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A two day Symposium
on Morrissey

SAVED
|l IFE (AGAIN)

Featuring / These Charming Men / The European Premiere of “Passions
Just Like Mine” / Len Brown (author of Meetings with Morrissey) /
Keynote Speaker: Professor Stan Hawkins, University of Oslo.

And Much More.

Venue: Foundation Building, University of Limerick and Dolan’s Warchouse.
Booking Details / Registration: (including These Charming Men, Lunch

and Refreshments) €25 plus Booking Fee. Online Booking: www.uch.ie
Telephone: (061) 331548 or Locall 1890 616161

All inquiries to Morrissey@ul.ie.
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Friday 2pm “The Songs That Saved Your Life” | FG042
Opening by Eoin Devereux, Foundation Building,
Department of Sociology, UL. UL.
Friday 2.20pm “Passions Just Like Mine” FG042
Foundation Building,
Introduced by Director Kerri Koch | UL.
Friday 3.45pm Reception Atrium
Foundation Building,
Kindly Sponsored by The Dean’s UL.
Office, Faculty of Arts, Humanities
and Social Sciences, UL.
Friday 4.15pm Session: Salford Lads and FG042
Teenage Dads Foundation Building,
UL.
Erin Hazard (University of Chicago):
“Suedehead: Creating the meta-
pilgrimage to Morrissey's Fairmount,
Indian”
Martin Power (University of
Limerick): “The ‘teenage dad’ and
‘slum mums’ are just ‘certain people I
know’: Representations of the
working / under class in the works of
Morrissey”
Friday 5.15pm “The Importance of (Being) FG042
Morrissey...” Foundation Building,
UL.
Panel Discussion with Len Brown,
Kerri Koch, Peter Finan and Eoin
Devereux
Chaired by: Dr. Colin Coulter,
NUIM Maynooth.
Friday 7pm “All Over This Town...” Rear Entrance (Car Park Side)
Foundation Building
The Moz Bus Leaves for Dolan’s UL.
Warehouse, Limerick from UL
Foundation Building.
Friday 8pm These Charming Men — Live at Dolan’s Warehouse

Dolan’s Warehouse, Limerick
Followed by Moz/Smiths Night and
screening of the Indonesian version
of video artist Phil Collins film '"The
World Won't Listen' 'dunia tak
akan mendengar' (2007).

Limerick
City




9.30am - 11am Session: “Don’t Forget The Songs | 9.30am - 11am | Session: “I am a Living Sign...”
FG042 That Made You Sad...” FB028
FOUNDATION FOUNDATION
BUILDING, UL. BUILDING, UL.
Rachel Brett (Middlesex Pierpaolo Martino (University of
University): Adorno Meets Bari): “Vicar in a Tutu:
Morrissey: These Songs Could Save Dialogism, iconicity and the
Our Lives. carnivalesque in Motrissey”
Krzysztof Kredens (Aston Daniel Jeremy Manco (Bowling
University): Some words are bigger Green State University): “In Our
than others: Morrissey’s linguistic Different Ways We Are the
identity Same: Morrissey and
Representations of Disability”
Johanna Sj6stedt (University of Eirik Askergi (University of
Gothenburg): “Or have you ever Agder): “The ghost in the guitar:
escaped from a shipwrecked life?” Post-Smith guitar lines and the
sonic Re-invention of Morrissey”
COFFEE BREAK
11.30am — 1.00pm | Session: “I’m Not the Fan You 11.30am — Session: “To Me, You Are A
FG042 Foundation Think I Am” 1.00pm FB028 Work of Art”
Building, UL. Foundation
Building, UL.

Colin Snowsell (Okanagan
College): On The Problems with
Being "Just Blindly Loved": The
rhetoric of fanaticism at Morrissey-
solo.com

Dan Jacobson & Ian Jeffrey
(Eugene Lang College, New York):
In The Haze of a Drunken Hour

Lana Sacks (Rutgers, The State
University of New Jersey): “I
Started Something 1 Couldn’t
Finish’: The remaking and the myth
of Morrissey and the Latino
communities that love(d) it”

Andrew Cope: Because ['ve Only
Got Two Hands: Western Art
Undercurrents in the Gestures and
Poses of Morrissey

Melissa Louise Connor
(University of South Australia):
My so friendly lens it zooms into
“the inner you”: Morrissey’s use
of photographic portrait as an
expression of self-identity

Elizabeth Woronzoff (Simons
College: MA): “Because the
Music That They Constantly
Play, It Says Nothing to Me
About My Life:” An Analysis of
Youth's Appropriation of
Morrissey’s Sexuality, Gender,
and Identity.




LUNCH

2.30PM - 3.30PM | Session: “Pretty Girls Make 2.30pm - Session: “The last truly British
FG042 Foundation Graves” 3.30pm Jean people you will ever
Building, UL. Monet Lecture know”
Theatre, Main
Building, UL.
Lee Brooks (St. Mary’s University John Baker (University of
College London): Talent Borrows, Westminster): ‘“Tough and Cold
Genius Steals: Morrissey and the and Pale’: Morrissey and the
Art of Plagiarism Skinhead Cult
Kieran Cashell (LIT): Who’s Afraid Lawrence Foley (University
of Virginia Woolfe? Philosophy, College London): “The seaside
Suicide and The Smiths (Part II) town that they forgot to bomb’:
Betjeman and Morrissey on urban
regeneration and British identity”.

Keynote Address:

Professor Stan Hawkins (University of Oslo) — “You Have Killed Me!” Tropes of hyperbole and sentimentality in
Morrissey’s musical performance.

4pm Jean Monet Lecture Theatre, Main Building, UL.

Screening of ‘Is It Really So Strange?’ (Dir. William E. Jones)

5.30pm Jean Monet Lecture Theatre, Main Building, UL.

Morrissey/Smiths Night in The Scholars Club, UL 7pm Onwards...




Born on Halloween 1967, Peter has been a fan of The Smiths since 1984,
and has stuck steadfastly to his creed ever since. Peter has appeared on several TV shows
with a Smiths/Morrissey theme - Mastermind in 2002 with The Smiths as his specialist
subject, The Culture Show in 2007 supporting Morrissey as Britain's Cultural Icon, and
Eggheads in 2008 with a team of Morrissey fans. Peter helped to
write the book "Panic On The Streets - The Smiths & Morrissey Location
Guide" (authored by Phill Gatenby), and has for several years helped to
run  the web's leading source of  Morrissey/Smiths-related  information,
Morrissey-Solo.com. Peter is married with two children, and lives on the Yorkshire Moors.

Five favourite Smiths/Morrissey songs:
Jeane

The Headmaster Ritual

Hairdresser On Fire

Tony The Pony

Teenage Dad On His Estate

Len was born in the Scottish Borders and brought up in Newcastle upon Tyne. He trained
as a journalist on London's East End News and Tyneside's South Shields Gazette, before
joining the staff of the New Musical Express in 1984. Throughout the Eighties Len chased
and championed The Smiths - he first saw them perform at London's Venue in September
1983 - and Morrissey solo, and also wrote passionately about Kate Bush, Gil-Scott Heron
and myriad World Music masters such as Youssou N'Dour. He stumbled into an ongoing
television career in 1989, initially working for Janet Street Porter's Def 2 'yoof' department.
Since 1994, as a television producer, director or executive producer in Manchester, Len has
worked on over 40 documentaries for the BBC, Granada/ITV and Channel Four, including
My Generation (R&B bands of the 1960s: Small Faces, The Animals, The Kinks...), T.
Rex: Dandy In The Underworld, It’s Slade, Three Lions (A History Of The England
Football Team 1960-2000), God Bless America (USA writers on their hometowns, with
Gore Vidal, Neil Simon, Patricia Cornwell), The Brit Girls (Girl singers of the 1960s:
Cilla, Sandie, Lulu, Marianne Faithfull...), Football Stories: When Bobby Moore Met
Jimmy Greaves, The Carpenters: Close To You, When Boxing Ruled The World and
Rod Stewart: Wine Women & Song. Married with two children, Len now lives in the
godforsaken English Midlands and, having worked as a storyliner on Coronation Street, is
now attempting to carve out a new career as a screenwriter and author.

Five favourite Smiths/Morrissey songs:
This Charming Man

There Is A Light...

Now My Heart Is Full

Trouble Loves Me

Christian Dior



Eoin Devereux is Senior Lecturer and Head of Department at the Department of Sociology,
University of Limerick. A co-organiser of this Symposium, he saw the Smiths (once) in
November 1984. He has seen Morrissey play lots of times. His publications on Morrissey
and The Smiths include: 'I'm not the man you think I am: Authenticity, Ambiguity and the
cult of Morrissey' in E. Haverinen, U. Kovala and V. Rautavuoma (eds) Cult, Community,
Identity. Research Center for Contemporary Culture of the University of Jyvéskyld,
Finland. (2009) and 'Being Wild(e) About Morrissey: Fandom and Identity' in M.
Corcoran and M. Peillon (eds.) Uncertain Ireland: A sociological chronicle 2003-2004.
Dublin: IPA (2006).

Five favourite Smiths/Morrissey songs:
Speedway

I'm Throwing My Arms Around Paris
There is a Light That Never Goes Out
Reader Meet Author

Half a Person

# HI3

Kerri Koch is an independent media producer from Jersey City, NJ. Kerri holds an M.F.A.
from the City College of New York in Media and Communication Arts. She has completed
two feature length documentaries both about music and the culture that surrounds it. The
topics of her films come from the heart and years of fanatic research. Kerri's productions
have been exhibited widely in the USA and Europe. She currently resides in Philadelphia,
PA.

Five favourite Smiths/Morrissey songs:
Hand that Rocks the Cradle

Now My Heart is Full

Seasick Yet Still Docked

I Know It's Over

Break Up the Family

$ %
Phil Collins is a visual artist based in Berlin and Glasgow. dunia tak akan mendengar was
filmed in 2007 in Indonesia as the third and final part of the video trilogy entitled the world

won't listen which opened in Tramway, Glasgow on 17 April 2009. The first two parts of
the world won't listen were filmed in Colombia (2004) and Turkey (2005).

Five favourite Smiths/Morrissey songs:
Accept Yourself

Barbarism Begins At Home

Rubber Ring

Sweet And Tender Hooligan

That Joke Isn’t Funny Anymore
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“Tough and Cold and Pale’: Morrissey and the Skinhead Cult

The skinhead cult is now forty years old, and remains one of the most notorious,
intimidating, and misunderstood movements in the history of British youth culture. Proudly
working class, aggressively masculine yet deeply homoerotic, associated both with a love
of reggae music and racist violence, the cult’s simultaneous threat and ambiguity has long
fascinated and repelled the outsiders it vehemently disdains. Since the late 1970s, the
skinhead has served as a convenient scapegoat for the anxieties of both the right-wing
media and leftist academia: the archetypal knuckle-dragging, bone-headed, inarticulate
racist thug.

One would imagine that the limp-wristed, gladioli-wielding aesthete Morrissey of popular
legend would run screaming from such vulgarity into the welcoming arms of Oscar Wilde.
Disappointingly for those who wish to seal Morrissey into a mid-80s box, the singer’s
fascination with the skinhead cult is one of the most striking and long-standing features of
his solo career. This has provided valuable ammunition for his detractors in the music
press, who have used the cult’s perceived association with racism to question Morrissey’s
own attitude towards race.

Too many of those who have addressed this issue have taken as read that the skinhead cult
was entirely a racist movement, and show a lamentable (and unfair) ignorance of the cult’s
history and complexities. This paper will examine Morrissey’s fascination with skinhead
culture in detail and attempt to explain how its roots lie in a complex mixture of class
consciousness, homoeroticism, patriotism and melancholic nostalgia.

Biographical Details:

John teaches English Literature at the University of Westminster in London. He has
previously taught at the Universities of North London, South Bank, Kingston, and The
Open University. His research interests include D. H. Lawrence, Howard Barker, and
literature and The Bible, and his book Browning and Wordsworth was published in 2004.

Five favourite Smiths/Morrissey songs:
'There is a Light That Never Goes Out'
'Life is a Pigsty'

The National Front Disco'

Rubber Ring'

Half a Person'
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Adorno Meets Morrissey: These Songs Could Save Our Lives.

This paper will explore particular aesthetic qualities within Morrissey’s work in relation to
Theodor Adorno’s categorisation and the effects of listening to ‘pop’ as a cultural object of
exchange. Adorno’s theory conceptually considered that the dichotomy in modern society
was articulated through the division of two cultural spheres in which music as a commodity
form exists in relation to the dialectical contradiction between modernist art and
rationalised production as an expression of capitalist society. Therefore, pop is mediated by
art, which historically socially and institutionally, maintains its autonomy at the exclusion
of mass culture. It is proposed by textually analysing certain themes in Morrissey’s song
writing such as; class consciousness, the tabloid press, television, football, boxing, gender,
sexuality and politics, his use of vocal style and the imagery the music creates, his work
can be conceived as a diversity of the pop form conceptualised by Adorno. The aim is to
propose by re-reading Adorno from this historical distance, pop’s cultural situation after the
event of punk can be recovered to provided a foundation upon which to consider
Morrissey’s contribution to pop as an immanent moment in music’s history of reflecting
the potential for critical consciousness in the dialectic relationship between art and mass
culture. Another way of stating this is to call back into attention the ongoing expansion of
the Culture Industry, by an examination of Morrissey’s work as a form the Culture Industry
originally developed, while raising the consideration of the split between the two spheres of
culture.

Biographical Details:

Rachel Brett holds a degree in Art History and Visual Culture from Middlesex University.
She recently completed a Master in Aesthetic and Art Theory at the Centre for Research in
Modern European Philosophy, earning the degree with a dissertation about post-punk. Her
main interests are focused around the Frankfurt School’s legacies, and the reflection about
the power of popular culture in the everyday. She currently lives in London and works at
the British Library.

Five favourite Smiths/Morrissey songs:
The Hand That Rocks The Cradle

Back To The Old House

I Know Very Well How I Got My Name
Jack The Ripper

Speedway



‘You Have Killed Me!” Tropes of hyperbole and sentimentality in Morrissey’s
musical performance

This paper builds on a number of ideas aired in my forthcoming book, The British Pop
Dandy, which primarily probe at the particulars of male subjectivity. Dependent on being
seen in ‘real life’, the qualities of stardom in the case of an artist such as Steven Morrissey
are constituted within the expressive zone of stylisation and foisted on the artist by media
and fan. The oscillation between stage presence and personal biography becomes a
compelling indictment of the hyperrealism associated with the dandified persona. Pent up
feelings, judgments, slander, and public condemnation, inevitably impact our perceptions
of a performer as we, the spectators, also meet the camera’s gaze.

My central point is that the narrativity of Morrissey’s existence informs his screen and
audio performances, and is therefore a part of the disciplined figuration of musical
performance. By means of example, I turn to the video clip, “You Have Killed Me’, also
the first single from his album, Ringleader of the Tormentors, released in 2006. I argue that
Morrissey theatricalises storytelling as a central aspect of his performance strategy. In this
fascinating video, Morrissey performs to an audience of a bygone era (set in the 1960s,
discernible by hair styles, clothes, spectacles). His performance stands out on two counts:
First, through the nostalgia of his own legacy (he was 47 when filming this), which
strongly cross-references his earlier videos from the Smiths period, ‘This Charming man’
and ‘Panic.” And, second, his own biography becomes a veritable send-up. Crucial to this
are the emotive exponents, hyperbole and sentimentality, which are highly visible in his
desire to mine his cultural environment and feign his vulnerability. It is ultimately through
his music that a propensity for wit and snide observation reveals the strength of his self-
reflexivity.



Biographical Details:

Professor of Musicology at the University of Oslo, and adjunct professor at Agder
University, Kristiansand, Norway. He started the first-degree courses in popular music and
recording at the University of Salford, Gtr. Manchester, in 1990, and founded the Popular
Music Research Unit there, with Beatles producer, George Martin, as patron. He is author
of The British Pop Dandy: Masculinity, Music and Culture (2009), Settling the Pop Score:
pop texts and identity politics (2002) and co-editor of Music, Space and Place with Sheila
Whiteley and Andy Bennett (2004), and co-editor of Essays on Sound & Vision with John
Richardson (University of Helsinki, 2007). Hawkins has also contributed to major
anthologies in the field of music: Musicological Identities: Essays in Honor of Susan
McClary (2008), Queering the Popular Pitch (2006), Madonna’s Drowned Worlds (2004),
Analyzing Popular Music (2003), Reading Pop (2000), and Sexing the Groove (1997). He
is chief editor of the international musicological journal, Popular Musicology Online,
editorial member of the Swedish Music Theory Online, and the South African, Journal of
Arts and Music. He was editor of the Norwegian musicology journal, Studia Musicologica
Norvegica from 2004 to 2006, and has been advisor for state funded research projects
funded by research councils in Norway, Canada, Finland, and the UK. Currently Hawkins
is commissioned to co-author a book on Prince with psychoanalyst, Sarah Niblock (West
Brunel University, London) due for completion in 2010. From 1991-94 he was UK chair of
IASPM (International Association of the Study of Popular Music), and the Norwegian chair
of Nordic IASPM from 1995-2001.

Five favourite Smiths/Morrissey songs:
1. The Boy with the Thorn in His Side
2. You have Killed me

3. Everyday is Like Sunday

4. Suedehead

5. Atlast I am Born
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Vicar in a Tutu: Dialogism, iconicity and the carnivalesque in Morrissey

In the final line of the Smiths’ “‘Vicar in a Tutu’ Morrissey declares himself to be “a living
sign” of the carnivalesque stance embraced by the vicar. The song, significantly included
in the album entitled The Queen is Dead (1986), whose title-track offers a similar parody
of Queen Elizabeth II and Prince Charles, is rich in fresh images and complex associations.
Interestingly, the song’s final line is sung with an extraordinary intensity by which one can
get the impression that Morrissey is trying to shift from the song’s narrative to a larger one
in which to refer to his condition as a “living sign” within the vast and complex frame of
contemporary popular culture. In order to read Morrissey from a semiotic perspective, this
essay isolates significant moments within the rich artistic experience of the British singer -
from his early years with The Smiths (1982-1987) up to his solo years (1988-) - focusing
on the artist’s capacity of engaging in complex dialogues with writers, film directors and
other cultural icons and texts from British, American and Italian popular cultures. In this
sense, the essay relies on different semiotic approaches in a process where different
categories such as the carnivalesque, (cultural) iconicity and dialogism mix with each
other.

Biographical Details:

Pierpaolo Martino is ricercatore (Senior Lecturer) in English literature at the University of
Bari, Italy. His areas of enquiry include semiotics and cultural studies. He has published on
Oscar Wilde, Virginia Woolf, Hanif Kureishi, Salman Rushdie, David Bowie, The Smiths
and Radiohead.

Top five favourite Smiths songs: Top five favourite Morrissey songs:
Reel around the fountain Everyday is like Sunday

I know it’s over November spawned a monster
Some girls are bigger than others Now my heart is full

Cemetry gates Irish blood, English heart
Girlfriend in a coma Life is a pigsty
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Because I've Only Got Two Hands: Western Art Undercurrents in the
Gestures and Poses of Morrissey

It is my position that the ongoing academic interest in Morrissey and his enduring opacity,
are intertwined inevitabilities of his paradoxical performance tactic - whereby the absence
of an authentic Morrissey 'self' is masked by the artist's continual referrals to external, and
disparate, sources of identity. This strategy ostensibly allows the singer to 'express'
meaning without ever really giving anything away. We might agree then, that the body
language of this self-aware performer necessarily invites more scrutiny than that afforded
by our usual, intuitive, relationship with body rhetoric.

Using a comparative approach to explore three dominant, and related, themes in
Morrissey's performance; namely gender, rebellion and martyrdom, 'Because I've Only Got
Two Hands..." uncovers the Western Art undercurrents in the body language of this
impressive cultural figure. Essentially, the visual repertoire of the performer's
communicative body is used as a device through which art's meaningful codes can be
accessed, and their enduring influence on contemporary identities, discussed.

But beyond the aesthetic appeals of the art history lesson, what this paper offers, is an
exposition of the decentred, Post-Modern self, of which Morrissey's diverting tactic is
always showing the doing. Moreover, the undertaking visits this performance realm to
'sound out' the quality of the (particularly) intense relationship which the pop-star enjoys
with his fan-base; one which is often characterised as unusually 'real' and personal, despite
(or indeed because of) Morrissey's frustrating tendency to disclose little about himself,
beyond restating both in verse and deed his status as a 'living sign'.

Biographical Details:

After serving as a merchant seafarer for 14 years (1989 - 2003), I left the sea to complete a
three year BA in Fine Art at the Kent Institute of Art & Design (now UCA Canterbury)
where 1 developed a practice which engaged with the rhetorical body.
In 2007, I began an MA in Material Culture Studies at Exeter University. Whilst the
discipline has its matrix in archaeology, the course allowed me to pursue my interest in the
body, as it is shaped and imbued 'behind' objects. I am due to begin a PhD in Performance
in September.

Five favourite Smiths/Morrissey songs:
Trouble Loves Me

Oh Well I'll Never Learn

Alma Matters

The Hand That Rocks The Cradle
National Front Disco
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On The Problems with Being "Just Blindly Loved": The rhetoric of fanaticism
at Morrissey-solo.com

"Fanaticism is the true experience of pop, not discrimination and broad mindedness." -
Simon Reynolds.

The endearing aspects of Morrissey fanaticism have been well-documented: the cycling
quiffs in the music video for Stop Me If You Think You've Heard This One Before and the
ritualised stage rush captured on a series of official video. Morrissey's invocation of and
preference for the term "apostles" to describe those who follow closely his career is not
hyperbolic.

The negative aspects of Morrissey's fanaticism have been under-analysed even if they have
come to be the more definitive experience of modern Morrissey fandom. This paper
analyses and compares the rhetoric of Morrissey's fans at Morrissey-solo.com with the
written and spoken rhetoric of Morrissey in relation to three mediated controversies that
occurred in winter 2007/08: Morrissey's boycotting of Canada over the annual legalized
seal cull; Morrissey's decision to play in Israel despite a widely observed artistic and
academic boycott on that country; and the top Morrissey news story of the year: the
interview given to the NME which resulted in headlines, and editorial comments by Conor
McNicholas, that Morrissey's legal team chose to interpret as defamatory.

This paper will argue that the hostile engagement and contradictory positions adopted by
fans online is not aberrational. Facilitated by the medium, this discourse is directly
predicted and indeed mandated by the rhetoric Morrissey employs, which closes off
rationality while valorising unconditional and non-reflective allegiance increasingly at odds
with accepted narratives surrounding The Smiths.

Biographical Details:

Colin Snowsell is finishing a PhD through the Department of Art History &
Communication Studies at McGill University. In the time it took Morrissey and Marr to
form a band and release a series of generation-defining records before dissolving into
acrimony, he has managed to name his dissertation: "Morrissey: I Was Right and You
Were Wrong." He is a professor in the Department of Communications at Okanagan
College.

Five favourite Smiths/Morrissey songs:
Now My Heart is Full

I Won't Share You

Cemetry Gates

My Love Life

[ Know Very Well How I Got My Name
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My so friendly lens it zooms into ““the inner you™: Morrissey’s use of
photographic portrait as an expression of self-identity

The importance of album cover art to Morrissey has been apparent since the first release by
his former band the Smiths. Easily recognisable, the cover art of the Smiths albums served
as a form of biography displaying Morrissey’s cultural taste and influences on his young
life. Central to this was the elevation of ‘outsiders’ to iconic ‘cover stars’, a way for
Morrissey to lay claim to the people who had influenced his isolated teenage years. The
images, combined with insightful lyrics, granted fans access to this world of the Smiths.
Since Morrissey’s solo career the cover art images have predominantly featured Morrissey
in the manner of self-portrait. This has seen Morrissey join the rank of his ‘outsider icons’,
becoming his own cover star and confidently accepting his own identity without needing to
rely on his past. The use of the portrait also relates to theories of the ‘gaze’ in visual arts
and can have the effect of rendering the viewer as voyeur.

The significance that Morrissey places on his cover art is reciprocated by the interest of his
fans. Each new release finds the artwork image discussed and debated by the mainstream
media and music fan sites, each looking for some clues to the enigma of Morrissey.
Astutely aware of the power of the image in popular culture Morrissey has successfully
used his own self-image to communicate with his audience, while also challenging
assumptions of the male body and its place within images of popular music culture.

Biographical Details:

Melissa Connor has studied Visual Arts at the University of South Australia, majoring in
History and Theory. An Honours thesis was completed in 2008 which researched the use of
the music fan site, Morrissey-solo.com by a group of female fans as a site of creative
practice. The research topic focused on the ways in which an internet community is able to
become a space to begin and develop creative work, while also gaining feedback from the
fan community. In 2009 Melissa will be undertaking post-graduate study at the University
of South Australia in the area of female ‘craft makers’ and their use of blogs to engage with
a global community.

Five favourite Smiths/Morrissey songs:
Alsatian Cousin

What She Said

The More You Ignore Me, The Closer I Get
London

Maladjusted

10
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In The Haze of a Drunken Hour

For the past few years we have been going to the weekly Smiths’ dance party at Sway, a
club in New York City. It’s on Sunday night, the end of the weekend, the most unsuitable
night for a party. The DJ set never changes, but the DJ is always applauded, everyone
thinks he’s a virtuoso on the decks, even though he plays everything off of CDs. The scene
at Sway is intrinsically Ironic. While the majority of the clientele are dressed the way
people in New York City dress, there is always a contingent that get dressed up. A girl
could arrive wearing a garbage-bag as a dress, or maybe come as a present wrapped in a
giant bow. They might wear faux prescription glasses, sailor uniforms, ripped leather pants,
or English lumberjack shirts with kimono sleeves. These people would tell you that they
haven’t got a stitch to wear. Every week one can overhear conversations between these
hipster kids about how The Smiths are criminally overrated. Do they even like the Smiths,
or do they like the party because it protects them from needing to like anything? This
particular kind of irony is a means of finding sincerity in a place where sincerity itself has
become insincere. This strain of irony—that is a play of historical recurrence—can be
traced directly through The Smiths, particularly Morrissey’s lyrics and performance.

Biographical Details:

Dan Jacobson (born 1985 in Oklahoma City, Oklahoma but grew up in Denver, Colorado)
is a New York City based filmmaker who studied experimental film at the University of
Colorado, Boulder before moving to Manhattan where he attended the New School for
Social Research. There, he earned a BA in Liberal Arts, graduating in 2007 with a focus in
philosophy and theatre. His first feature-length documentary film, Looking For Roots,
Finding Flowers (2006-2008), which chronicles the story of his Grandfather, a holocaust
survivor, returning to his birthplace in rural Romania, premiered at the Denver Jewish Film
Festival in 2009.

Ian Jeffrey (born 1985 in Denver, Colorado, lives and works in Boston) attended Tufts
University and the School of the Museum of Fine Arts, Boston, earning a BFA in 2008. His
artwork has been exhibited in New York and Boston at the ISE Cultural Foundation, Meet
Wardise Gallery, and Mobius. In March of 2008 he organized and participated in a
symposium at the Museum of Fine Arts, Boston, which investigated the current state of
feminism in art school. He currently DJ's an itinerate party called "Sucking in the
Seventies," which explores the sex-crazed, drug addicted, apathetic, and violent conditions
in the late 60's and 70's.

Five favourite Smiths/Morrissey songs:
Barbarism Begins at Home

Rubber Ring/Asleep

Girl Afraid

Half A Person

Last Night Maudlin Street

11
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In Our Different Ways We Are the Same: Morrissey and
Representations of Disability

The politics of customary identity categories — gender, sexuality, race, class — espoused in
the work of British singer and lyricist Morrissey have been the subject of recurrent, often
contentious, discussion amongst journalists, academics, and fans alike. One comparatively
neglected axis of identity addressed in Morrissey’s oeuvre, however, is that of disability.
From his tenure as frontman of The Smiths (when it was famously his wont to sport a
hearing aid onstage), through Morrissey’s early solo years (which found the singer
scandalously descanting about a disfigured child spawned in November), and continuing
into his more recent work (“You Were Good In Your Time” credits a dying idol with
having helped the artist to feel less “deformed, uninformed, and hunchbacked”), images of
disability saturate Morrissey’s canon.

I interrogate Morrissey’s representations of disability, bringing to bear in my analysis the
insights of the field of disability studies. I argue that while in certain respects Morrissey’s
deployments of the trope of disability would seem to reproduce some of the worst
prejudices of ableist society (the disabled as mere scenery, corporeal difference as occasion
for pity/derision, disability as metaphor for the anxieties of the non-disabled), in other
regards, Morrissey’s musical invocations of disability invite observers to pause and redraw
— if not erase altogether — the line between the “normate” body (to cite a term coined by
disability theorist Rosemarie Garland Thomson) and those extraordinary bodies constructed
as abject by the regnant ideology of ability.

Biographical Details:

Daniel Manco was born, raised, and took some stick in Fort Wayne, Indiana — a humdrum
town (that they forgot to bomb) in America (which is not the world). He was initiated into
Morrisseyworld in 1990, when, clumsy and shy at the age of 16, he heard a cassette of the
spellbinding "Death of a Disco Dancer" and realized the heights (and depth) to which
popular music could aspire. He has been full of ardour (no bluff) for Morrissey and The
Smiths ever since. Daniel holds a B.A. in English and a B.A. in Psychology from Indiana
University in Bloomington. He is currently in his final semester of the M.A. program in
Popular Culture at Ohio's Bowling Green State University, where he is writing his thesis on
representations of disability in the music of Morrissey and The Smiths.

Five favourite Smiths/Morrissey songs:
Panic

Cemetry Gates

Handsome Devil

Suedehead

The World Is Full Of Crashing Bores
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THE GHOST IN THE GUITAR: POST-SMITH GUITAR LINES AND THE
SONIC RE-INVENTION OF MORRISSEY

The musical relationship between Morrissey and Johnny Marr during the Smiths-era
formed one of the most characteristic sonic trademarks of the 1980s. The sophisticated
guitar arrangements, with subtle melodic lines on top of the harmonic structures, positioned
the guitar as vibrant partner to the vocal output. Throughout his solo career the guitar
arrangements become harder and more aggressive. On ‘Irish blood, English Heart’ from his
2004-album You Are the Quarry, the octave chorus lines in the guitar represent an almost
cowed aggressiveness that, on the one hand, potentially builds up Morrissey’s strength as a
solo artist rather than threatening his standing as author. On the other hand, one might read
the guitar arrangement as a result of conformity and lack of inspiration. In this case it
becomes the audible signifier of quite the opposite: a lad in total crisis.

Building on various methodologies of popular musicologists, such as Tagg, Middleton,
Kassabian, Moore, McClary, Hawkins, Walser and Warner, this paper entails a close
reading of how the electric guitar potentially functions as an audible signifier of gendered
performance, and thus how it contribute to the sculpturing of Morrissey’s representation.
How does Morrissey’s vocal sound gain its authenticity through the guitar and to what
extent does this relate to his former collaboration with Johnny Marr? In particular, I will
consider how mannerisms in performance function in specific constellations that are
predicated upon the listener’s competence. Thus, my paper deals with questions linked to
how masculinity is playfully disseminated through musical clichés and stereotypes, and
why this is linked to notions of identity that connote authenticity along several axes.

Biographical Details:

Eirik Askeroi holds a MA in musicology from the University of Oslo. He
is currently a PhD student in popular musicology at the University of
Agder with Professor Stan Hawkins as his supervisor.

Five favourite Smiths/Morrissey songs:
Interesting Drug

Suedehead

We Hate it When Our Friends Become Successful
Tomorrow

Hold On to Your Friends

13



+ & "

The ‘teenage dad’ and ‘slum mums’ are just “certain people | know’:
Representations of the working / under class in the works of Morrissey.

In this paper I examine Morrissey’s representation of the working / under class in an era
where Neoliberalism and the ideology of personal responsibility have obtained a global
hegemonic position. Neoliberal individualistic ideologies inject myths into public
discourse, which are constructed as ‘fact’. These myths stigmatise ‘feckless members of the
working class as ‘undeserving’ of the assistance that they receive (Lens 2002, p.144),
consequently absolving the state, and the system of stratification that occurs as a result of
global capitalism, of any responsibility (Edelman 1998, p.134).

Yet it is important to recognise that counter-hegemonic ideologies have emerged.
Morrissey has continued his role as a chronicler of the dispossessed and remains a
‘proletarian hero’ to many of his devotees (Edwards 2006). His representation of the
working class can initially be understood in the context of the de-industrialisation of the
north of England (Kallioniemi 1999, p. 312), particularly during Thatcher’s period in
power. There is an appreciation of working class hardness, and he seemingly celebrates
idleness, criminality and social indifference (Botta 2006, p.124). He continues to deal with
the ‘hidden injuries of class’ that still characterise contemporary society (Coulter 2005,
p.6), and in songs such as the ‘slum mums’ he debunks some of the myths advanced by
Neoliberal governments. I argue that Morrissey has used his music as a powerful tool for
re-imagining places and people, in the process building an counter hegemonic (positive)
discourse and image of the working / under class (Botta 2006, p.123).

Biographical Details:

Martin works in the Department of Sociology at the University of Limerick. He returned to
education as a mature student completing a BA, MA and PhD in the University of
Limerick. His doctoral thesis offered a critical analysis of the macro and micro-
level dynamics of persistent class inequality in the Back To Education Allowance Welfare
to Education Programme in Ireland. His current areas of research interest include inequality
and social exclusion, and Neoliberalism and the retraction of the welfare state.

Five favourite Smiths/Morrissey songs:
Suffer Little Children

Hand in Glove

How Soon is Now

Margaret on the Guillotine

Irish Blood English Heart
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Suedehead: Creating the meta-pilgrimage to Morrissey's Fairmount,
Indiana

In 1988, Morrissey traveled to James Dean's childhood home in Fairmount, Indiana and
circulated his pilgrimage publicly: footage of his trip was used as the video for his first solo
single, "Suedehead." Morrissey's video can be understood as a type of allegory, which in
turn inspired meta-pilgrimages to Morrissey's, rather than Dean's, Fairmount. As a sixteen
year-old on the heels of Morrissey, I enacted such a meta-pilgrimage, purchasing a series of
photographs of the singer filming his video at the Fairmount record store. Using Craig
Owens' understanding of allegory as the reading of one text through another, I will show
how the accumulated text of biographical and associative material constituting Dean's
Fairmount - especially as presented in Dennis Stock's 1954 photographs of Dean in
Fairmount - is reread through Morrissey's video, which focuses on its protagonist's
interactions with artifacts and architecture. This rereading has two significant
consequences. First, it remakes Dean's Fairmount into Morrissey's Fairmount, allowing his
fans to visit its various stations for their associations with Morrissey rather than Dean.
Furthermore, Morrissey's enactment of the rites of fandom serves as instruction for his own
fans. From this video, viewers learn the tropes of hero worship, which they could then
apply to the trail of landmarks and sites in the corpus of The Smiths' and Morrissey's lyrics
and imagery.

Biographical Details:

In the early 90s, Erin Hazard cut and pasted a Morrissey zine called Maudlin Street. More
recently she received a Ph.D. in art history from the University of Chicago. Inspired by her
travels to Morrissey's Manchester, her dissertation examined nineteenth-century tourism to
authors' houses. She is currently an assistant professor of art history at Western
Washington University in Bellingham, WA.

Five favourite Smiths/Morrissey songs:
Late Night, Maudlin Street

Paint A Vulgar Picture

Ask

Rubber Ring

Cemetery Gates
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“Or have you ever escaped from a shipwrecked life?””

My article deals with the alleged racism of Morrissey, in lyrics and interviews, as perceived
by the British popular music press during his solo career. The aim is not to decide whether
these allegations are “true”, but rather to analyse the concept of racism that is revealed in
these articles, and how it relates to general discourses of nationality, ethnicity, and identity
in the popular music press. In the 2007 December issue of the NME, Morrissey states that
British identity is disappearing (p 13), which led to a debate about racism. Only three
months later, Q magazine published an issue of ”50 years of great British music”, where
each album/ track had its "most British moment” defined. Whereas Morrissey’s concern
about British identity was clearly unacceptable to the music press, the view of Britishness
in Q magazine seemed to pass without notice. Yet, both of them rest on similar essentialist
understandings of identity. My intention is to analyse this discrepancy and show that while
all magazines openly reject racism, they are also using music as a way to establish a British
identity, in which Mortrissey plays an integral part. Morrissey is therefore both rejected and
included in this identity project, which sheds light on the ambiguous relationship between
Morrissey and the music press. The greater aim is to provide a contextual background
against which it is possible to discuss Morrissey’s own relation to “Englishness” beyond
the “racist”/ “not-racist” labels, where his ambivalent relationship to England can be shown
to be a part of a greater transformation of British identity since the demise of colonialism.
Methods/ perspectives used will be discourse analysis and post-colonial theory.

Biographical Details:

Johanna undertook a 4 year degree in gender studies at the University of Gothenburg,
Sweden. Currently she is working on a master's thesis in the history of
ideas concerning the legacy of Simone de Beauvoir in the writings of Judith Butler. Her
main intellectual interests are contemporary feminist theory and philosophy and their
history, along with the gender debate in 18th century France with author's such as
Rousseau, Laclos, Marquis de Sade and Wollstonecraft.

Five favourite Smiths/Morrissey songs:
Alma Matters

Let Me Kiss You

November Spawned a Monster

Jeane

The More You Ignore Me, the Closer I Get
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Who’s Afraid of Virginia Woolfe? Philosophy, Suicide and The Smiths
(Part 1)

In the forthcoming publication, Why Pamper Lives Complexities: Essays on The Smiths, 1
critically evaluate Morrissey’s statements apropos suicide during the period when he was
‘voice’ of The Smiths. His statements, although prima facie transgressive (and to some
even irresponsible) actually constitute a sensitive, sympathetic, entirely reasonable view of
the ‘problem’ of suicide. I was most concerned to argue, however, that this understanding
is philosophical in nature — in fact it is this, above all, that gives the view its particular
resonance. Drawing on the rich, yet somewhat neglected philosophical literature on
suicide, I sought to reinforce this evaluation with a close analysis the song ‘Asleep’ (B-side
— with ‘Rubber Ring’ — on 12 inch single, ‘The Boy with the Thorn in his Side’, 1985). It
is crucial that Morrissey’s statements about suicide as well as the many suggestive
allusions to suicide in his song-writing should not be understood as a perverse endorsement
of self-killing. On the contrary, with reference to fan-based responses to this aspect of The
Smiths, I demonstrated that there was, among fans of the music, an overwhelmingly
positive reaction to Morrissey’s remarks, with many fans professing that his songs and
statements, far from contributing to despair, actually had a significant palliative, and
ultimately perhaps even preventative, effect on them.

As demonstrated most trenchantly in the song ‘Asleep’ (essentially a suicide-note set to
music), Morrissey’s statements represent a personal, subjective confrontation with suicide
in a way that has, through song, the power to speak meaningfully to those in despair and
contemplating death.

A potential difficulty with the theme of this previous work, however, is that it may be
assumed to espouse the stereotypical view of the Smiths as ‘morbid and miserable’.
Whereas, the enduring appeal of the songs is often considered to be their ambivalent — at
once serious and capricious — treatment of existential themes. Indeed, what could be
described as Morrissey’s erudite mischievousness is at its most effective precisely in
relation to the darker aspects of the human condition. As comedian Russell Brand
observed, in a surprisingly incisive remark, Morrissey possesses the unique capacity to ‘use
humour without compromising pathos’. Nothing perhaps illustrates the Puckish
ambivalence with which Morrissey was capable of treating any theme more evidently than
the contrasting approach taken to suicide in the song ‘Shakespeare’s Sister’. In this paper, I
therefore consider the latter song in the context of my previous discussion of suicide.

Several specific issues become relevant in this application. In particular, the concept of
gender and its transitive construction (a highly controversial concept in the context of
suicide) plays a significant role in this song. I also discuss Morrissey’s sleeve artwork for
the Smiths’ records with particular reference to ‘The Boy With the Thorn in his Side’ and
‘Shakespeare’s Sister’ and argue that the images deployed by Morrissey carry an extra
semiotic significance that problematically augments the audial resonance of the songs in
question.
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Biographical Details:

Kieran Cashell is a lecturer in Critical & Contextual Studies, and Research Co-Ordinator in
the School of Art and Design, LIT. He is the author of Aftershock: The Ethics of
Contemporary Transgressive Art (IB Tauris: 2009); and 'Sing Me to Sleep: Philosophy,
Suicide, and the Smiths,' in S. Campbell and C. Coulter (eds), Why Pamper Life's
Complexities?: Essays on The Smiths (MUP: 2009).

Five favourite Smiths/Morrissey songs:
Stretch Out and Wait

Rubber Ring

Asleep

That Joke Isn't Funny Anymore

The Boy with the Thorn in His Side
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“‘] Started Something | Couldn’t Finish’: The remaking and the myth of
Morrissey and the Latino communities that love(d) it”

For the past two decades, singer Morrissey—best known as the former lead singer of the
now-defunct, eighties-era, British “indie” rock band the Smiths—has maintained his
reluctant status as a counterculture icon for the woeful and disenfranchised. However, the
“face” of his fan constituency by the beginning of the twenty-first century shifted; the shift
left many journalists and scholars pondering how Motrissey, a fey, sexually ambiguous,
white Englishman, could attract a second wave of devotees that were mostly heterosexual,
macho, Spanish-speaking, and brown? My project will examine the mediatization and
academization of Morrissey’s relationship to Latino fan communities in the late 1990s and
early twenty-first century. I am broaching this topic from this particular angle specifically
because much published material already exists on said relationship. I will argue that those
who have investigated the Morrissey/Latino fan relationship have relied too heavily on
static, two-dimensional, and stereotypical racial and gender tropes to “explain” the union
between the two seemingly dissimilar bodies. Further, by invoking current conversations
surrounding Mexican immigration and Chicano culture, border theory, “outsider” culture,
and music-sharing technology, I will discuss how both Morrissey and his male Latino fans
are complicated products of an even more problematic process of community-building and
“becoming”: globalisation.

Biographical Details:

Lana is a Rutgers University Women’s and Gender Studies graduate student from New
Jersey. Her interest in media studies, the arts, and feminist and queer discourses extends
itself to her work on projects with GLAAD, The Institute for Research on Women, and the
Rutgers-Douglass College Women and Art Learning Community planning committee.

Five favourite Smiths/Morrissey songs:
William, It Was Really Nothing
Piccadilly Palare

The Last of the International Playboys
Tomorrow

Shoplifters of the World, Unite
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“Because the Music That They Constantly Play, It Says Nothing to Me About My Life:”” An
Analysis of Youth's Appropriation of Morrissey’s Sexuality, Gender, and Identity

Morrissey served as an equalizer amongst adolescents; it was his music, lyrics, and image
that created a new substantive culture. During the 1980s and early 1990s, Motrissey
repositioned the understanding of popular icons in a cultural sphere where the main
purpose of popular figures was to provide entertainment only. It was within this cultural
sphere that disaffected youth were able to adopt Morrissey’s lyrical and countercultural
language as a type of self-narrative. For the purpose of my presentation, I will focus on
Morrissey’s recontextualization of masculinity, sexuality, and identity. For many fans,
Morrissey’s identity serves as a tool to negotiate heteronormative conceptions of
masculinity. I argue that in the context of the 1980s, Morrissey’s performance offered a
negotiated discourse to young heterosexual and gay fans thus providing a countercultural
narrative to the dominant discourses surrounding sexuality and gender. Therefore,
Morrissey is read as an individual who did not align himself with the popular binary;
rather he created his own category. This category celebrated the individual and fluidity of
gender ergo transgressing the stereotypical and heteronormative male image. Morrissey’s
music, lyrics and image present a negotiated code thereby aiding the creation of adolescent
self-identity and identity consciousness.

Biographical Details:

Elisabeth received an undergraduate degree in Music History and Political Science from
Simmons College in 2004. Her senior thesis focused on explicit anti-Semitic themes in
Richard Wagner’s music dramas. The study of Wagner combined her two passions—
music and political science; but more importantly it generated a strong comprehension of
racism, gender and cultural theory, all the while strengthening her ability to conduct critical
research. She entered the Gender and Cultural Studies program at Simmons College in the
spring of 2007, and has developed an adamant awareness and passion for racial, social
historical and cultural theory. She is dedicated to the understanding of multiculturalism as
related to popular culture, history and sociology, and with endowing the field with more
nuanced ways in which gender, race, sexuality theory and queer studies develop diverse
communities. These communities would emphasize cultural and social capital as legitimate
and significant forms of knowledge, presenting a counter-narrative to the racist, gendered,
homophobic, and unicultural projected image of mainstream society.

Five favourite Smiths/Morrissey songs:
Certain People I Know

The More You Ignore Me, the Closer I Get
Everyday is Like Sunday

Rush and a Push and the Land is Ours

Boy with a Thorn in His Side
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Talent Borrows, Genius Steals: Morrissey and the Art of Plagiarism

On Monday 24th November David Cohen wrote an article in The National Business
Review entitled Talent Borrows, Genius Steals which began by stating “Oops, so sorry, we
just realised we plagiarised that nifty line you see in the header above from the great
Stephen Morrissey.” Morrissey had himself, famously had the line etched on the B side of
the 12” single release of Bigmouth Strikes Again some twenty two years earlier. The
supreme irony of the line is disclosed in a footnote at the end of the article which reveals
that it is actually attributed to Pablo Picasso and had itself been stolen by the Smiths front
man. Throughout his career Morrissey’s fans have been drawn, like a moth to flame, into
the Aladdin's cave of borrowed lines and imagery that have been scattered through his
lyrics, cover art and videos and have serially offered a glimpse into his current state of
obsession. This paper intends to explore the way that his solo career has mined various eras
and genres of popular culture and how this has so often been echoed by the musical styles
of his various collaborators, from the scratched corruption of Shangri-la’s lyrics on
whitewashed walls in the Suedehead promo to the Bolanesque guitar riff of Certain People
I Know.

Biographical Details:

Lee Brooks is a Media Arts lecturer at St Mary's University College, Twickenham,
London. After training as a graphic designer at the London College of Printing, Lee
completed a history degree at St Mary's and an MA in popular culture at the Open
University. Lee began his working life in Twickenham as a Learning Support officer,
assisting with the teaching of a wide range of practical, design related disciplines while at
the same time building and maintaining an expanding computer network. He has recently
moved onto the Media Arts academic staff teaching practical modules including web
design and motion graphics, alongside theoretical courses on popular music and the cultural
and social significance of Walt Disney World.

Five favourite Smiths/Morrissey songs:
The Hand that Rocks the Cradle

First of the Gang to Die

A Swallow On My Neck

Jeane (my daughter's middle name)
Now My Heart is Full
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“The seaside town that they forgot to bomb’: Betjeman and Morrissey on
urban regeneration and British identity.

Asked during an interview in 2006 for the BBC2 Culture Show’s Living Icons poll about
his own heroes, Morrissey responded, ‘Living? Nobody. Dead? Thousands. Sir John
Betjeman, I think he would be my personal vote.’

Indeed, Betjeman’s influence is a recurrent theme in Morrissey’s work. “Every Day Is Like
Sunday”, the apocalyptic second single of his 1988 debut solo album, Viva Hate, was
inspired by Betjeman’s infamous 1937 protest poem, “Slough”. Morrissey has frequently
utilized another of Betjeman’s poems, “A Child III”: a recording of the poem was played
right before Morrissey walked on stage during his 2002 tour, and in 2004 he chose the
poem as the closing track for the NME compilation CD, Songs To Save Your Life.

This paper examines and elucidates upon the relationship between Betjeman and
Morrissey, drawing parallels between the attitudes expressed and implied in the work of
both men regarding the question of British identity. Urban regeneration and development
had a profound impact on the lives and works of both, and in particular represented a
means of undermining national identity and cultural heritage. The central purpose of this
essay is to examine the attitudes of Morrissey and John Betjeman towards the destructive
relationship between urban regeneration and British identity.

This paper focuses primarily on Morrissey’s work as a solo artist, whilst also considering
this body of work within the context of his early career with The Smiths. Tracking the
trajectory of both artists’ outlook on British society as expressed through music, poetry and
television, the paper concludes by considering the ideological implications of their hostility
towards urban regeneration and the uniformity which it propagates.

Biographical Details:

Lawrence is currently a postgraduate student at University College London, having studied
for his Bachelor's degree at Queen Mary University of London. His research interests lie
generally in the fields of British/American modernism and interdisciplinary studies. He is
specifically interested in the philosophy of D.H. Lawrence and the relationship between
fascism and modernist literature. He is currently working on a Master's dissertation on
Hemingway and bullfighting.

Five favourite Smiths/Morrissey songs:
Still 111,

First Of The Gang To Die

Everyday Is Like Sunday

Sister I'm A Poet

Why Don't You Find Out For Yourself
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Some words are bigger than others: Morrissey’s linguistic identity

Morrissey’s portrayal in the media is that of a misanthropic and despondent individual.
Such a public identity is to an extent the result of his lyrical output over the years but also
of stereotyped representation by writers and commentators. In this paper I will look at
Morrissey’s linguistic production other than his lyrics with a view to answering the
question whether such a portrayal is justified. To this end, I will first chracterise
Morrissey’s idiolect as manifest in his linguistic performance in interviews. Using the tools
of corpus linguistics, I will then attempt to identify patterns of consistency of expression
and interpret their significance in the context of Morrissey’s self-identity construction
through language.

Biographical Details:

Dr Krzysztof Kredens received his MA in English Studies and PhD in English Linguistics
from the University of Lodz, Poland. Formerly a European Commission Research Fellow
in the Department of English at Birmingham University, UK, he is now a Lecturer in
Applied Linguistics in the School of Languages and Social Sciences at Aston University.
He is based in the Centre for Forensic Linguistics, where he is Director of the International
Summer School in Forensic Linguistic Analysis. His main research interest lies with
language and the law, as evidenced by his numerous publications and conference papers in
the area. He is particularly interested in the linguistics of the individual speaker and its
implications for forensic authorship analysis.

Five favourite Smiths/Morrissey Albums:
Vauxhall and I,

Viva Hate

Your Arsenal,

Strangeways Here We Come

The Queen is Dead
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