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Music magazines and
gendered space:
The representation of artists on
the covers of Hot Press and Rolling
Stone
Yvonne Kiely
Abstract
Over the past two decades the commercial music magazine industry has lapsed
into a deepening cycle of continuous decline. The demise of the widely popular UK
pop music magazine, Smash Hits, in 2006 and the announcement of the final print
issue of NME in 2018 has been accompanied by music magazines worldwide reporting year-on-year declines in sales and readership. Meanwhile research has
found that portrayals of gender on music magazine covers are largely unrepresentative and unreflective of social heterogeneity – yet the gendered media histories of the industry’s enduring and iconic music magazines remain largely under
researched. In order to explore this, this feminist media research adopts a crosscultural, longitudinal design to track and compare the gendered media histories
on the covers of two music magazines; Rolling Stone (USA) and Hot Press (Ireland).
This is timely as cross-cultural research into the evolution of media representation
within these spaces is non-existent, despite the commercial importance placed on
magazine covers by both academics and industry experts. The results demonstrate
that, increasingly over time, these music magazine covers have become gendered
spaces. The images of women and of men in these spaces are being shaped by a
perpetual, intensifying narrowing process which has become embedded in media
practices over several decades and shared across continents. This paper argues
that this shared ‘crisis’ of representation demonstrates a strengthened relationship between branding, identity, and music media space.
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Introduction
Since the first music magazine in Ireland, Music World, was advertised in 1951
(Irish Press, 1951), the relationship between the Irish print music magazine industry and consumers has been marked by rises and falls in readership, changes in
content, ownership, and more recently in the last twenty years by spiralling decline and mass digitisation. Similarly, in the United States many once popular music publications such as Creem, Circus, and Blender have ceased print circulation.
Still, the 'flagship' publications of both nations, Hot Press (Ireland) and Rolling
Stone (USA), continue to survive in an increasingly homogenous market and can
be found on shelves alongside UK publications such as Mojo, Uncut, and (until very
recently) Q. In the 1980s, Rolling Stone reached one million readers (Wherry &
Schor, 2015) with a circulation of 700,000 copies (Applegate, 1996). The magazine’s growth has since reversed, as detailed by Rolling Stone’s 2019 Media Kit,
placing annual circulation at 518,000, which includes 27,000 newsstand sales (Rolling Stone, 2019). During the time that Jann and Gus Wenner were pitching the sale
of Rolling Stone to prospective buyers, internal documents forecasted circulation
revenue to fall by 50% to $6.3m by 2020, with its editorial budget also forecast to
be almost halved to $4.2m (Lazaroff, 2017). Across the Atlantic, one of Ireland's
longest running print magazines, Hot Press, has an average circulation figure of
18,736 (ABC, 2016). This figure marks a change in the fifteen-year trend of decline
which saw circulation fall from 19,500 in 2001 (Hot Press, 2001) to 18,631 in 2004
(Oliver, 2004), 17,724 in 2010 (Deegan, 2011), and 17, 270 in 2015 (Deegan, 2016).
A deepening cycle of sales and readership decline – not confined to music publications – has shaken the print industry. Among the many which have ceased print
circulation in the last twenty years include Smash Hits (2006), Foggy Notions
(2007), Journal of Music (2010), Rave (2012), Reverb (2012), and NME (2018).
In market theory, diversity is promoted through competition (van Cuilenburg,
2007). However, as described by Hotellings’s Law, highly competitive markets do
not nurture quality or diversity; instead they tend to homogeneity and a ‘middle
of the road’ reflection of diversity (van Cuilenburg, 2007); what has been shown
by media researchers across areas such as TV programming (Sarrina Li & Chiang,
2001), radio ownership (Prindle, 2003) and news media performance (Ann Hollifield, 2006) is that the relationships between intense media competition, quality
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and diversity are neither innovative or positive. As competition and media concentration intensified, so too did the degree of standardised content across media
outlets (Bens, 2007), and the proliferation of commercial pressures led to the
squeezing the print media industry into a less profitable (Hollifield, 2006), more
homogenous mode of production by the turn of the twenty-first century.
Magazine covers are spaces that embody a moment in time and hold cultural significance as historical reference points (Abrahamson & Prior-Miller, 2015) and can
act as signifiers for ‘who wields power and influence’ (Johnson & De Lozano, 2002).
They are also the magazine’s shopfront for browsers and potential customers, and
their value as a vehicle for influencing consumer choice through image, branding
and cover stars has been recognised as crucial to success (Johnson & De Lozano,
2002). Both Hot Press and Rolling Stone developed their cover space over time to
be appealing to both consumers and advertisers. The decision by Hot Press to
move from newsprint to a four-page glossy wraparound cover in 1983 was heavily
influenced by ‘pressure from advertisers to improve the quality of the print job’
(Stokes, 2017). The rationale was that the magazine could now take on an increased volume of full colour advertising, ‘earning us more money that we could
re-invest in what we hoped was great journalism’ (Stokes, 2017).
In 1985, Rolling Stone made the move to a glossy cover and standard magazine
format, moving away from its alternative subculture identity with advertisements
from companies outside of the music industry, a move which ‘unrepentantly declared that Rolling Stone was now entering middle age, a fill-on boomer-yuppie
product’ (Strausbaugh, 2002) and was criticised by readers and staff. Conscious
decisions were made to tie the cover space to commercial considerations and revenue generation, thus bringing it into a closer relationship with advertising values.
Over time, this relationship became an important indicator for content and the
organisation of images in space. Combined with an image culture which favours
gendered representations of artists, the objectification of bodies and standardised
expressions of self, the cover spaces of both Hot Press and Rolling Stone have undergone a decades long process of representational conformity and homogenisation, resulting in the production of gendered space.
There is an extensive body of literature surrounding the history of print media:
Brock, 2013; Briggs & Burke, 2005; Horgan, 2017; Cramer, 2009. Changes in own-
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ership, content and content diversity became a significant feature of the print media industry after the liberalisation and privatisation of the market in the 1970s
and 1980s, as a reinvented rhetoric of economic liberalism (Crouch, 2011) signalled a strengthened relationship between social values, identity, and mass consumption. This paper argues that these changes in the global media economy and
landscape facilitated a certain kind of visual evolution on the covers of Hot Press
and Rolling Stone, relating to the legitimation of branding orientated modes of
bodily representation in commercial music media space. While Hot Press has not
undergone the changes indicated above in ownership, as ownership has remained
in the hands of founder Niall Stokes since 1977, from day one the editorial team
of Hot Press had identified Rolling Stone as blueprint for success (Newstalk, 2019);
as outlined in a later section, the team looked to the US for its journalistic style
benchmark.
When comparing the US and Ireland, it’s important to note that unlike Rolling
Stone, Hot Press has not faced serious competition in the Irish market from other
music publications. The only equal to Hot Press in terms of longevity is Irish Music
Magazine, which has been covering traditional Irish music since 1974 and publishes monthly. Showband magazine Spotlight ran from 1963 to 1979 and, catering
to rock fans, Gun published a few issues in the late 1970s. On newsstands today,
Hot Press remains the dominant mainstream Irish music magazine, while more indie focussed The Thin Air used to circulate a free print edition in select retailers
and District Magazine reports on alternative artists in its print edition. The only
comparable online competitors are popular music websites Nialler9, The Last
Mixed Tape, Four/Four, Golden Plec and Journal of Music all of which target niche
audiences. Hot Press launched during a time when the traditional showband
model of performance was fading and tastes were changing. Editor Niall Stokes
spoke about a gap in the market that Hot Press was aiming to fill: ‘There has been
a great need for a music paper in Ireland which deals with music on a serious level.
The magazines that have existed in the past have been considered by, musicians
for a start, and by presumably any thinking person to be little more than a joke’
(RTÉ, 1977). While today there is a wide range of choice for consumers interested
in ‘serious’ music reporting, Hot Press remains unchallenged in the mainstream
market.
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The music press – a brick in the wall
Riding on the back of trade agreements such as the General Agreement on Tariffs
and Trade (GATT) towards a much more internationalised identity (Burnett, 1996),
the global entertainment industry has undergone significant changes in ownership
concentration and market concentration: ‘The trend towards concentration that
characterised the takeover and fusion binge of the 1980s was also felt throughout
the entire entertainment industry and especially the music industry’ (Burnett,
1996).
Music press ownership has also undergone a decades long process of intensified
concentration, with major magazine titles in the UK and the US spread across a
small number of large media corporations and conglomerates. Nationally and internationally recognised music magazines such as Guitar World, Gramophone, Kerrang!, Billboard, Mixmag, and Metal Hammer are among many titles that sit in a
portfolio of brands, presided over by an umbrella corporation. Ireland’s music
press have not undergone this process of intensified concentration; as outlined
earlier, competition and ownership has remained largely static.
Data from the Audit Bureau of Circulations' (ABC's) database illustrates that the
top four print music magazines registered with the group with the highest average
issue circulation (Mojo, Q, Uncut, and Classic Rock) are owned by three media
companies: Future Publishing Ltd, Bauer Media, and TI Media Ltd (ABC, 2019).
Each of these companies reside over, among other music magazines, a multitude
of media interests including sport, travel, children's publishing, PC and gaming culture, lifestyle, fashion, celeb news, lifestyle, cooking, television and radio. Looking
to the US, the biggest player in American music press with an average circulation
of over one million (Cision, 2017), Rolling Stone, is now owned by one company:
Penske Media (Vanity Fair, 2018). Penske Media is an umbrella corporation which
also owns Variety, IndieWire, and Deadline Hollywood, among many other titles.

Hot Press (1977 - present)
The first bi-weekly issue of Hot Press launched in Ireland on June 9, 1977 with still
residing editor Niall Stokes at the helm. In an interview with RTÉ, Stokes said:
We’re out to produce a magazine which is honest. Above all I think we’ve
got to break away from the tie to commercial considerations, which particularly in the magazine area dominates. We are also trying to break new
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ground on a journalistic, stylistic level. There are developments which are
taking place outside Ireland which are specifically related to music which
we feel we can incorporate. (RTÉ, 1977)
The editorial team crafted the magazine to target the broad range of interests of
18 to 30 year olds, and to incorporate a different kind of rock ‘n’ roll reporting
never before seen in Ireland (RTE, 1977) – reporting ‘which deals with music on a
serious level’ (RTÉ, 1977). It’s clear from archival interview footage from Hot Press’
early years that the editorial narrative was designed with overseas competitors
and influences in mind, as Stokes juxtaposes the perceived absence of honest or
serious music reporting in Ireland with Rolling Stone and Creem (RTÉ, 1977), two
US magazines that he held in high esteem. In a 1984 interview, Stokes makes a
direct comparison between the journalistic style of Hot Press and music magazines
in the UK and US (see RTÉ, 1984). Earlier in the same decade the magazine’s team
tried to break into the British market, an attempt which ultimately ended in failure
(McCormack, 2017). Hot Press withdrew from circulation outside of Ireland in
1983. Initially the cover space of Hot Press was reserved for pop stars and famous
musical artists. In 1983 the scope of the cover space widens to include entertainment personalities, politicians and sports stars, and non-music related topics.
Commercial brands have played a prominent role on the Hot Press cover space,
with brand sponsorships from HMV, KitKat, Durex, Sony Ericson, Heineken, Guinness, Jameson, Smithwicks, Vodafone, Topman, Budweiser, Nokia, Eircom,
Bacardi, Smirnoff, 7Up, Esso, Time Out, and Twix. In 2017, Hot Press published an
autobiographical account of its cover history, Covered in Glory: The Hot Press Covers Book, told from the first-person perspective of Niall Stokes.

Rolling Stone (1967 – present)
The first issue of Rolling Stone was launched in the US on November 9, 1967 by cofounders Jann Wenner and Ralph Gleeson. In an interview with The Guardian in
2017, Wenner describes the thought process behind the magazine’s beginnings:
Ralph and I would talk about how there were no magazines writing seriously about rock ‘n’ roll; not just about the music but the whole social
and cultural worldview developing around it. So, we figured we’d
start one… My ambition was simply to put out a music magazine for a few
years. (Drury, 2017)
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The journalistic style of Rolling Stone was on the minds of its founders in those
early days. Baron Wolman, who was enlisted as staff photographer, recalled: ‘Jann
kept saying what we’re doing and what [alternative newspapers were] doing are
two different things…Ours is totally professional. I want it to have integrity of the
highest calibre. We are serious and we take ourselves seriously’ (Greene, 2017).
Initially, Rolling Stone’s target audience were rock music fans, the American counterculture and its members who had become disenchanted (Shepherd, 2017), and
its cover space grew to become a home for pop culture stardom, politicians, film
stars, and celebrity icons. In 2019, Rolling Stone International announced its intention to bulk up its global presence with a series of investments in the UK and Asia
(PR Newswire, 2019), which sit alongside numerous licensee partnerships worldwide. The investment followed the decision to move from bi-weekly publication
to monthly publication in the year previous (Guaglione, 2018). A year after Hot
Press’ commemorations, Rolling Stone celebrated 50 years in print with a book of
covers entitled Rolling Stone 50 Years of Covers: A History of the Most Influential
Magazine in Pop Culture.

The commercialisation of culture
The meanings drawn from this cross-cultural media analysis align in many ways to
the understanding of ‘music in today's capitalism’ outlined by Timothy Taylor
(2016). With changes in music distribution technologies and in the ways that people experience music in a ‘new capitalism’ (Taylor, 2016) following the developments outlined previously, the boundaries between music as culture and music as
business became less defined. Capitalism, as a cultural system with its own patterns of meaning that help us make sense of our reality (Goertz, 1973), also shapes
cultural production (Taylor, 2016), and attributes individual social meaning to the
consumption of music – with the interlinking existence of culture and advertising
(Wharton, 2013). With the melding of these practices, the global music culture
industry has become a business of packaging and distributing social realities. As
representatives of these realities, people – musical artists – are branded and marketed as cultural objects. Kristen Lieb (2013) discusses the branding of women artists in the music industry as a strategy to build ‘cross-capitalized empires who can
generate vast amounts of revenue in a variety of entertainment verticals... the career lifecycle for female artists is much shorter than it is for male artists’.
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The increased concentration, digitisation (Rogers & Cawley, 2016) and marketisation of the music media industry, the rise of celebrity culture (Cashmore, 2006),
and the integration of advertising values in the creation of media content, has facilitated an intensifying cycle of homogenised modes of representation on the covers of Hot Press and Rolling Stone across several decades.

Representation in music media – advances and gaps in research
Although feminist research into media representation has a decades old history
(Byerly, 2016), research into music media representation is relatively young – and
somewhat scarce in certain media forms – particularly when looking at media representations of men and masculinities. Since 1986, and after MTV expanded across
the globe, many pieces of research have examined music video representations of
beauty, gender and race: Delano Brown & Campbell, 1986; Peterson-Lewis &
Chennault, 1986; Vincent, Davis & Boruszkowski, 1987; Vincent, 1989; Englis, Solomon, & Ashmore, 1994; Hurley, 1994;. Rana Emerson, 2002; Railton & Watson,
2005; Rich, Woods, Goodman, Emans, & DuRant, 2005; Railton & Watson, 2010.
The analysis of music media has brought to light the kinds of gendered dynamics
which underlie visual and textual representations of women and men. Helen Davies (2001) analyses the UK rock music press and their framing of women in rock
music as separate to ‘serious’ artists. Herman Gray (1995) introduces the complex
and problematic representations of black masculinities in jazz music and hip-hop.
To date, research into the representations of identity has told us that gender matters in music culture and music media.
Another significant piece of research, undertaken by Erin Hatton and Mary-Nell
Trautner, presents the gendered media history of Rolling Stone in its entirety. In
an analysis of more than 1,000 covers they find that since the magazine's beginnings, while sexualised images of women have decreased, hypersexualised images
have increased, and this process of hypersexualisation rarely applies to the images
of men in these spaces. They describe these depictions as a ‘decisive narrowing or
homogenisation of media representations of women’ (2011).
While decades of research have provided us with a rich archive of representational
history, there are gaps in this field. Music magazines have not earned the same
level of attention as music videos in either visual or textual analysis, and few anal-
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yses have adopted a cross cultural perspective. Building on a solid albeit fragmented history, this research is the first to apply a cross cultural perspective to
the representation of gender on music magazine covers.

Theories of images, bodies and space
This research adopts a method of image analysis, semiotics, to engage in ideology
critique. Ideology critique has a long history of use in the study of images, or ‘image culture’ (Manghani, Piper, & Simons, 2006). It relates to the study of the dominant ideas embedded within images of society and has been particularly concerned with the reproduction of capitalist ideas, with often cited discussions on
ideological representation from theorists such as Marx and Adorno (Manghani et
al., 2006). Images in commodified media, as objects of consumption and representative of a certain kind of image culture – described by Fredric Jameson as ‘the
cultural logic of a new, multinational or late stage capitalism’ (1991) – are in this
instance the images of people distributed in music media space.
Images of people are, in one instance images of bodies. The body, as ‘a theoretical
location for debates about power, ideology and economics’ (Turner, 2008) has
been problematised in relation to capitalism and culture as a form of sociological
examination, and where this research directs its discursive focus within this context is towards the spatial organisation of bodies. Michel Foucault describes the
body as an object of power which undergoes discipline and regulation in society,
where individuals and their sexualities are subjugated for the purposes of economic management and population surveillance (Foucault, 1980; Rainbow, 1984;
Turner, 2008). Here, Foucault's writings on sexuality, objectification, and the regulation of bodies accompany other contemporary perspectives on space and gender (Löw, 2006; Rose, 1993) in this discussion of the organisation of bodies on the
covers of Hot Press and Rolling Stone. The longstanding debate about spatiality in
research (Beebe, Davis, & Gleadle, 2012) has indicated the need to explore the
cultural aspects of gendered space as they exist in an economic and political social
reality.
After three decades of the ‘spatial turn’, it is no longer enough simply to
recognize the ‘constructed’ nature of ‘female’ and ‘male’ spaces, and the
reciprocal role that architecture, urban planning, and the ‘imagined’
space of social relations have in the production of gender ... the social
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and political use of space lies at the heart of its construction. (Beebe et
al., 2012)

Method and analysis
Per Krippendorff, content analysis is an empirical method of ‘analysing meaningful
matter, texts, images, and voices’ (2004) in order to observe, extract and gather
information in a way that can be described to and replicated by others. This research entailed a detailed and systematic reading of images, a categorising of their
features, and a quantifying of their proportions.
This kind of micro level analysis has a long established significance in feminist media research (Byerly, 2016) and while attention has shifted more broadly to the
macro, more global level analysis of gender in society (Byerly, 2016), cross-cultural
research into the representation of gender on music magazine covers has remained, until now, non-existent. While taking no impetus away from the need for
a focus on macro level power structures, it is still important to fill this gap and
continue to focus on the micro levels of representation, as the comparison in this
research and the following data sets will illustrate. This research observes the micro details through a macro lens, i.e. the neoliberal context of the media industry,
and produces a more nuanced picture of the evolving relationship between gender and popular music culture in the cover spaces of two enduring and iconic music magazines. While making no sweeping generalisations about gender on music
magazine covers in this research, the chosen methods and research design have
produced a new, data driven narrative about the gendered media histories of Hot
Press and Rolling Stone, which can be built upon to further our understanding of
the cultural effects of neoliberalism on gender representation in the music magazine industry.
Hot Press and Rolling Stone were chosen for two key reasons: longevity and popularity. Both Hot Press and Rolling Stone have been in circulation since the late
1970s and 1960s respectively, and with several decades of covers, more than
1,000 in each magazine, these data sets provide an extensive collection of popular
culture representations across time. Rolling Stone is an iconic magazine (Hatton &
Trautner, 2011), whose identity is closely tied with the evolution of the Western
music industry since its first issue in 1967, and as such was chosen for its recognised iconography. As the research was grounded in Ireland, the locally iconic Hot
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Press again was the magazine of choice. From 1967 to 2017 (Rolling Stone) and
from 1977 to 2017 (Hot Press), collections of covers were sampled.
As the wider focus of the research was gender in the music industry, this focus was
maintained in this content analysis. From the outset, all covers that did not feature
people associated with the music industry were removed prior to selecting samples, as a means of selective inclusion (Krippendorff, 2004).
A systematic sampling technique, whereby every nth unit is chosen, was identified
as the most appropriate method and was applied to the remaining covers of Hot
Press and Rolling Stone separately, generating two samples of covers. The smallest
whole number integer, n=2, was chosen because women appear so infrequently
across both publications. Both of these samples were made up of covers featuring
both women and men. Selection bias was minimised in the sampling process by a
blind selection of covers – the covers were listed according to volume and issue
number (Hot Press) and issue number (Rolling Stone), with no image previews visible.
Within each of these samples, each cover featuring a woman was identified and a
collection of women's covers for each magazine was compiled (HPW for Hot Press
and RSW for Rolling Stone), totalling 192 images of women. An integer of n=4 was
selected and a second round of systematic sampling was applied to both magazine
samples, again by blind selection, to create two collections of men's covers (HPM
and RSM), containing 287 images of men. A total of 479 people across 279 covers
were identified for analysis.

Coding and categorisation
A unique coding process was designed. Nineteen categories of appearance were
applied to each image of a person across all four collections of covers and tracked
in a chart with the following headings: head shot, torso, full body, looking away,
looking at camera, mouth open, mouth closed, mouth at rest, mouth smiling,
other, arms, midriff, chest, legs, 4/4, 3/4, 2/4, 1/4 (see below), musical instrument.
The category ‘other’ contained information about whether their shoulders were
exposed or covered in a head shot, whether the person was photographed in performance, whether their eyes were closed, and, for one case in HPW, the exposure
of a nipple. A mark was placed under each heading, indicating the presence of this
category, as applicable per each person.
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For the categories of arms, midriff, chest, and legs, an ‘x’ represented the coverage
of this body part, and an ‘o’ represented the exposure of this body part. The fractal
categories (4/4, 3/4, 2/4, 1/4) contained information about how much space each
person occupied on any given cover, measured on a quadrant grid. This table acted
as a checklist for each cover. Final tables of results organised by decade were
drawn up for each of the four collections (HPW, RSW, HPM, RSM), excluding the
categories of 'other', the four fractal categories, and 'musical instrument', leaving
thirteen categories for further analysis. See tables 1 through 4 below.
These categories of bodily measurement were chosen because of the significance
of the body, historically in civilisation and culture, in the media industry and in
music media; in particular the framing of a person in the music industry in terms
of their body (objectification), which manifests commonly in media representations of women through sexual objectification (Aubrey & Frisby, 2011; Karsay &
Matthes, 2016). The way that a body occupies space and is organised within particular spaces has been a common line of inquiry of feminist media research. The
‘changing significance of the body in relation to capitalist development’ (Turner,
2008) and in turn to popular culture is an important element of this inquiry, in light
of the changing economic and cultural climate of the global media industry since
the 1970s. Coding and categorisation techniques in feminist media research have
developed over a number of decades, notable in advertisement research, to explore how images contain messages about gender norms, sexualisation and stereotypes. Erving Goffman’s Gender Advertisements (1979) set out a system of measurement for magazine advertisements that has been adapted and reshaped by
later researchers (see Kang, 1997; Lindner, 2004; Binns, 2006 and Johnson, 2007)
and criticised for not exploring the sexualisation of women or men (Hatton & Trautner, 2011). The coding system of this research bears greater similarity to the
systems of Hatton and Trautner (2011) and of the adaptations of Goffman’s research, which incorporate ideas of ‘body display’ introduced by Kang, and adopted
by Binns in their study of Rolling Stone covers, to indicate the presence of revealing
clothing and further developed by Johnson to also measure degrees of nudity (partial or full). The significance of ‘eyes’ (Goffman, 1979), the mouth (Hatton & Trautner, 2011) and where the image is looking (Johnson, 2007) is also recognised by
this research. On their 23-point scale, Hatton and Trautner measure mouth orientation indicating none/some/explicit sexual activity, clothing/nudity and head shot
versus body shot. Here, mouth orientation is measured by four categories: mouth
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open, mouth closed, at rest, smiling. Then, combinations of mouth open/smiling/or at rest and mouth closed/smiling/or at rest are created. The bodily focus of
this coding system is on specific body parts, rather than articles of clothing, and
whether chests/arms/midriffs/legs are exposed or covered by clothing. Whether
or not images’ shoulders are covered by clothing is measured in the ‘other’ category. In addition to Hatton and Trautner’s focus on head shot and body shot,
‘torso’ is introduced to measure where an image is presented from the waist upwards. Finally, the presence or absence of ‘musical instrument’ is measured.
For a comparison of representations, a two-tailed significance test (Pennsylvania
State University, 2017) was run for the thirteen categories across the four collections. A significance level of 0.05 percent was set for each category, the standard
level of significance recommended for this type of analysis (Bulmer, 1979). The
categories which were deemed to be statistically significant in both magazines
across all four collections became the points of focus for the research and were
drawn up in graphs as comparisons of categories within and between magazines
in order to examine the data more closely. The ‘head shot’, ‘full body’, ‘looking
away’ and ‘looking at camera’ were only deemed to be statistically significant in
the Rolling Stone collections and thus were not explored further. The results of the
analysis are illustrated in the following section.

Results
The results for each magazine, organised by collection according to thirteen categories, are outlined in tables 1 through 4 below.
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Hot Press Women (HPW), 106 Images of Women
1970's

1980's

1990's

2000's

2010-17

Totals

Head Shot

1

8

12

11

5

37

Torso

2

5

10

10

5

32

Full Body

0

4

13

13

7

37

Looking Away

3

4

6

3

2

18

Looking at
Camera

0

13

25

30

15

83

Mouth Open

2

5

16

14

7

44

Mouth Closed

1

11

19

20

10

61

Mouth at Rest

2

9

23

22

11

67

Mouth Smiling

1

7

10

12

6

36

Arm

2x

5x,3o

8x,13o

5x,19o

6x,6o

26x,41o

Midriff

2x

7x,2o

6x,9o

11x,1o

4x,2o

30x,14o

Chest

2x

6x,3o

8x,13o

12x,16o

3x,9o

31x,41o

Leg

0

3x,1o

2x,8o

7x,6o

3x,4o

15x,19o

Table 1
Hot Press Men (HPM), 135 Images of Men
1970's

1980's

1990's

2000's

2010-17

Totals

Head Shot

2

13

8

5

9

37

Torso

0

9

14

15

16

54

Full Body

7

9

12

13

3

44

Looking Away

8

10

3

8

6

35

Looking at
Camera

1

21

32

24

20

98

Mouth Open

5

5

8

4

3

25

Mouth Closed

4

25

26

29

25

109

Mouth at Rest

6

22

28

24

26

106

Mouth Smiling

0

4

3

5

1

13

Arm

7x,1o

13x,7o

21x,2o

25x,3o

11x,3o

77x,16o

Midriff

7x

13x,1o

19x,1o

24x

10x

73x,2o

Chest

7x

17x

21x,2o

25x,1o

20x

90x,3o

Leg

7x

9x,1o

9x

13x

3x

41x,1o

Table 2
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Rolling Stone Women (RSW), 86 Images of Women
1960's

1970's

1980's

1990's

2000's

2010-17

Totals

Head Shot

1

3

6

3

2

6

21

Torso

0

7

0

5

4

5

21

Full Body

0

7

9

14

10

4

44

Looking Away

0

3

0

2

1

3

9

Looking at
Camera

1

11

14

17

15

13

70

Mouth Open

1

13

10

16

13

10

63

Mouth Closed

0

4

4

6

3

5

22

Mouth at Rest

1

6

5

12

12

13

49

Mouth Smiling

0

7

8

7

4

1

27

Arm

0

3x,10o

9o

3x,15o

1x,13o

4x,7o

11x,54o

Midriff

0

8x,2o

8x,1o

10x,6o

4x,9o

5x,2o

35x,20o

Chest

0

6x,8o

2x,7o

4x,15o

3x,11o

5x,4o

20x,45o

Leg

0

5x,2o

1x,8o

7x,7o

6x,4o

5o

19x,26o

Table 3
Rolling Stone Men (RSM), 152 Images of Men
1960's

1970's

1980's

1990's

2000's

2010-17

Totals

Head Shot

6

8

17

18

18

3

70

Torso

0

6

9

5

4

2

26

Full Body

2

12

3

14

18

7

56

Looking Away

3

13

2

5

5

6

34

Looking at
Camera

5

6

23

30

26

6

96

Mouth Open

1

6

8

3

6

2

26

Mouth Closed

5

20

20

34

25

10

114

Mouth at Rest

5

17

18

30

24

10

104

Mouth Smiling

1

6

10

5

5

1

28

Arm

2x

9x,5o

3x,3o

15x,3o

15x,7o

7x,2o

51x,20o

Midriff

2x

7x

10x

13x,4o

19x,2o

7x

58x,6o

Chest

2x

7x,2o

10x

14x,6o

17x,5o

9x

59x,13o

Leg

2x

6x,1o

2x

14x

19x

7x

50x,1o

Table 4
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Null Hypothesis, H0: Within [magazine] there is no difference in how the images
of women and men are treated with respect to [category of body part].
Alternate Hypothesis, H1: Within [magazine] there is a difference in how the images of women and men are treated with respect to [category of body part].
Using statistical notation, it was tested whether one population proportion, P1,
equals a second population proportion, P2, (Pennsylvania State University, 2017).
H0 (null hypothesis): p1 = p2, versus H1 (alternate hypothesis): p1 ≠ p2
The Null Hypothesis was rejected in 12 out of 17 categories in Hot Press, and in 16
out of 17 categories in Rolling Stone.
Hot Press
Reject Null Hypothesis H0: if Z ≥ 1.96 or if Z ≤ −1.96
Z Score

Reject Null Hypothesis

Head Shot

1.2526

X

Torso

-1.5781

X

Body

0.3773

X

Looking Away

-1.5376

X

Looking at Camera

1.5376

X

Mouth Open

3.9363

√

Mouth Closed

-3.9363

√

Mouth at Rest

-4.3048

√

Mouth Smiling

4.3048

√

Arm Exposed

5.7324

√

Midriff Exposed

4.5000

√

Chest Exposed

7.7385

√

Leg Exposed

5.2666

√

Arm Covered

-5.7324

√

Midriff Covered

-4.5000

√

Chest Covered

-7.7385

√

Leg Covered

-5.2666

√

Table 5
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Rolling Stone
Reject Null Hypothesis H0: if Z ≥ 1.96 or if Z ≤ −1.96
Z Score

Reject Null Hypothesis

Head Shot

-3.2993

√

Torso

1.3615

X

Body

2.1502

√

Looking Away

-2.5598

√

Looking at Camera

2.5598

√

Mouth Open

8.2614

√

Mouth Closed

-8.2614

√

Mouth at Rest

-2.2541

√

Mouth Smiling

2.2541

√

Arm Exposed

6.4221

√

Midriff Exposed

3.5522

√

Chest Exposed

6.0536

√

Leg Exposed

6.0700

√

Arm Covered

-6.4221

√

Midriff Covered

-3.5522

√

Chest Covered

-6.0536

√

Leg Covered

-6.0700

√

Table 6
For those categories in which the Null Hypothesis was rejected within both magazines, changes in data across time for the images of men and women were illustrated and examined. The following graphs represent the gendered media histories of Hot Press and Rolling Stone, and they contain information about certain
expressions of bodily representation for men and women, which became increasingly homogenous since the 1960s and 1970s.
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Figure 1
In HPW a total of 61 images of women (57.5%) were shown with closed mouths,
which is more than double the percentage of women with their mouths closed in
RSW (25.5%). The percentage of men photographed with their mouths closed in
HPM and RSM remains high, at 80.7% and 75% respectively.
An overall trend which was identified across both magazines in this research was
‘the intensifying preference for a certain kind of bodily representation’ for women
and men. These intensifying preferences are gender specific, and they create
shared trends of representation for the men of Hot Press and Rolling Stone, and
for the women of Hot Press and Rolling Stone.
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Figure 2
Men are more commonly photographed in both magazines with their mouths
closed and at rest. 95 mouths of HPM (70.3%) and 98 mouths of RSM (64.4%) share
a common evolution in the 1980s, 1990s, and 2000s, with this preference reaching
its peak in the 1990s. The data for women’s closed and at rest mouths remains
lower, at 42 in HPW (39.6%) and 17 in RSW (19.7%).
Mouth orientation is a point of difference in the representation of women and
men on the covers of Hot Press and Rolling Stone. While the mouths of men remain
for the most part closed, women's mouths favour a different kind of orientation,
as illustrated in figure 3 and figure 4.
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Figure 3

Figure 4
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Of the 44 (41.5%) women on the covers of Hot Press photographed with their
mouths open, 25 (23.5%) are open and at rest. This preference for women's open
mouths is also prevalent in Rolling Stone, with 63 open mouths (73.2%) and 32 of
these mouths open and at rest (37.2%). This data shows that increasingly since the
1980s, into the 1990s and 2000s, open mouths became the dominant mouth orientation for women on the covers of these magazines. In comparison, 18.5% of
HPM are open mouthed, and just six of these mouths (4%) are open and at rest.
Again, men's figures remain consistently low in RSM, with three mouths open and
at rest (1%). This research correlates with the findings from Erin Hatton and Mary
Nell Trautner’s seminal research into gender representation on the cover of Rolling Stone (2011).
A defining feature of men’s and women’s experiences on the covers of Hot Press
and Rolling Stone since their beginnings in the 1960s and 1970s is the extent to
which their bodies are covered by clothing, and it is a point at which women’s and
men’s experiences diverge.
Increasingly over time, women have been more commonly photographed with
certain parts of their bodies exposed and uncovered by clothing. Moreover, while
the experiences of women’s bodies in both publications are shared across time
and across continents, body parts within each magazine are also closely tied and
follow shared trends of exposure.
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Figure 5

Figure 6
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The term exposure norms is introduced by this research as a new theory informed
by research of gendered space and the spatial organisation of bodies and gazes
(Löw, 2006), the music industry as gendered space (Lieb, 2013), media images as
commodities (Jameson, 1991) and the gender stereotyping of body appearance
(Lips, 2020) and the reinforcement of gender stereotypes in music media (see previously referenced work in ‘Representation in music media – advances and gaps in
research’). Exposure norms are trends of bodily representation found within the
cover spaces music magazines and are identified by a sustained and divided preference for the coverage or exposure of particular body parts across time. This research presents exposure norms as trends of representation divided along the
lines of stereotypical depictions of gender. Exposure norms apply to the chests,
arms, midriffs, and legs of women and men on the covers of Hot Press and Rolling
Stone and are shared almost uniformly across both publications.
Between the 1980s and 1990s, and again between the 1990s and 2000s we can
see steep increases in the exposure of women's arms and chests. Within Hot Press,
the sharpest increase in women's midriff and leg exposure takes place between
the 1980s and 1990s, and in the 1990s and 2000s these exposure norms reach
their peak.
The close relationship between women's exposure norms within publications is
also illustrated by these graphs. Women's arms and chests within Hot Press and
Rolling Stone experience very similar increases and decreases in exposure across
time, for example HPW arm and chest exposure between the 1980s and 1990s,
and RSW arm and chest exposure between 2000 and 2017. With regard to midriff
and leg exposure, there are some similarities in their exposure between magazines
across time. The data for both RSW and HPW leg exposure reach the same peaks
as each other a decade apart in the 1980s and 1990s, and the same is true for RSW
and HPW midriff exposure in the 1990s and 2000s.
When examining men's exposure norms, it became clear that body exposure was
not the appropriate line of inquiry.
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Figure 7
Rather, men's exposure norms on the covers of Hot Press and Rolling Stone refer
to body coverage.

Figure 8
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A steady increase in the coverage of men’s bodies is a defining feature of the historical evolution of representation on these magazine covers. Almost at an even
rate of increase since the 1960s and 1970s, the images of men in these spaces
have been aligned to a certain kind of representation and it is one that favours the
coverage of arms, chests, midriffs, and legs.

Figure 9
Again, the close ties between body parts within publications are present in this
data. HPM arm and chest coverage intersect in the 1970s, 1990s, and 2000s, all
beginning to decline from 2000 onward. On the lower half of men’s bodies, midriff
and leg coverage share common points of decline and intensification, for example
between the 1990s and 2000s, and between 2000 and 2017.
On the covers of Hot Press and Rolling Stone, men's exposure norms undergo a
much steadier evolution than women's exposure norms, experiencing fewer peaks
and troughs across time. Grouping all four body parts together for each of the four
collections we can see how, overall, men and women experience exposure norms
in different ways and in different magnitudes across time. Across the media histories of Hot Press and Rolling Stone, the bodies and images of men within these
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cover spaces are having largely the same experiences, and the same can be said
for the bodies and images of women across both publications.

Figure 10

Figure 11
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Figure 12

Figure 13
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Discussion
This research is a snapshot in time, and at its core is concerned with the body,
identity, images, and space. The cultural significance that these concepts are attributed with, in this instance, is informed by discourses of economic liberalisation,
a convergence of culture and commerce, consumerism and celebrity culture, and
the changing relationship between music and capitalism. This cultural significance,
shaped and reshaped by multiple discourses, is the symbolic subjugation of bodies
in space to market driven strategies of cultural production. Not people, but mediated images of people, as brands whose symbolic value is based on limited narratives of gender, expressions of gender, and sexuality.
The marketing of an artist in the music industry is a calculated process involving
the careful construction of a visual identity (Negus, 1992) and the exploitation of
a trade-off between celebrities and the media (Cashmore, 2006) in which a closer,
more intimate relationship between the music press and the image of the artist is
the oil that greases the mechanisms of a continuously operating publicity machine.
Stars are cultural objects (Taylor, 2016; Lieb, 2013) and are attributed with an economic brand value which often eclipses their expression of individual subjectivity.
Creative success is aligned with commercial success, and visibility in the press is
dependent on compliance with the rules of exposure. The data illustrated in the
previous section, the exposure norms that govern bodily orientation on the covers
of Hot Press and Rolling Stone, could also be described as the terms of visibility
within these industry spaces. Some of the original covers which contain this data
will now be examined.

Patterns of a hegemonic masculinity – controlled agency
Since the 1980s, research in masculinity studies has grown to become a strong
focus for gender researchers worldwide (Connell & Messerschmidt, 2005), supported by the recognition that the experiences of men are firmly linked to the social and cultural transformations that take place in society (Haywood & Mac an
Ghaill, 2003).
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Figure 14. Hot Press, Vol. 20 Issue 4, 1996. Mouth closed, at rest.

Figure 15. Rolling Stone, Issue No. 667, 1993. Mouth closed, at rest.
The representation of masculinity on the covers of Hot Press and Rolling Stone
should be contextualised against the rise of an ‘ideology of exchangeability’ (Taylor, 2016) in cultural production. These representations are a feature of societal
organisation and contribute to an understanding of hegemonic masculinities in today's music industry.
Hegemonic masculinity is a concept with many evolutions, and criticisms (Connell
& Messerschmidt, 2005). This research does not juxtapose these representations
with the oppositional experiences of men in the music industry who challenge
these ideas. Here we are purely concerned with the information that is presented
within the media histories of these magazine covers; a pattern of representation
that embodies the institutionalisation of a certain image of masculine identity, and
the deliberate rejection of alternative expressions. Men's closed mouths, in figures
14 and 15, are a feature of this masculinity. The images of men in these spaces are
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being shaped, crafted to convey a certain imprint of male experience in the music
industry.

Figure 16. Hot Press, Vol. 2 Issue 23, 1978. Leg and midriff coverage.

Figure 17. Hot Press, Vol. 29 Issue 8, 2005. Arm and chest coverage.

Figure 18. Rolling Stone, Issue No. 571, 1990. Leg and midriff coverage.
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Figure 19. Rolling Stone, Issue No. 761, 1997. Arm and chest coverage.
Men’s bodies are subjected to gendered norms of appearance, which objectify
them and apply a value to a certain expression of masculine identity on music
magazine covers (Kiely, 2018). This representation associates images of masculinity in the music industry with a less exposed, less sexualised, more controlled male
presence. While certainly, these covers represent a controlled presence, there is
also implied action and musical ability. In Figure 16, agency is communicated. Status Quo are fully clothed, and our eye are drawn upwards to the site of action on
their faces, which are portrayed as if in conversation. U2, Figure 19, are looking
down at the viewer, conveying a sense of control over the moment. The image of
Paul McCartney, Figure 18, contains a feature which acts as another point of difference between the images of women and the images of men in these cover
spaces: an instrument.

A gratuitous femininity and intensified exposure

Figure 20. Hot Press, Vol. 38 Issue 2, 2014. Mouth open, at rest.
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Figure 21. Rolling Stone, Issue No. 778, 1998.
Women’s mouths, open and at rest, attribute a lifeless, doll-like quality to their
presence in these spaces. The eroticisation of women’s mouths is common in
other areas of society, such as the film industry, pornography, and in robotics,
where sex dolls are deigned to emphasise the sexually, and stereotypically, desirable qualities of women’s bodies.

Figure 22. Hot Press, Vol. 18 Issue 4, 1994. Chest exposure.
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Figure 23. Hot Press, Vol. 20 Issue 23, 1996. Leg exposure.

Figure 24. Rolling Stone, Issue No. 561, 1989. Arm and leg exposure.

Figure 25. Rolling Stone, Issue No. 1011, 2006. Chest and midriff exposure.
This research supports the finding from Hatton and Trautner's analysis (2011) that
the images of women on the covers of Rolling Stone have become hypersexualised. It also confirms that the images of women on the covers of Hot Press have
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reached hypersexualisation status. The emphasis on a certain expression of femininity, sometimes referred to as hyper femininity (Connell & Messerschmidt,
2005), within music media space attributes a symbolic value to this narrow representation. It conveys the message that this what a successful woman artist looks
like, this is her benchmark. Fiona Apple, Figure 21, is floating in a pool of water
with an open mouth looking directly at the audience. The existence of gendered
exposure norms appropriate for women in this image negate any agency that
would otherwise be implied through her direct line of sight with the audience.
Sheryl Crow, Figure 23, is photographed as if unaware of being looked at. Despite
a closed mouth, her open and exposed legs and posture against the wall bring her
presence in line with a stereotypical media images of a sex worker, waiting to be
approached. In Madonna's cover, Figure 24, we can see that narrow representations of femininity need not always be sexual, but they still fall in line with other
traditional ideas of femininity and norms of feminine expression: smiling with exposed body parts.

Branded bodies and gender
Rock music has a history of gendered discourses and representations (Leonard,
2007), and research into music videos has indicated points of alignment between
gender and genre (Aubry & Frisby, 2011). An interplay between gender, genre, and
exposure norms is something which this research has indicated.

Figure 26. Rolling Stone, Issue No. 1007, 2006.
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Figure 27. Rolling Stone, Issue No. 535, 1998.
The relationship between femininity, exposure norms and genre within the images
of women is illustrated by figures 26 and 27. Chapman is a folk pop/rock artist,
whose image does not embody the typical, or culturally typical, feminine characteristics of pop artist Christina Aquilera. The standard exposure norms for the images of women are present on Aguilera's cover, but do not apply to the same degree on Chapman's. Another example, the juxtaposition of the Spice Girls and Def
Leppard – an unlikely combination – is illustrated below.

Figure 28. Rolling Stone, Issue No. 764, 1997.
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Figure 29. Rolling Stone, Issue No. 629, 1992.
Every member of the Spice Girls carries at least two feminine exposure norms,
with emphasis on leg, chest, and arm exposure. The similarities between their appearance and Def Leppard’s is striking: they are standing in similar poses with common body parts exposed. Def Leppard fall under the genre of glam metal and have
a more feminine visual identity. With the adoption of a more feminine presence
under the banner of glam metal, a stronger relationship with female exposure
norms is established. However, there is one important difference, which as mentioned earlier is a point of difference in the images of men and women: the presence of an instrument, serving as a reminder that they are a band with musical
ability.
This interplay between genre, gender and exposure norms is indicated, but is not
explored to its fullest capacity in this paper.
As discussed throughout this paper, artists are branded as cultural objects in the
global, international music industry, and this critique is already amply supported
by research. The visual identity of artists is of crucial importance in the packaging
and distribution of a commercially successful brand. Women tend to be branded
along the lines of sexuality and have a shorter lifecycle than male artists (Lieb,
2013), and the data of this research has illustrates the ways in which both the images of women and men are presented to the public on the covers of two
longstanding, enduring and iconic music magazines. A tightening relationship between music, consumerism, and media (Cashmore, 2006) has given massive
growth and ubiquity to celebrity culture, aided in no small amount by the changes
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in the capitalist landscape of the global media industry. What we know is that gender matters in the music industry, and that there is profit to be made in the calculated crafting of an image of gender in cultural production. The images found
within these cover spaces may not always be chosen by the magazine itself, for
example Hot Press do not always take their own photos or have a choice as to
what photos are sent by their cover star’s management.
In the crafting of visual identities within the cover spaces of Hot Press and Rolling
Stone, the objects of cultural production – the images of artists, the brands – are
attributed with brand value in their market capacity as gendered brands which is
enabled through the application of gendered exposure norms. The synergy between these two magazines in their representations is derived from the establishment of gendered exposure norms in the music industry which construct an image
of a profitable artist. These images, these bodies, are regulated in these spaces by
the chosen norms of exposure, which are narrowly defined, produced as they are
by hegemonic ideas of femininity and masculinity – constructed on a rhetoric of
mass appeal in a revenue driven, marketised media industry. The symbolic value
of the image of an artist in these spaces is ultimately defined by a process of regulating bodies in space. Through this production of gendered space, as the ‘organisations of perceptions’ (Löw, 2006) for the purposes of economic management
(Foucault, 1980), the visual embodiment of an artist's identity in these media
spaces is one of capitalist enterprise.
The intricacies of the relationship between branding and gender in the music industry, as they are constructed and presented in music media spaces in the cultural representations of men and women is an under researched area. As research
that supports the line of inquiry into the gendered branding of artists in the global
music landscape is strongly supported, and relatively young, this is a fertile ground
for further investigation. This paper has produced a new, data driven narrative
about the branding of the images of artists and their bodies on the covers of Hot
Press and Rolling Stone. As the first piece of cross-cultural research into the representation of gender on music magazine covers, the aim going forward will be to
expand on this investigation. The limitations of this research are primarily the fact
that only two magazines are being discussed and therefore no generalisations
about gender representation on music magazine covers can be made. Also, there
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are no supplementary interviews with those who would be involved in the experiences presented within these spaces. Further research is needed in the finer details of the branding of identity in the music industry, iconography in commercial
music media, the role of exposure norms in brand construction, and other possible
attributes such as brand value and brand equity. Nevertheless, the author hopes
that this data, these findings will encourage feminist media researchers to direct
more focus to the micro level perspectives, the media representations present in
legacy media such as music magazines, to inform a more nuanced and complete
understanding of identity, space, images and culture in a complex global media
system.
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