF 6/IMAGE 3.......... 4 (.058) .038 + 76.9%
PERF 7/IMAGE 3.......... 3 (.043) .041 + 4.9%
PERF 4/IMAGE 1.......... 3 {.043) .019 + 126. 3%
PERF 4/IMAGE 2.......... 3 (.043) .04¢6 - 6.5%
PERF 3/IMAGE 2.......... 2 (.029) .011 ————
PERF 4/iMAGE 4.......... 2 (.029) .008 -
PERF 5/IMAGE 4.......... 2 (.029) .04¢6 - 37.0%
PERF 7/IMAGE 2.......... 2 (.029) .065 - 55.4%
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E. COHNCLUSIONS AND SUGGESTIONS FOR FUTURE RESEARCH

To sum up the preceding data succinctly in terms of
oppositional social commentary, it may be stated that music
videos broadcast on MuchMusic in early 1992 include between
10 and 20% that may be judged as engaging in such
commentary. That is, about one video in ten avails itself of
its potential for direct social critique wnile one in five
is involved at least partially in such criticism. The basic
demographics of language, race and gender are not
particularly enlightening in other tha- the most basic
terms. That is, while English videos featuring white males
may dcminate the category of oppositional videos, they do
not do so to any greater extent than in the sample as a
whole. The cne exception to this tendency is the case of
black performers, who are significantly over-represented in
the oppositional category. This is largely a result of the
influence of rap music, a genre dominated by black artists.

The nationality of a video artist seems to have a
certain predictive power regarding the likelihood of
oppositional commentary, with American performers engaging
in such critique far more often than their British or
Canadian counterparts. This is a rather puzzling finding,
particularly given the widespread perception within the
music industry that British artists are more socially
'aware' and perhaps even have more readily apparent issues

to criticize (a more depressed economy, more rigid class



divisions) . Punk rock, the most oppositional musical genre
yet devised was, after all, primarily a British phenomenon.
It is quite possible, however, that a certain degree of
'screening' by MuchMusic itself is responsible for this
state of affairs. That is, videcs dealing with the concerns
of the British working classes may be judged as
inappropriate for a Canadian audience and thus excluded
(unless, of course, they are also highly successful songs to
begin with). It is often commented in the Canadian media
that Canadians as a people are politically rather apathetic.
The truth or falsehood of this claim is difficult to
establish empirically, but there may be some support for
this idea if popular culture expressions are accepted as
anything of an accurate reflection of social attitudes.
Canadian videos are under-represented in every message
category (including conservative) with the enceptic .
MESSAGE 1, limited relevance.

It seems the strongest indicator of opposit.. . ! social
commentary in music videos is musical genre. Rap, rock, hard
rock and metal may be characterized as the musical genres
that most consistently make use of the video medium as a
platform for social critique. If these four genres are
divided into two groups: rap and the rock to metal grouping,
certain specific differences in structures of the genres may
be revealed as crucial to their propensity for oppositional

critique. While pop and pop rock arz gencrally melodic and
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euphonious musical styles, as the continuum moves toward the
metal extreme, the sound of the rock - hard rock -metal
genres becomes harsher, in a sense 'angrier'. It is not
surprising that a lyrical sub-text wedded to a harsh and
angry musical sub-texzt should itself become angry and
challenging. The force of these two integrated sub-texts
virtually demands a visual sub-text reflective of this
general attitude. To employ, for example, a visual sub-text
of peaceful pastoral settings with a hard rock or metal text
would be a laughably incongruous juxtaposition.

The structure of the rap sub-texzts similarly allow for
a 'natural' movement into oppositional critique. Although
the musical sub-texzt of a rap song is not intrinsically
'angry', it is not melodious in the same sense as pop Or
R&B, and a certain challenging .one is often the result. The
crucial point in rap musical structure, however, is the
'conversational' form that the lyrical sub-text is allowed
to take. The musical/lyrical sub-text integration in rap
texts does not follow a standard verse/chorus/ verse/chorus
progression; it more closely resembles one long verse
occasionally punctuated with a short recurring refrain. The
rap song becomes a story or a speech with much greater ease
than with any other genre, and the rapid-fire style of
singing, that is, 'rapping', allows for the transmission of
far more lyrical information. Finally, while the rock to

metal genres may be considered a white, lower middie to



middle class music, rap is generally performed and (to a
slightly lesser extent) listened to by the black working
class. Thus, while video texts of the former genres are
classified as oppositional approximately 50% to 100% more
often than expected, the corresponding figure for rap videos
is between 200% and 500%.

That oppositional commentary is not distributed evenly
across all musical genres is not surprising given the
fragmented state of popular culture communities in the
1990s. Indeed, the very concept of a 'mainstream' popular
music is becoming problemutic. Listening to a top 40 radio
station, one is likely to hear rock, pop, dance, rap and
country records all broadcast within hours or minutes of
each other, and for the first time in its history, the

Billboard album chart has listed a country record at number

one, followed only a few months later by a second.’" So
while popular music as a whole may not be capable, at
present, of galvanizing an overall 'youth culture' as it was
at least perceived to have done at certain points in its
history, its particular ‘'sub-cultures' do constitute
relatively coherent cultural communities. 1t is possible
that this trend is indicative of a certain fragmentation in
capitalist ideology itself; the popular cultural correlate

to "post-Fordism" or what Stuart Hall and Martin Jacques

“* Clint Black's "Ropin' the Wind" and Billy Fay Cyrus's
"Some Gave All" respectively.
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~call "New Times". According to Hall and Jacques:

...Britain and other advanced capitalist societies

are increasingly characterized by diversity,

differentiation and fragmentation, rather than

homogeneity, standardisation and the economies and
organisations of scale which characterised modern

mass society. (1989:11)

There is a readily apparent link from this perspective
to the concerns of postmodernism, and perhaps a more
optimistic way of incorporating these concerns. A
heterogeneous culture may be viewed as a more 'democratic'
culture; a step towards more open and flexible societal
discourse. It is the notion of discourse, in fact, that
represents a guiding thread running through virtually all
the theories and methodologies reviewed in this study. The
control of the production and distribution of cultural
discourse is the implicit subject of this analysis, and a
move towards a heterogeneous situation of 'many voices' the
underlying normative concern. As Cubitt asserts:

Any attempt to establish the democratic

credentials of the [video] medium has to begin by

pressing the claims to equal privilege of all

those involved in making meaning. (1991:2)

So while the continuing breakdown of the high/low
culture dichotomy and the present heterogeneity of popular
music may be interpreted as positive forces in the further
democratization of cultural expression (and thus the
hegemonic control of societal discourse), it is difficult to

predict just how far this process will be allowed to

progress. Laura Mulvey believed she had identified the



beginnings of this process as early as 1975:

Technological advances (16 mm and so on) have

changed the economic conditions of cinematic

production, which can now be artisanal as well as

capitalist. [...] The alternative cinema provides

the space for the birth of a cinema which is

radical in both a political and an aesthetic sense

and challenges the basic assumptions of the

mainstream film. (1989:15)
One assumes that with the continuing technological advances
of video production that the potential for an 'alternative'
music video genre also exists. There is, however, a certain
'ideology of slickness' in the realm of video production,
and -though challenging videos may be produced, one must
first gain access to the machinery capable of achieving a
certain aesthetic level of +:sual 'packaging'. It should be
noted here that MuchMusic does include a program called
"Indie Street"” in which artists who might not normally be
broadcast on music television, i.e. those not signed with a
major record label, are provided with a forum of their own.
This program, however, is only 30 minutes in length
(allowing time for perhaps six videos), is broadcast only
once (i.e. not 'recycled' through the programming day as
others are) and is shown late Friday evenings. Thus,
MuchMusic's forum for an 'alternative' music video
constitutes 0.8% of live programming and 0.3% of total
broadcast time.

In a related concern, the exact degree of artistic

' ut or control that is retained by artists themselves in

.ne production of videos is difficult to determine. It is
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unfortunate that MuchMusic lists only song title, artist a1d
record label during video broadcast, lending no insight into
who is responsible for video production and direction.?’ It
may be speculated, however, that certain genres are more
highly correlated with recording artist input than others,
and that this input generally parallels the degree of social
commentary found in these genres.

Directions for further research in this area are
numerous and wide ranging. How, for example, should the 10 -
20% proportion of oppositional videos be interpreted? Is 20%
'a lot' of criticism? The medium of music television
requires comparison to other popular culture media, as well
as to its own immediate past. A comparison of MuchMusic with
its American counterpart MTV would doubtless be
enlightening, as would a comparison of MuchMusic videos to a
larger sample of Québécois texts.

It is suggested here that the area of psychoanalysis be
retained as an informative tool in popular culture analysis.
The issue of the tension between flow and segmentation, and
its psychological effects on readers bears closer
examination. It has been suggested by some thaif as music
television scheduling comes to resemble that of network

television more closely, the subject becomes a moot point.

By contrast, the country music channel CMT (Country
Music Television) 1lists, in addition to title, artist and
label: the :sc from which the video is pulled; songwriter;
record producer; video producer and video director.
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At least 40 to 502 of MuchMusic's programming day, however,
is still filled by the "video flow" format, and the constant
sense of unfulfilled desire and lack of closure still
permeates this portion of the schedule. MuchMusic readers
receive "coming up" reminders, for example, at the rate of
approximately five per hour.™ The potential for examining
the degree to which video imagery mirrors the workings of
the unconscious mind is also an intriguing area of
investigation. Lacan has consistently maintained that the
unconscious is structured like a language (1977:30-113;
1990:17-25), and although the intricacies of that
'*language's' form are rather comple:x and not readily
accessible, the possibility for a 'semiotics of the
unconscious' at le~st theoretically exists.

Perhaps the most serious limitation on this study's
utility is in the necessarily subjective categorization of
video 'messages', particularly as it relates to the actual
MuchMusic audience, presumably not composed primarily of
sociologists and media theorists. The bulk of this
investigation has been taken up with a thecoretical and
methodological justification for these categorizations. No
matter how intricate and sophisticated the approach,

however, content analysis of popular culture products will

3 In an average eight hour period, veejays or recorded

voice-overs inform readers of what is "coming up" in the
immediate fucure 24 times, what lies ahead in the nexzt few
days 8 times and what will be shown in the following weex 11
times.



153
always be incomplete without the application of insights
derived from audience reception research. The MuchMusic
audience, for example, consists of a great number of rather
young readers, including many in their pre-teen years. And
while it is likely that many of these readers, socialized in
a milieu of music video and video games, are capable of
processing rapid-fire visual stimuli more efficiently than
the preceding generation, they may also lack the
sophistication to identify subtle variations that mark such
distinctions as that between 'straight' presentation and
parody. However, as more research designed to reveal reader
interpretations is conducted, textual readings which more

accurately reflect actual viewer perspectives will emerge.
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APPENDIX Al - MUCHMUSIC DAILY SCHEDULE - Monday, April o,
1992

12:00 wvideo flow
12:30 wvideo flow
13:00 wvideo flow
13:30 wvideo flow
14:00 wvideo flow
14:30 wvideo flow
15:00 wvideo flow
15:30 wvideo flow
16:00 wvideo flow
16:30 wvideo flow
17:00 wvideo flow
17:3C The Monkees 1

14:00 The Labatt Blue Spotlight 1 (Erica Ehm)
18:30 The Pepsi Power 30 1 (guest VeeJdays)
19:00 MuchWest 1 (Terry David Mulligan)

19:30 FAX 1

20:00 The Big Ticket 1 (Celebration at Big Sur)
20:30 The Big Ticket 1 (Celebration at Big Surx)
21:00 The Big Ticket 1 {(Celebration at Big Sur)
21:30 The Monkees 2

22:00 The Labatt Blue Spotlight 2

22:30 The Pepsi Power 30 2

23:00 MuchWest 2

23:30 FAX 2

{(Steve Anthony)
(Steve Anthony)
(Steve Anthony)
(Steve Anthony)
(Steve Anthony)
(Steve Anthony)
(Steve Anthony)
(Steve Anthony)
(Natalie Richard)
(Natalie Richard)
(Natalie Richard)

WP PPPP PP
N = e

00:00 The Big Ticket 2
00:30 The Big Ticket 2
01:00 The Big Ticket 2
01:30 wvideo flow
02:00 video flow
02:30 wvideo flow
03:00 wvideo flow
03:30 wvideo flow
04:00 wvideo flow
04:30 wvideo flow
05:¢> wvideo flow i
05:30 The Monkees 3

06:00 The Labatt Blue Spotlight 3
06:20 The Pepsi Power 30 3

07:00 MuchWest 3
07:30 FAX 3
08:00 wvideo flow
08:30 wvideo flow
09:00 wvideo flow
09:30 video flow
10:00 video flow
1C:30 wvideo flow
11:C0 wvideo flow
11:30 wvideo flow
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ERPPENDIZ A2 - MUCHMUSIC DAILY SCHEDULE - Tuesday, April 7,

1952
:00 wvideo flow A 1 (Steve Anthony)
:30 video flow A 1 (Steve Anthony)
:00 wvideo flow A 1 (Steve Anthony)
:30 wvideco flow A 1 (Steve Anthony)
:00 wvideo flow A 1 (Steve Anthony)
:30 wideo flow A 1 (Steve Anthony)
:00 wvideo flow A 1 (Steve Anthony)
:30 wvideo flow A 1 (Steve Anthony)

:00 Life on Venus Ave. 1 (Ziggy Lorenc)
Life on Venus Ave. 1 (Ziggy Lorenc)
:00 wvideo flow B 1 (Erica Ehm)

:30 The Monkees 1

:00 The Labatt Blue Spotlight 1 (Erica Ehm)
:30 The Pepsi Power 30 1 (Teresa Roncon)
:00 MuchWest 1 (Terry David Mulligan)
:30 FAX 1

:00 Life on Venus Ave. 2

:30 Life on Venus Ave. 2

:00 video flow B 2
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21:30 The Monkees 2

22:00 The Labatt Blue Spotlight 2
22:30 The Pepsi Pcwer 30 2

23:00 MuchWest 2

23:30 FAVY 2

00:00 video flow A 2

00:30 wvicdeo flow A 2

01:00 video flow A 2

01:30 wvideo flow A 2

02:00 wvideo flow A 2

02:30 wvideo flow A 2

02:00 wvideo flow A 2

03:30 wvideo flow A 2

04:00 Life on Venus Ave. 3

04:30 Life on Venus Ave. 2

05:00 video flow B 3

05:30 The Monkees 3

06:00 The Labatt Blue Spotlight 3
06:30 The Pepsi Power 30 3

07:00 MuchWest 3

07:30 FAX 3

08:00 wvideo flow
08:30 wvideo flow
09:00 video flow
09:30 video flow
1¢:00 video flow
0:30 video flow
1:00 video flow
1:30 wvideo flow

e i e
WWWWWwWwww
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APPENDIX A3 - MUCHMUSIC DAILY SCHEDULE - Wednesday, April =8,

1952

video flow
video flow
video flow
video flow
video flow
video flow

(Erica Ehm)

(Erica Ehm)

(Erica Ehm)

(Erica Ehm)

(Exica Ehm)

(Erica Ehm)

video flow (Erica Ehm)

video flow (Exrica Ehm)

Hostess Sneak Previews (Simon Evans)
Hostess Sneak Previews (Simon Evans)
video flow B 1 (Simon Evans)

The Monkees 1

The Labatt Blue Spotlight 1 (Erica Ehm)
The Pepsi Power 30 1 (Teresa Roncon)
MuchWest 1 (Terry David Mulligan)
FAX 1

Hostess Sneak Previews 2

Hostess Sneak Previews 2

video flow B 2

The Monkees 2

The Labatt Blue Spotlight 2

The Pepsi Power 30 2

MuchWest 2

FAX 2

PP PP
e M e

video flow
video flow
video flow
video flow
video flow
video flow
video flow
video flow
Hostess Sneak Previews 3
Hostess Sneak Previews 3
video flow B 3

The Monkees 3

The Labatt Blue Spotlight 3
The Pepsi Power 30 3
MuchWest 3
FAX 3
video flow
video flow
video flow
video flow
video flow
video flow
video flow
video flow
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APPENDIZ A4 - MUCHMUSIC DAILY SCHEDULE - Thursday, April 9,
1992

12:00 wvideo flow
12:30 wvidec flow
13:06 wvideo flow
' video flow
: 00 wvideo flow
:30 wvideo flow

(Michael Williams)
(Michael Williams)
(Michael Williams)
(Michael Williams)
(Michael Williams)
(Michael Williams)
:00 wvideo flow (Michael Williams)
:30 wvideo flow (Michael Williams)
:00 RapCity 1 (Michael Williams)
: RapCity 1 (Michael Williams)
:00 Mike & Mike 1
:30 The Monkees 1
:00 The Labatt Blue Spotlight 1 (Erica Ehm)
:30 The Pepsi Power 30 1 (Teresa Roncon)
:00 MuchWest 1 (Terry David Mulligan)
19:30 FAX 1
20:00 RapCity 2
20:30 RapCity 2
21:00 Mike & Mike 2
21:30 The Monkees 2
22:00 The Labatt Blue Spotlight 2
22:30 The Pepsi Power 30 2
23:00 MuchWest 2
23:30 FAX 2
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00:00 video flow
00:30 video flow
01:00 video flow
01:30 video flow
02:00 wvideo flow
02:30 video flow
03:00 wvideo flow
03:30 video flow
04:00 RapCity 3
04:30 RapCity 3
05:00 Mike & Mike 3

05:30 The Monkees 3

06:00 The Labatt Blue Spotlight 3
06:30 The Pepsi Power 30 3

07:00 MuchWest 3
07:30 FAX 3
08:00 video flow
08:30 video flow
09:00 video flow
09:30 video flow
10:00 wvideo flow
10:30 video flow
11:00 wvideo flow
11:30 video flow
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APPENDIX A5 - MUCHMUSIC DAILY SCHEDULE - Friday,

1992

video flow
video flow
video flow
video flow
video flow
video flow

(Steve Anthony)

(Steve Anthony)

(Steve Anthony)

{Steve Anthony)

(Steve Anthony)

(Steve Anthony)

video flow (Steve Anthony)

video flow (Steve Anthony)

The Coca-Cola Countdown (Steve Anthony)
The Coca-Cola Countdown (Steve Anthony)
video flow B 1 (Natalie Richard)

The Monkees 1

The Labatt Blue Spotlight 1 (Erica Ehm)
video flow B 1 (Natalie Richard)
MuchWest 1 (Terry David Mulligan)

FAX 1

The Coca-Cola Countdown 2

The Coca-Cola Countdown 2

Combat des Clips

Combat des Clips

The Labatt Blue Spotlight 2

video flow B 2

MuchWest 2

FAX 2

PYPPPOYY
Yl

City Limits (Simon Evans)
City Limits (Simon Evans)
City Limits (Simon Evans)
Indie Street (Simon Evans)
video flow A 2

video flow A 2

video flow A 2

video flow A 2

The Coca-Cola Countdown 3
The Coca-Cola Countdown 3
video flow B 3

The Monkees 3

The Labatt Blue Spotlight 3
video flow B 3

MuchWest 3
FAX 3
video flow
video flow
video fiow
video flow
video flow
video flow
video flow
video flow

e i g B B
WWWwWwwwww
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APPENDIYZ A6 - MUCHMUSIC DAILY

12:
12:
13:
13:
14:
14:
15:
15:
16:
16:
17:

00
30
00

: 00
11:

30

Start Me
Start Me
Start Me
Start Me

1992

Up 1 (Michael
Up 1 (Michael
Up 1 (Michael
Up 1 (Michael

SCHEDULE - Saturday,

Williams)
Williams)
Williams)
Williams)

165
April 11,

Golden Age of Rock N Roll 1
Gelden Age of Rock N Roll 1
RSVP 1 (Michael Williams)
RSVP 1 (Michael Williams)
Soul in the City 1 (Michael
Soul in the City 1 (Michael
X-Tendamix 1 (Master - T)
X-Tendamix 1 (Master - T)
The Labatt Blue Spotlight 1
X-Tendamix 1 (Master - T)
X-Tendamix 1 (Master - T)
X-Tendamix 1 (Master- T)
Soul in the City 2

Soul in the City 2
X-Tendamix 2

X-Tendamix 2

The Labatt Blue Spotlight 2
X-Tendamix 2

X-Tendami:x 2

X-Tendamix 2

Start Me
Start Me
Start Me Up 2

Start Me Up 2

Golden Age of Rock N Roll 2
Golden Age of Rock N Roll 2
RSVP 2

RSVP 2

Soul in the City 3

Soul in the City 3
X-Tendamix 3

X-Tendamix 3

The Labatt Blue Spotlight 3
X-Tendamix 3

X-Tendamix 3

X-Tendamix 3

Start Me Up 3

Start Me Up 3

Start Me Up 3

Start Me Up 3

Golden Age of Rock N Roll 3
Golden Age of Rock N Roll 3
RSVP 3

RSVP 3

Up 2
Ip 2

Williams)
Williams)

(Master - T)
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APPENDIX A7 - MUCHMUSIC DAILY SCHEDULE - Sunday, April 12,
1992

12:00 Start Me Up
12:30 Start Me Up
13:00 sStart Me Up
13:30 sStart Me Up
14:00 Start Me Up (Erica Ehm)

14:30 Start Me Up (Exica Ehm)

15:00 Outlaws and Heroces 1 (Bill Welychka)

15:30 Outlaws and Heroes 1 (Bill Welychka)

16:00 Cliptrip 1 (Erica Ehm)

16:30 wvideo flow A 1 (Michael Williams)

17:00 wvideoc flow A 1 (Michael Williams)

17:30 wideo flow A 1 (Michael Williams)

18:00 The Labatt Blue Spotlight 1 (Kim Clarke Champniss)
18:30 The Pepsi Power 30 1 (Teresa Roncon)

19:00 Backtrax 1 (Terry David Mulligan)

19:30 Backtrax 1 (Terry David Mulligan)

20:00 Cliptrip 2

20:30 wvideo flow A 2

21:00 wvideo flow A 2

21:30 wvideo flow A 2

22:00 The Labatt Blue Spotlight 2

22:30 The Pepsi Power 30 2

23:00 Backtrax 2

23:30 Backtrax 2

(Erica Ehm)
(Erica Ehm)
(Erica Ehm)
{Exrica Ehm)

e e

00:00 Start Me Up
00:30 Start Me Up
01:00 Start Me Up
01:30 Start Me Up
02:00 Start Me Up
02:30 Start Me Up
03:00 Outlaws and Heroes 2

03:30 Outlaws and Heroces 2

04:00 Cliptrip 3

04:30 video flow A 3

05:00 wvideo flow A 3

05:30 wvideo flow A 3

06:00 The Labatt Blue Spotlight 3
06:30 The Pepsi Power 30 3

07:00 Backtrax 3

07:30 Backtrax 3

08:00 Start Me Up 3

08:30 Start Me Up 3

09:00 Start Me Uux 3

09:30 Start Me Up 3

10:00 Start Me UUp 3

10:30 Start Me Jp 3

11:00 Outlaws and Heroes 3

11:30 Outlaws and Heroes 3

NN
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APFPENDIAX B - MUCHMUSIC PROGRAMMING

(O}

The Monkees
Mon Tue Wed Thu Fri - 17:30 - 30 min.

Syndicated television show from the 1960s. The Monkees
was a musical sit-com exploiting the popularity of The
Beatles by presenting a rather bland and ideologically
safe version of the group. (Hence their commcn nickname:
"The Pre-Fab Four"). The program is interesting in that
passages in each episode resemble precursors to the
music videos of today.

The Labatt Blue Spotlight
Mon Tue Wed Thu Fri Sat Sun - 18:00 - 30 min.

Videos, interviews and background information featuring
a different group or artist each day. Interviews are
normally from appearances on MuchMusic or at other music
industry events during the last two to three years.

The Pepsi Power 30
Mon Tue Wed Thu Sun - 18:30 - 30 min.

Videos and news related to the genres of hard rock and
heavy metal music. The program is described as "raw,
rebellious and rousing”.

MuchWest
Mon Tue Wed Thu Fri - 19:00 - 30 min.

MuchMusic's Vancouver 'branch office', supposedly
providing "a west coast perspective on the Canadian
music scene." In practice it seems little different from
the basic video flow segments from Toronto. Usually shot
from various locations in and around Vancouver.

FAX
Mon Tue Wed Thu Fri - 19:30 - 30 min.

"Daily dispatches from behind the front lines of popular
culture.” Program of entertainment news including music,
film, television, visual arts, fashion, "and all that is
creative." Does not normally include the broadcast of
music videos except as 'outros' to the program as the
credits roll across the screen.



lo3g

6. Life on Venus Ave.
Tue - 16:00 - 60 min.

"The glamour cf romance as 2%iggy [Lorenc] provides
provocative conversation, intimate advice and great
MusicVideos." [sic] Program focuses on love and romance
in videos broadcast and discussion between videos. A
relatively conventional perspective on sex roles that
occasionally touches on the issues of patriarchy and
sexism.

7. The Hostess Sneak Previews
‘Wed - 16:00 - 60 min.
Video 'premieres' and the broadcast of recently released
videos. Program name is something of a misnomer, as moust
videos have been previously broadcast.

8. RapCity
Thu - 16:00 - 60 min.

Program concentrating on the genres of rap and closely
related hybrids (rap reggae, 'hiphop' in general). A
relatively 'political' program in the content of videos
broadcast and VeeJay Michael Williams' commentary. "Lhe
definitive look at hiphop and rap. Documents the
artists, issues and lifestyles surrounding today's most
exciting new form of music."”

9. The Coca-Cola Countdown
Fri - 16:00 - 60 min.

"MuchMusic's official chart" documents the current
‘week's top 30 videos. Videos broadcast include the top
five, new additions and fast - rising videos. VeedJday
does not appear in front of camera, but narrates as a
voice-over.



10.

11.

12.
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Mike & Mike's Exzcellent Cross-Canada Adventure
Thu - 17:00 - 30 min.

Mike Campbell and Mike Rhodes document a trip across
Canada, often featuring smaller communities. Videos
broadcast manifest no particular theme and are not
exclusively Canadian, but are relevant in some way to
the community or events occurring in each week's
program. "Mike and Mike celebrate the nation through the
faces, the voices, the varied music tastes of places
great and small across Canada. Two music-minded guys
with one name, an expense account and a camera."
Occasinonally billed during brief promo clips as a
"postmodern portage."

Start Me Up
Sat - 12:00 - 120 min./Sun - 12:00 - 180 min.

Identical to the weekday video flow segments, but
concentrating on the genre of rock music. "Start Me Up"
was the title of a popular Rolling Stones song released
1981.

'RSVP

Sat - 15:00 - 60 min.

Acronym of Requested Songs for Video Play; viewers mail
or FAX in their requests accompanied by hand drawn or
mechanically reproduced representations of the requested
recording artist(s). VeeJays select approximately ten
requests for broadcast each week and display the
respective drawings. During video flow segments there
are occasional "Daily RSVPs" when two requests are
broadcast.

Outlaws ard Heroes
Sun - 15:0y - 60 min.

Program featuring country artists. Not necessarily
crossover 'pop country' videos. "Country music for the
'90s, covering everything from traditional to fringe.
Country spirit with a rock 'n' roll heart."



14.

15.

16.

17.
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Soul in the City
sat - 16:00 - 60 min.

Focuses on the ¢genres oftren grcuwed under the heading of
rhythm and blues. The cnly MuchMusic program overtly
classified in terms of race. "Canada's soul music
source, profiling the past and present of black music,
domestic and international."

X—-Tendamix
Ssat - 17:00 - 150 min.

Program concentrating on dance music. It is primarily
but not exclusively black music and intersects with such
genres as reggae and R & B. This program is unique in
that only here are more than three videos broadcast
consecutively. As many as six videos are commonly played
back to back, possibly in aid of the program's use as
dance music in practice.

Cliptrip
Sun - 16:00 - 30 min.

Program of international videos; that is videos produced
in countries other than those considered the primary
csources of Western pop and rock (The United States,
Great Britain, Canada, Australia, Ireland and New
Zealand) . Also includes 'ethnic' music produced in the
primary countries or elsewhere. "A weekly video trip

‘around the world. International, multicultural and

multilingual videos show-casing indigenous music 1in
modern form."

Backtraxu
Sun - 19:00 - 60 min.

An historical perspective on popular music, featuring
older wvideos. Since music videos have been an integral
part of the industry only one decade, many of the
'videos' broadcast are taken from past concert
performances. "Documenting where it all came from to
gain perspective on the meaning of popular music.”
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Combat de 3

Fri - 21: 0 min.

An interactive program in which viewers phone in (or
FA¥Y) to vote for one of two videos set up in oppocsition
to each other. The 'winner' meets ancther video
challenger the following week urnitil dethroned. Other
videos are broadcast in addition to the competitors, and
the winning videoc is shown a second time at the
program's conclusion. Viewers are charged a minimal cost
for calling in their votes as is standard with 1-900
telephone numbers. In the present sample, mcney
collected was to be donated to AIDS research.

indie Street
Fri - 23:00 - 30 min.

Program feacuring videos produced by performers who are
not signed to a recording contract or are affiliated
with a small 'independent' record company. Videos are
primarily Jlow budget productions and may be of any
genre.

City Limits
Fri - 00:00 - 90 min.

Features "alternzative musical and visual style.” A
rather nebulous genre, 'alternative' music is defined in
opposition to ‘mainstream' and grew out of the 'new
wave' movement of approximateiy 1977-82. The designation
'alternative' is almost universally disliked by those so
labelled. Most cften resembles a more intelligent and
irreverent pop rock and is reflective of a white, upper
middle class, college educated audience; the music often
hcard on campus radio. Both "Indie Street” and "City
Limits" are unique in that they are broadcast live only
and not repeated. The also occupy anomalous late night
Lime slots.

The Big Ticket
Mon - 20:00 - 60-120 min.

Live concerts and pop nusic movies from past and present
eras. Ranges from such well-known past events as the
1969 Woodstock concert to a recent acoustic R.E.M.

conc. rt.



22. The Golden Age of Rock 'n' Roll
Sat - 14:00 - 60 min.

‘Syndicated 12 - part television series on the history of
rock music.

note: All quotes taken from 1992 MuchMusic press kit

Times indicated refer to live 'first-run', Eaztarn
time.



173

APPENDIZ C - COLES

VID - wvirdeo

VJA - first appearing video jockey (video fluw A)
VJB - second appearing video jockey (video flow B)

VIJW - muchWest Video Jockey

VJS - Spotlight Video Jocklkey

VJP - sneak Previews Video Jockey
VJO - pOwer 30 Video Jockey

VJR - Rap city Video Jockey

VJID - combat Des clips Video Jockey
VJL - city Limits Video Jocke

VJI - Indie street Video Jockey
VJU - start me Up Video Jockey

VJC - soul in the City “idew Jockey
VIV - rsVp Video Jockey

VJH - outlaws and Heroes ¥iueo Jockey
VJT - clipTrip Video Jockey
VIJE - life on vEnus ave. Video Jockey

VJK - bacKtra: Video Jockey
VIX - X-tendami: Video Jockey
VIG - Guest Video Jockey

TBT - The Big Ticret

RFX - Rapid FaX

CCL - Canada Concert Listings
VDJ - ViDeco Jungile

FAS - FAShion notes

PIN - Past INterview clip

PLP - Past Live Perfcrmance clip
GLD - GolDen age of rock £ roll (syndicated)
FCL -- Film CLip

CAS - Canadian Artist Series

INF - general INFormetion

PAD - Product ADverstisement

MAD -~ Muchmusic ADvertisement

FAD - Film ADvertisement

SAD - public Service ADvertisement
CAD - Contest ADvertisemont



APPENDIX D - SAMPLE CODIRG OF MUCHMUSIC BROADCAST CONTENT

WEDNESDAY APRIL 8 1992

10:00

MAD:
VJA:
VID:
VID:
MAD:
PAD:
PAD:
CAD:
CAD:
VJA:
VID:
VID:
MAD:
PAD:
FAD:
PAD:
CAD:
VJA:
VID:
VID:
VID:
CCL:
PAD:
PAD:
SAD:
PAD:
RFX:
VJA:
VID:
VID:
VID:
MAD:
FAD:
PAD:
SAD:
MAD:
VJA:
VID:
VID:
VID:
CCL:
PAD:
PAD:
PAD:
CAD:

- 14:00 VvJ A: ERICA EHM
MuchMusic

coming up (interview)

"Sinking Like a Sunset" - Tom Cochrane
"Pulling Back the Reins" - k d lang
coming up

Harvey's restaurants

McDonalds pizza

Caribbean

shopping

discusses articles in "Canadian Musician" magazine
"Je danse dans ma tete” - Celine Dion

"Great Big Love" - Bruce Cockburn

coming up

Crispers

"The Babe"

Heinz ketchup

Caribbean
coming up
"ILaid €c L
"One" - U2
"Lovers in a Dangerous Time" - Barenaked Ladioes
Red Deer

Doritos

Tribe perfume

kids help phone

Hyundai

George Lagogianes

coming up

"Celebrate"” - Infidels

"System of Survival" - Earth, Wind and Fire
"Express Yourself"”

coming up

"Sleepwalkers"”

chat line

science and technology

coming up this week

articles in "Rolling Stone" magazine/coming up

P K s PN I R R O 1) ™ Voo , e v
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"Picture Show" - John Prine

"Human Touch" - Bruce Springsteen

"A Horse in the Country" - Cowboy Junkies
Vancouver

Tribe perfume

Bold Hold

Heinz ketchup
party
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CAD: ZLuckyv Town

VJA: shows co-worker's baby/coming up
VID: "Hazara chapter two" - Richard Marx
VID: "Make You a Believer" -~ Sass Jordan
MAD: coming up this week

PAD: Salon S5electives

FAD: "Sleepwalkers™

PAD: Reese's peanut butter cups

PAD: "This is Music 92" disc

PAD: Pepsi

VID: "Times Like These" - The Razorbacks
VID: "All the Lovers in the World" - Gowan
CCL: Winnipegq

CAD: party

PAD: McDonalds pizza

PAD: McDonalds pizza

CAD: Paris

VID: "Je dois m'en aller” - Niagara

RFX: Gernrge L.

VJA: info on AIDS concert/coming up

VID: "America: What Time is Love" - The KLF
VID: "Hit" - The Sugarcubes

MAD: coming up

PAD: Stephen King videos

PAD: Hyper Color shirts

CAD: Caribbean

PAD: Petro-Canada

VJA: interviews school kids in studio re. books/computer
books

VID: "Right Now" - Van Halen

VID: "Head Over Heels" - Frozen Ghost
MAD: coming up

PAD: Jolly Rancher candy

PAD: No:tema skin cream

PAD: Raisin Bran cereal

MAD: coming up this week

VID: "Tears in Heaven" - Eric Clapton
VID: "I'm not Blind"” - Carole Pope

FAD: "Sleepwalkers"”

SAD: science and tech

PAD: Nissan

PAD: "This is Music 92" disc

VJA: coming up

VID: "Chic Mystique" - Chic
VID: "Hail Hail Rock 'N' Roll - Garland Jeffreys
VID: "Combat des races” - Les Portes Mentaux

CCL: Toronto

PAD: Stephen King videos

CAD: Caribbean

PAD: Ouy5 acne skin cream

PAD: Heinz ketchup

VJA: interview & live performance: Toad the Wet Sprocket



PAD:
PAD:
PAD:
MAD:
MAD:
MAD:
MAD:
MAD:
MAD:
MAD:
MAD:
MAD:
VID:
CCL:
PAD:
PAD:
PAD:
PAD:
VJA:
VID:
VID:
MAD:
PAD:
PAD:
PAD:
PAD:
MAD:
MAD:
MAD:
VJIE
RVID:
RVID:
VID:
CCL:
PAD:
PAD:
PAD:
PAD:
RFX:
VID:
PAD:
PAD:
PAD:
PAD:
MAD:
VJA:
VID:
MAD:

14:00

MAD:

Raisin Bran cereal

"Hip House" disc

McDonalds pizza

MuchMusic programs

Sneak Previews

Power 30

Mike and Mike

Spotlight

Monkees

Soul in the City

City Limits

Outlaws and Heroes
"Temptation" - The Bo:
Toronto

Molson Dry

McDonalds pizza

Petro-Canada

Crispy Crunch ~hocolate bars
~ming up (intc. 7iew)
“fhinkin' Back" - Color Me Badd
"World Love”™ - Lisa Lougheed
coming up

chat line

Heinz ketchup

Duracell batteries

Salon selectives

coming up ne:xt week

crming up ‘.. 1s week

dusly RSVP

RSYP letters and drawings

"Thrills i~ the Night" - Kiss

"Deep Deep rrouble" - Barc and Homar Simpson
"Le prive" - Michel Rivard
Toronto

Reebck running shoes

Pert sham>00

Doritos

Western Union

George L.

"Running Wild in the 21st Century” - Heli:x
Reese's peanut butter cups

Bold Hold hairspray

Nintendo

Heinz ketchup

coming up next week

interview with singer Chris Whitley
"Poison Girl" - Chris Whitley
coming up today

- 15:00 SNEAK PREVIEWS VJP: SIMON EVANS

Sneak Previews intro clip
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PAD:
PAD:
CAD:
CAD:
VJB:
VID:
MAD:

15:30

Monke
FAD:
PAD:
Monke
FAD:
CAD:
Monke
SAD:
Monke
MAD:

16:00

MAL:
VIS
PIN:
PAD:
PIN:
VID:
PIN:
VID:
PIN:
VID:
PIN

VID:
VID:
MAD:
PAD:
MAD:

16:30

MAD:
VJo:
VID:
VID:
MAD:
PAD:
FAD:
CAD:
MAD:
VvJo:

McDonalds pizza

"H.p House" disc

party

Paris

coming up

"Thought I'd Diec and Gone to Heaven" - Bryan Adams
MuchMusic

- 16:00 THE MONKEES (syndicated)

es

"Sleepwalkers”
McDonalds pizza

es

"The CucLtinnq Edge"
Caribb:an

es

kids loone

es

Muck' . 27 o

- 16:30 THE BLUE SPOTLIGHT VJS: ERICA EHM

Spotlight intro clip

background info on Gune and Roses
Guns and Roses

Crispers

Guns and Roses

"Welcome to the Jungle™ - Guns and Roses
Guns and Roses

"Sweet Child of Mine"” - Guns and Roses
Guns and Roses

"Paradise City" - Guns and Roses

-«uns and Roses

"You Cculd be Mine" - Guns anrd Roses
"Live and Let Die" - Guns and r.)ses
Spotlight

Petro-Canada
MuchMusic

- 17:00 THE PEPSI POWER 30 VJO: TERESA RONCON

Power 30 intro clip

coming up next week/GnR AIDS benefit controversy
"Hang Me Up" - War Babies

"Brother's Eyes"” - Kill for Thrills

coming up

Pepsi

"The Babe"

Caribbean

coming up this week

music info & news/co~ing up
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VID: "Wake Up Dead" - Megadeth

VID: "Stop" - Jane's Addiction

VJO: heavy metal concerts:
Vancouver/Toronto/Guelph/Pickering/Qakville/London/Windsor/
Montreal/Hamilton/London/Toronto/Toronto/London/Hamilton/
Medicine Hat/Lethbridge/Windsor

PAD: Pepsi

FAD: "Sleepwalkers"

PAD: Salon Selectives

PAD: Heinz ketchup

MAD: coming up next week

MAD: coming up this week

VJO: info/news

VID: "What You Give" - Tesla

MAD: coming up next week

17:00 - 17:30 MUCHWEST VJW: TERRY DAVII MULLIGAN

MAD: MuchWest intro clip

VJW: coming up

VID: "Viva Las Vegas" - 2 7 Top

VID: "In the Ghetto" - Beats International

CCL: Vancouver

PAD: Nissan

PAD: McID'onalds pizza

CAD: Lucky Town

VIW: coming up

ViD: "The Bug" ~ Dire Straits

VID: "Plastic" - Alanis

MAD: MuchWest

PAD: "This is Music 92" disc

PAD: Jolly Rancher candy

MAD: coming up next week

VJIJW: writing address/coming up ne:t week/coming up
VID: "Colors" - Ice - T

VID: "I'm Showin' You” - Maestro Fresh Waes (credit roill)
MAD: MuchMusic

17:30 - 18:00 FAX MONIKA DEOGL and LANCE CHILTON

MAD: FAX intro clip

FAX

SAD: kids phone

MAD: coming up this week

FAX

concerts: Toronto/Torcnto/Vancouver/Toronto
FAX

PAD: Pepsi

PAD: chat liine

PAD: Crispy Crunch chocolate bars
MAD: coming up next week

FAX (credit roll)
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FAD: "Sleepwalkers”

PAD: Reebhok

MAD: coming up ne:xt week
END OF LIVE PROGRAMMING
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APPENDIX E - VIDEOS IN SAMPLE

001.
002.
003.
004.
005.
006,
007.
008.
009.
010.
01l1.
012.
013.
014.
015.
Oleo.
017.
018.
019.
020.
021.
022.
023.
024.
025.
026.
027.
028.
029.
030.
031.
032.
033.
034.
035.
036.
037.
038.
039.
040.
041.
042.
043.
044.
045.
046.
047.
048.
049.

"Let's Get Rocked" - Def Leppard

"Too Much Passion" - The Smithereens

"Not the Only One" - Bonnie Raitt

"Human Touch" - Bruce Springsteen

"Play Some Honky-Tonk Music" - Prai:.ie Qyster
"Great Big Love"” - Bruce Cockburn

"Heart in Danger" - Southern Sons

"Call My Name" - Love and Sas

"Vanille" -~ Elli Medeiros

"High" - The Cure

"Ghost of a Texas Ladies Man" - Concrete Blonde
"Treaty" - Yothu Yindi

"Mistadobalina" - De. Tha Funky Homosapien
"Quicksand Jesus" -~ Skid Row

"Bohemian Rhapsody”" - Queen (Wayne's World)
"Baby Doll"™ - Big House

"Sowing the Seeds of Love" - Tears tor trars
"Laid So Low (Tears Fall Down)" - Tears for Fears
"Sinking Like a Sunset"” - Tom Cochrane

"Sharp Dressed Man" -~ ZZ Top

"Sauvez mon ame" - Luc de la Rochelliere
"Covered" - PIL

"Everything About You" - Ugly Kid Joe

"Shamus Calhune" - Sing Along with Tonto
"Innocent (With an Explanation)®™ - Luba

"Papa it que j'ai la rage”" - Ralph et les Baronics
"The Wild Life" - Slaughter

"How to Dance" - BingoBoys

"World Love" - Lisa Lougheed

"Make You a Believer" - Sass Jordan
"Faithlessly Yours" - Art Bergmann

"Je danse dans ma tete" - Celine Dion

"Save the Best for Last" - Vanessa Williams
"Violence of Summer" - Duran Duran

"Summer of €9" - T+ =an Adams

"Maybe the Next .im." - Sue Medley

"Hail Hail Rock 'HN' Roll" - Garland Jeffreys

"I Think I Love You Too Much" - Jeff Healey Band
"Celebrate" - Infidels

"Love Shack" - B-52s

"Nothing Else Matters" - Metallica

"Bitch School" - Spinal Tap

"Under the Bridge" - Red Hot Chili Peppers

"The Criminal" - Sons of Freedom

"One" - U2

"La guerre est fini" - Indochine

"Everything Reminds Me of My Dog" - Jane Siberry
"Luka" - Suzanne Vega

"Make it Happen" - Mariah Carey
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MAD: coming up

VJP: talks with kids in studio/coming up
VID: "One Word" - Baby Animals
VID: "The Wild Life" - Slaughter
MAD: Sneak Previews

PAD: Hostess potato chips

FAD: "The Babe"

PAD: McDonalds pizza

VJpP: coming up

VID: "Night Train" - Public Enemy
VID: "Black Flag" - King's X

MAD: Sneak Previ~2ws

PAD: Hostess potato chips

PAD: Oxy5 acne cream

PAD: Hyundai

VJP: coming up

VID: "Only Losers Take the Bus (Dump the Dead)" - Fatima
Mansions

VID: "Steal Your Fire" - Gun

VID: "Take 5" - Northside

MAD: Sneak Previews

FAD: "Sleepwalkers"™

PAD: Bold Hold hairspray

PAD: chat line

CAD* shopping

VJP: coming up

VID: "Little Wing" - Stevie Ray Vaughan
VID: "Tired Wings" - The Four HOrsemen
MAD: Sneak Previews

FAD: "The Cutting Edge"

PAD: Hostess potato chips

PAD: Noxema skin cream

VJP: coming up/coming up this week

VID: "Constant Craving” - k d lang
VID: "I Drove All Night" - Roy Orbison
MAD: MuchMusic

15:00 - 15:30 vd B: SIMON EVANS
VJR: coming up

VID: "Let's Get Rocked" - Def Leppard
VID: "Baby Doll" - Big House

CCL: Halifax

PAD: Doritos

PAD: Tribe perfume

PAD: Raisin Bran

PAD: Pepsi

MAD: coming up next week

VJB: coming up this week

VID: "Who's Crying Now" - Randy Crawford
VID: "Not the Only One" - Bonnie Raitt
MAD: MuchMusic
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"Tears in Heaven" - Eric Clapton

"Right Now" - Van Halen

"I Can't Darce”" - Genesis

"Rush Rush" - Paula Abdul

"Bad" - Michael Jackson

"Pump it Up" - Le Boyfriend

"THC Groove" - The Bulletboys

"For the Love of Money" -- The Bulletboys
"Hang On St. Christopher® - The Bulletboys
"Talk to Your Daughter" - The Bulletboys
"Rumours of Glory" - Bruce Cockburn

"Hunger Strike" - Temple of Dogs

"Rus*y Cage" - Soundgarden

"Low Self Opinion" - .>llins Band

"Black Flag" - King's X

"Alive" - Pearl Jam

" (Everything I Do) I Do it For You" - Bryan Adams
"A Jorse in the Country" - Cowboy Junkies
"American Music" - Violent Femmes

"Love Monkey #9" - Booctsauce

“"Hazard - Chapter 2" - Richard Mar:x:

"I've Got You Under My Skin" - Neneh Cherry
"Come as You Are" - Nirvana

"Borr - Be Alive" - Adamsik with Soho

"A T - Tale" - Grapes of Wrath

"Donr. . ma chance" - Les B.B.

"Get Back" - Haywire

"Refuse to Die" - Too Many Coocks

"Wishes" - The Boomers

"Tammy Left Town" - Kurt Swinghamuer

"Romeo and Juliet”" - Stacy Earl

"My Lovin' (You're Never Gonna Get I1t)" - ki Vogue
"Trust Yourself" - Blue Rodeo

"Quand le soleil dit bonjour au:x montagnes" - Hodads
"Thought I'd Died and Gone to Heaven" - Bryan Adams
"Just Take My Heart" - Mr. Big

"Sex with Love" - Lee Aaron

" 'Cause Cheap is How I Feel"” - Cowboy Junkices
"Lettre a un cowboy”" - Mitsou

"Too Hot" - Alanis

"Colour of Love" - Snap

"Everything Changes"” - Kathy Troccoli
"Honestly" - Harem Scarem

"Viva Las Vegas" - ZZ Top

"Aux portes du matin" - Richard Seguin
"Bike" - Sara Craig

"A Question of Lust" - Depeche Mode
"Paradise City" - Guns and Roses

"Take it Like a Man” - Michelle Wright
"Drawn to the Rhythm" - Sara McLachlan
"Freeway of Love" - Aretha Franklin

"Happy Nightmare Baby" - Oval

o
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138.
139.
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"Steamy Windows" - Tina i..ner

"Fly Girl" - Queen Latifah

"She's My Baby" - Travelling Wilburys
"Keep it in Your Pants" - Young M.C.
"Just Drive, She Said" - Stan Ridgway
"Someone to Believe in You" - CTarole King
"The Prisoner" - Howard Jones

"Lift Me Up" - Howard Jones

"Cold Sweat" - The Sugarcubes
"Motorcrash" - The Sugarcubes
"Birthday" - The Sugarcubes

"Regina" - The Sugarcubes

"Planet" - The Sugarcubes

"Hit" - The Sugarcubes

"Walkin' Shoes" - Tora Tora

"Tired Wings" - The Four Horsemen
"Thunder Kiss '65" - White Zombie
"Happy Hour" - Love/Hate

"Angel of Harlem" - UZ2

"Brand New Lover”" - Lou Ann Barton
"Say it with Love” - Moody Blues
"Pulling Back the Reins" - k d lang

“Lovers in a Dangerous Time" - Barenaked Ladies
"System of Survival" - Earth, Wind and Fire

"Express Yourself" - Madonna

"Picture Show" - John Prine

"Times Like These" - The Razorbacks
"All the Lovers in the %World" - Gowan
"Je dois m‘en aller"™ - Niagara
"America: What Time is Love" - The KLF
*Head Over Heels" - Frozen Ghost

"I'm not Blind"” - Carocle Pope

"Chic Mystique" - Chic

"Combat Jd=s races" - lLes Portes Mentaux
"Temptation" - The Box

"Thinkin' Back" - Color Me Badd
"Thrills in the Night” - Kiss

"Deep Deep Trouble" - Bart and Homer Simpson

"Le prive" - Michel Rivard

"Running Wild in the 21st Century" - Helix
"Poison Girl" - Chris Whitley

"One Word" - Baby Animals

"Night Train" - Public Enemy

"Only Losers Take the Bus (Dump the Dead)"”
Mansions

"Steal Your Fire"” - Gun

"Take 5" - Northside

"Little Winqg" - Stevie Fay var an
"Constant Craving” - k d la:.

"I Drove All Night" - Roy Orbison
"Who's Crying Now" - Randy Crawford

"Welcome to the Jungle" - Guns and Roses
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153. "Sweet Child of Mine" - Guuiis and Roses

154. "You Could be Mine" - Guns ind Roses

155. "Live and Let Die" - Guns ~d Roses

156. "Hang Me Up" - War Babinmn

157. "Brother's Eyes" - Kill : -+ Thrills

158. "Wwake Up Dead" - Megade!

159. "Stop" - Jane's Addict-o

160. "What You Give" - Tesle

161. "The Bug" - Dire Strait.

162. "Plastic" - Alanis

163. "Colors" - Ice - T

164. "I'm Showin' You" - ™ stro Fresh Wes

165. "The Wave of the Futw: ' - Quadrophonia

166. "Quelque part" - Martine Chevrier

167. "Baby" - Lava Hay

168. "Edge of the World" - Marc Jordan

169. "Life is a Highway" - Tom Cochrane

170. "Fifteen Minute Talk" - Grace Under Pressure

171. "Girlfriend" - Matthew Sweet

172. "En amour" - Boule Noire

173. "Could it be I'm Falling in Love” - Messenjah

174. "Ordinary Man" - Mark Korven

175. "Love You All My Lifetime" - Chaka Kahn

176. "Voodoo Thing" - Colin James

177. "Angel from Montgomery" - Angel Spit Treeo

178. "Why"” - Annie Lennox

179. "The Black Book" - Cassandra Vasik

180. "Never Say Never" - Triumph

181. "No Such Thing" - Annette Ducharme

182. "Tomber" - Laurence Jalbert

183. "Helluvatime® - Slik Towxik

184. "Vibeology" - Paula Abdul

185. "Ain't it Heavy" - Melissa Etheridge

186. "Open Your Heart" - Madonna

187. "Baby Baby" - Amy Grant

188. "Diamond Mine" - Blue Kkodeo

139. "Si El Hombre Quiere™ - Rude Girl

190. "Rude Boys Come to Play" - True Culture

191. "Sunday Afterncon”™ - Lighter Shade of Brown

192. "Helluva" - Brotherhood Creed

193. "Check the O.R."™ - Organized Rhyme

194. "You Can't See What I Can See" - Heavy D and the Boyz

195. "Return ¢of the Funky Man" - Lord Finesse

186. "The Phuncky Feel One" - Cypress Hill

197. "Peace is Not the Wora to Play” - Main Source

198. "Language of Violence"” - Disposable Heroes of
Hiphoprisy

199. "Keep the Spirit Alive" - Killer Dwarves

200. "The Race is On" - Dave Edmunds and The Stray Cats

201. "Knock Me Down" - Red Hot Chili Peppers

202. "Give it Up" - The Trees

203. "Gonna Make You Sweat" - C & C Music PFactory
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204. "Here We Go" - C & C Music Factory

205. "Things that Make You Go Hmmm..." - C & C Music Factory

206. "Just a Touch of Love" - C & C Music Factory

207. "Pride (In the Name of Love) - Clivilles and Cole

208. "Rat Race" - Child's Play

209. "Switchblade Serenade”" - Spread Eagle

210. "Plague of Ignorance" - Law and Order

211. "Evil Invaders" - Razor

212. "How can I Keep from Singing" - Enya

213. "Higher than the Sun" - Primal Scream

214. "Ashes to Ashes" - David Bowie

215. "Let's Telk About Sex"™ - Salt N Pepa

216. "The Concept" -~ Teenage Fanclub

217. "Inside Out" - Crash Vegas

218. "Brand New Set of Lies" - Lost and Profound

219. "Black Velvet" - Alannah Myles

220. "Whatcha Do to My Body" - Lee Aaron

221. "Danse avant de tomber" - Carole Laure

222. "She Runs Hot" - Little Village

223. "142 Through" - Thomas Trio and the Red Albino

224. "Play with Me" - Bootsauce

225. "Dr. Feelgood™ - Motley Crue

226. "Mama Said Knock You Out" - L L Cool J

227. "Reste ami" - Nathalie Simard

228. "In the Ghetto" - Beats International

229. "100 Watt Bulb" - Infidels

230. "Losing My Religion" - R.E.M.

231. "Ma 'tit fille" - Buckwheat Zydeco

232. "Cream" - Prince

233. "Les yeux ouvert" - Enzo Enzo

234. "Rapper Chic" - Le Boyfriend

235. "Because I Love You" - Stevie B.

236. "I am Here" - Grapes of Wrath

237. "A Funny Place (The World Is)" - Mitsou

238. "Kid Ego" - Extreme

239. "Get the Funk Out” - Exztreme

240. "Mutha (Don't Wanna Go to School Today)" - Litremc

241. "Decadence Dance' - Extreme

242. "More than Words" - Extreme

243. "Hole Hearted" - Exztreme

244. "She's My Inspiration" - Barney Bentall & Legendary
Hearts

245. "She Ain't Pretty" - The Northern Pikes

246, "The Globe” - Big Audio Dynamite

247. "Unforgettable™ - Natalie Cole

248. "The Best of Me" - David Foster with Olivia Newton-John

249. "Centerfield" - John Fogerty

250. "To Be with You" - Mr. Big

251. "Rock N' Roll" - Led Zeppelin

252. "Baba O'Riley"” - The Who

253. "We Will Rock You" - Queen

254. "Addicted to that Rush"” - Mr. Big
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305.
306.
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"Enter Sandman"” - Metallica

"Talk is Cheap" - Rise Robots Rise

"Black Glove" - The Fluid

"The Statue Got Me High" - They Might be Giants
"Down with the Bass" - Firehouse

"She's So High" - Blur

"Look Into A Stranger's Eyes” - Human Drama
"Siva"™ - Smashing Pumpkins

"Leave Them All Behind" - Ride

"Ticket to L.A." - Urge Overkill

"Captain Ahap" - The Didjits

"Garbage Man” - The cramps

"Rikini Girls with Machine Guns"” - The Cramps
"Creature from the Black Leather Lagoon" - The Cramps
"Deadman's Curve” -~ Nash the Slash

"She Gives Me Love" - The Godfathers

"lLove to Rain" - Mack Mackenzie/Three O'Clock Train
"The Waiting One" - Annette and the Revtones
"nll I Need is You" - Lynne and the Rebels
"Memories of You" - Rock 'N' Horse Band

"The Feeling of Love" - Ronnie Prophet
"Slippin' Away" - Tineta Couturier

"Save Me" - Joanna Petty

"Smokestack Lightning" - Lynyrd Skynyrd 1991
"Satisfied" - Richard Marx

"Blanche comme la nuit" - Nicolas

"Tu tombes en amour" - Revolver

"Blow at High Dough" - The Tragically Hip
"pump it Up" - Elvis Costello

"Hanger 18" - Megadeth

"Take it All" - The Outfield

"My Love Life" - Morrissey

"Rock of Ages" - Def Leppard

"Suicide Blonde" - INXS

"Tonight"™ - New Kids on the Block

"Boy in the Box" - Corey Hart

"I'm Crying"” - Shanice

"Goodbye" - Tevin Campbell

"Ig's Not A Love Thing" - Geoffrey Williams
"Take Time" - Chris Walker

"Lift Every Voice (Take Me Away)" - Mass Order
"Trapped"” - Colonel Abrams

"Till We Meet Again" - Inner City

"They Can't Cope" - E.Q.

"I'm the One You Need" - Jody Watley

"Don't Lose the Magic™ - Shawn Christopher
"Two White Girls Pon A Mini Bus” - The Word
"l,ife is What You Make It" - Frighty and Colonel Mite
"Take Me Like I Am" - Spunkadelic

"Boomerang" - Spunkadelic

"Wherever U R" - Spunkadelic

"A.K.I.K.0." - Emeline Michel
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307. "Scatterlings of Africa" - Johnny Clegq

308. "You Called and Told Me" - Jeff Redd

309. "Don't Leave Me" - The Winansg

310. "Take My Advice" - Kym Sims

311. "The World Keeps on Turning” - Candi and the Backbeat

312. "Rockin' Over the Beat" - Technotronic

313. "Rico Suave" - Gerardo

314. "Mentirosa" - Mellow Man Ace

315. "Wiggle It" - TwO in a Room

316. "La Raza" - Kid Frost

317. "Let the Beat Hit 'Em" - Lisa Lisa and Cult Jam

218. "Sex Cymbyal" -~ Sheila E.

319. "Killer" - Seal

320. "Take Me Back to Love Again” - Kathy Sledgc

321. "Home is Where the Hurt Is" - J.C. Lodge

322. "Panama" - Van Halen

323. "Rocklandwonderland"” - Kim Mitchell

324. "Hold Her Dcwn" - Toad the Wet Sprocket

325. "God is A Bullet" - Concrete Blonde

326. "The Fly" - U2

327. "Wild Thing" - Jimi Hendrix

328. "Animal" - Def Leppard

32%. "Photograph” - Def Leppard

330. "Boomtown" - Andrew Cash

331. "Don't Make Me Dream About You" - Chris Isaak

332. "Twice As Hard" - Black Crowes

333. "Suck My Kiss" - Red Hot Chili Peppc:s

334. "Mama I'm Coming Home" - Ozzy Osbourne

335. "Janie's Got A Gun" - Aerosmith

336. "Jclie Louise" - Daniel Lanois

337. "bans la jungle des villes” - Michel Robert

338. "Don't Take Me Away" - Too Many Cooks

339. "The Night the Lights Went Out in Georgia" - Reha
McEntire

340. "Hey Good Lookin'" - The Mavericks

341. "Will I Do (Till the Real Thing Comes Along)" - Prairie
Oyster

342. "Don't Go Near the Water" -~ Sammy Kershaw

343. "Lonesome Kind" - Mark Koenig

344. "Some Girlis Do" - Sawyer Brown

345. "Rockin' Years" - Dolly Parton and Ricky Van Shelton

346. "Time to Come Back Home" - Lisa Brokop

347. "Waiting for the Deal to Go Down" - Dixiana

348. "Coincidencia" - Cheo Feliciano

349. "Diamonds and Pearls" -~ Prince

350. "What was Going Througnh My Head" - The Grapes of Wrath

351. "Chain of Fools" - Little Caesar

352. "Clouds in My House" -~ Voivod

353. "Outskirts of Life" - Blue Rodeo

354. "Feel Your Love" - Alanis

355. "Walk Away" - Alanis

356. "Bedroom Eyes" - Yngwie Malmsteen
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"shout it Out" - Shotgun Messiah

"All Lips and Hips" - Electric Boys

"2000 Miles" ~ Reptile Smile

"Before the Creation of Time” - Unleashed

"Black Coffee in Bed" - Squeeze

"Rock It" - Herbie Hancock

"Reck Around the Clock™ - Bill Haley and the Comets
"Pinball Wizard" - Elton John

"Sara" - Starship

"Suzanne" - Leonard Cohen

"As Long As We're Together" - Al Green

"History of the World in 3 Minutes Flat" - Michael
Mills

"At the Feet of the Mcon" - Parachute Club
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