
  

 
 
 
 

 
‘I AIN’T NO SIZE TWO:’  

 
FEMINIST CONVERSATIONS AND CONTROVERSIAL MESSAGES 

 
IN MEGHAN TRAINOR’S EMPOWERMENT SONGS 

 
______________________________________ 

 
 

A Thesis 
 

presented to 
 

the Faculty of the Graduate School 
 

at the University of Missouri-Columbia 
 

_______________________________________ 
 
 

In Partial Fulfillment 
 

of the Requirements for the Degree 
 

Master of Arts 
 

_______________________________________ 
 
 

by  
 

ERIN SCHLABACH 
 

Dr. Maya C. Gibson, Thesis Supervisor 
 

MAY 2017 
 
 
  



ii 

APPROVAL PAGE 
 

The undersigned, appointed by the dean of the Graduate School, have examined 
the thesis entitled 
 

‘I AIN’T NO SIZE TWO:’  
FEMINIST CONVERSATIONS AND CONTROVERSIAL MESSAGES 

IN MEGHAN TRAINOR’S EMPOWERMENT SONGS 
 

presented by Erin Schlabach, 
 
a candidate for the degree of master of arts,  
 
and hereby certify that, in their opinion, it is worthy of acceptance. 
 
 
 
 

____________________________________ 
Professor Maya C. Gibson 

 
 

____________________________________ 
Professor Tina L. Bloom 

 
 

____________________________________ 
Professor Michael J. Budds 

 
 

____________________________________ 
Professor Judith Mabary 

 
 

____________________________________ 
Professor Stephanie Shonekan 

 
 



  ii 

ACKNOWLEDGEMENTS 
 

 I would like to thank the musicology faculty at the University of Missouri for 

encouraging me in this project specifically as well as the entirety of my time in 

graduate school. Dr. Budds, Dr. Mabary, and Dr. Shonekan have each assisted 

me in learning and growing as a musicologist in countless ways. I would also like 

to thank Dr. Bloom for her support and advice throughout the thesis writing 

process. 

 I could not have completed this work without the many meetings and 

conversations that were had with Dr. Maya Gibson. As the head of my committee 

she pushed me to think more deeply and broadly while refining the work I was 

presenting. I am lucky to count her as a teacher, mentor, and friend. 

  



iii 

TABLE OF CONTENTS 
 

ACKNOWLEDGEMENTS ................................................................................................. II 
LIST OF FIGURES ........................................................................................................... V 
CHAPTER 1. INTRODUCTION ........................................................................................ 1 

PREFACE ........................................................................................................................ 1 
SITUATING TRAINOR ........................................................................................................ 5 
SITUATING MYSELF ......................................................................................................... 7 
LITERATURE SURVEY ...................................................................................................... 9 
METHODOLOGY ............................................................................................................ 13 

Theoretical Framework ........................................................................................... 16 
Methods of Analysis ................................................................................................ 19 

CHAPTER ORGANIZATION AND OUTLINES ....................................................................... 23 
Chapter 2. ‘Every Inch of You is Perfect:’ Meghan Trainor’s Formation of a Body 
Positive Brand ........................................................................................................ 23 
Chapter 3. ‘Treat Me Like a Lady’: Trainor’s Example of Women’s Roles in 
Romantic Relationships .......................................................................................... 24 
Chapter 4. ‘Let’s Talk About the Word Deserve’: The Demonstration of Agency in 
Trainor’s Music ........................................................................................................ 25 
Chapter 5. “I’m A Lady”: Meghan Trainor’s Continuing Evolution of Femininity ...... 26 

CHAPTER 2. ‘EVERY INCH OF YOU IS PERFECT:’ 
MEGHAN TRAINOR’S FORMATION OF A BODY POSITIVE BRAND ........................ 28 

“ALL ABOUT THAT BASS” ............................................................................................... 32 
Genre Influence ....................................................................................................... 34 
Lyrics ....................................................................................................................... 37 
Music Video ............................................................................................................. 42 

“ME TOO” ..................................................................................................................... 43 
Genre Influence ....................................................................................................... 48 
Lyrics ....................................................................................................................... 49 
Music Videos ........................................................................................................... 50 

CONCLUSION ................................................................................................................ 51 
CHAPTER 3. ‘TREAT ME LIKE A LADY:’ 
TRAINOR’S EXAMPLE OF WOMEN’S ROLES IN ROMANTIC RELATIONSHIPS ..... 53 

“LIPS ARE MOVIN” ......................................................................................................... 55 
Genre Influences ..................................................................................................... 55 
Lyrics ....................................................................................................................... 56 
Music Video ............................................................................................................. 58 
Genre Influences ..................................................................................................... 60 
Lyrics ....................................................................................................................... 61 
Music Video ............................................................................................................. 64 

CONCLUSION ................................................................................................................ 67 
CHAPTER 4. ‘LET’S TALK ABOUT THE WORD DESERVE:’ 
THE DEMONSTRATION OF AGENCY IN TRAINOR’S MUSIC .................................... 68 

“NO” ............................................................................................................................. 70 
Genre Influence ....................................................................................................... 72 
Lyrics ....................................................................................................................... 76 
Music Video ............................................................................................................. 78 



iv 

“BETTER” ...................................................................................................................... 79 
Genre Influence ....................................................................................................... 81 
Lyrics ....................................................................................................................... 82 
Music Video ............................................................................................................. 83 

CONCLUSION ................................................................................................................ 86 
CHAPTER 5. “I’M A LADY:” 
MEGHAN TRAINOR’S CONTINUING EVOLUTION OF FEMININITY .......................... 87 

“I’M A LADY” ................................................................................................................. 89 
COSMOPOLITAN MAY 2017 COVER AND INTERVIEW ....................................................... 92 
COMPLEXITY OF INTERSECTIONALITY ............................................................................. 94 
FINAL THOUGHTS .......................................................................................................... 96 

APPENDICES ................................................................................................................. 97 
APPENDIX A: SELECTED MEGHAN TRAINOR CHART HISTORY ...................................... 97 
APPENDIX B: LYRICS OF SONGS EXAMINED ................................................................. 98 
APPENDIX C: MUSIC VIDEO PRELIMINARY EXAMINATIONS .......................................... 105 

BIBLIOGRAPHY ........................................................................................................... 118 
FEMINIST FRAMEWORK ............................................................................................... 118 
STUDIES ON MUSIC ..................................................................................................... 119 
STUDIES ON MEDIA AND MUSIC VIDEOS ....................................................................... 122 
CRITIQUES OF TRAINOR .............................................................................................. 123 
INTERVIEWS WITH TRAINOR ......................................................................................... 126 
CULTURAL AND SOCIAL COMMENTARIES ...................................................................... 127 
MUSIC VIDEOS ............................................................................................................ 130 
ICONOGRAPHY ............................................................................................................ 131 
DISCOGRAPHY ............................................................................................................ 131 

 
  



v 

LIST OF FIGURES 
 
Figure 1.1: Album covers for Title (2015) and Thank You (2016)...................... 1 
 
Figure 2.1: Screenshot of “All About That Bass” music video (0:10)................. 31 
Figure 2.2: “All About That Bass” Shoo wops at 0:49........................................ 35 
Figure 2.3: Opening of “All About That Bass.”................................................... 36 
Figure 2.4: Seventeen May 2016....................................................................... 44 
Figure 2.5: Meghan Trainor’s official Instagram account May 10, 2016............ 46 
 
Figure 3.1: Opening of “Lips Are Movin” (transcription by author)..................... 56 
Figure 3.2: Les Twins in “Lips Are Movin” (0:46)............................................... 58 
Figure 3.3: Screenshots from “Lips Are Movin."................................................ 58 
Figure 3.4: “Dear Future Husband” (1:13)......................................................... 64 
Figure 3.5: Screenshots from “Dear Future Husband."...................................... 65 
Figure 3.6: Screenshots from “Dear Future Husband” and Disney’s Cinderella.66 
 
Figure 4.1: Melodic line from “No” compared to “Bye, Bye, Bye." .................... 76 
Figure 4.2: Screenshot of “No” at 1:11............................................................... 79 
Figure 4.3: Screenshots of “Better” at 2:52 and 3:31......................................... 84 
 
Figure 5.1: Screenshots from “I’m A Lady” (0:28, 0:49, and 0:38)..................... 91 
Figure 5.2: Screenshots from “I’m A Lady” (1:26 and 1:29)............................... 92 
Figure 5.3: Screenshot from “I’m A Lady” (1:12)................................................ 92 
Figure 5.4: Cosmopolitan May 2017.................................................................. 93 
 
 
 
 
 
 
 
 
 
 
 

 
 

 
  



  1 

CHAPTER 1 
 

INTRODUCTION 
 

Preface 

Meghan Trainor’s brand—while thoroughly debated among critics and 

consumers—provides a gateway to conversations on body acceptance, gender 

equality, and female empowerment through the use of provocative lyrics, catchy 

tunes, and memorable music videos. This study considers Meghan Trainor’s 

most popular songs from her first two albums, Title (2015) and Thank You (2016) 

(see Figure 1.1).1  

 

 

 

The albums reached the number one and number two spots, respectively, on 

Billboard’s “Top Album Sales” chart. Each song considered in this analysis 

placed on the Billboard “Hot 100” chart with the exception of “Better” featuring Yo 

Gotti. “Better” did, however, make it to #27 on the “Pop Songs” chart.2 The song 

																																																								
	
1 Meghan Trainor, Title (Epic-88875016881, 9 January 2015); and Meghan Trainor, Thank You.  
Epic-88985320702, 13 May 2016).  Songs included in the thesis are: From Title: “All About That 
Bass,” “Dear Future Husband,” and “Lips Are Movin” and from Thank You: “Better,” “Me Too,” 
and “No.” 
 
2 “Meghan Trainor: Chart History,” Billboard (http://www.billboard.com/artist/6155878/meghan-
trainor/chart; accessed October 2016). 

 
[Images removed for copyright purposes.] 

 
Figure 1.1: Album covers for Title (2015) and Thank You (2016). 

	



2 

demonstrates Trainor’s emphasis on female empowerment as well as the 

influence of music videos on song interpretation in a unique way, meriting its 

inclusion in this study. To grasp fully the messages Trainor has communicated 

with these songs, each aspect listed in my thesis statement is considered 

individually and collectively. I also examine media appearances, promotional 

materials, and popular critiques.3 Interviews, imagery, and other media related to 

Trainor provide insight to the intent of her product. Critiques demonstrate both 

positive and negative reactions to this product and are part of the dialogue 

between Trainor and her fans. I argue that Trainor as a brand, her media output 

and personal marketing, has ignited and continued conversations that center on 

modern femininity.4 In doing so she has been greatly praised and highly 

scrutinized.  

I aim to decide, not whether Trainor and her work are feminist, but how 

her work contributes to feminist conversations. I discuss whether it matters if 

Trainor considers herself or her music to be feminist. I adapt the approach of 

analyzing popular culture through a feminist lens that Krisandra Ivings takes on 

																																																								
	
3 I am using Roy Shuker’s definition: "Used as an adjective, 'popular' indicates that something—a 
person, a product, a practice, or a belief—is commonly liked or approved of by a large audience 
or the general public.” (emphasis my own) 
 
Roy Shuker, Understanding Popular Music (New York: Routledge, 2001), 3. 
 
4 Trainor’s femininity is focused on a narrow category of woman: that of the white heterosexual 
cisgender able-bodied woman from a middle-class background.  
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her work on Carrie Underwood.5 Ivings supports and describes this approach 

through the work of Hollows and Moseley beginning with the following argument: 

 
The idea of feminism and popular culture tends to presume that a 
‘real’ and ‘authentic’ feminism exists outside of popular culture, and 
offers a position from which to judge and measure feminism’s 
success or failure at making it into the mainstream. Such an 
approach also assumes that feminism, or the feminist, can tell us 
about popular culture, but does not examine what popular culture 
can tell us about feminism.6 

 
 

Trainor’s media have added to conversations about a variety of topics that are 

often seen as feminist principally, self-esteem, self-acceptance, and gender roles 

in relationships. Although her music has been consistently scrutinized, it does 

serve the purpose of feminist music according to Trier-Bieniek and Pullum’s 

standard that “[feminist music] educates listeners about women's struggles and 

motivates them to create social change."7 By examining the different types of 

issues Trainor has addressed in popular music I demonstrate how one artist can 

raise consciousness about social issues through popular music. 

The consumption of music “referring to what is learned or remembered 

from exposure, . . . implies that music has some kind of impact, since listeners 

																																																								
	
5 Krisandra Ivings. Country Culture and Crossover: Narrative Representations of Gender and 
Genre through Lyric, Music, Image, and Staging in Carrie Underwood's Blown Away Tour (M.A. 
thesis, University of Ottawa, 2016), 31. 
 
6 Joanne Hollows and Rachel Moseley, “Popularity Contests: The Meanings of Popular 
Feminism,” Feminism in Popular Culture, ed. Joanne Hollows and Rachel Moseley (Oxford and 
New York: Berg, 2006), 1. 
 
7 Adrienne Trier-Bieniek and Amanda Pullum, "From Lady Gaga to Consciousness Rap: The 
Impact of Music on Gender and Social Activism," Gender and Pop Culture, ed. Adrienne Trier-
Bieniek and Patricia Leavy (Rotterdam: Sense Publishers, 2014), 88. 
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pick up information, feelings, even values from their contact with music.”8 Susan 

McClary affirmed that “most people care about music because it resonates with 

experiences that otherwise go unarticulated, whether it is the flood of cathartic 

release . . . or the groove that causes one’s body to dance.”9 Americans often 

talk about the music they are hearing on the radio and in popular culture. 

Therefore, current hits may signify the topics of ongoing discussions in society.  

Popular music is heard by nearly everyone in our society whether they 

make a conscious decision to listen to it. "Music may be the most consumed 

media as it is the main content of radio and music videos, an element of 

television viewing and an important component of film."10 It is played at sporting 

events, in stores, at the gym, in public place, where electronic speakers exist. 

Therefore, it is vital to consider the potential effects of this type of music on the 

mass population. Such an analysis will also help to understand her fans better. It 

may be indicative of whether action should be taken to address the fans 

concerning her product. 

 It is important to study the work of Trainor because she is a fairly new 

artist but has the potential to reach the popularity attained by artists such as Lady 

Gaga, Beyoncé, and Taylor Swift. These women have all proven that they can be 

instrumental in conversations that ignite change concerning LGBTQ issues, race 
																																																								
	
8 James Lull, “Listeners’ Communicative Uses of Popular Music,” Popular Music and 
Communication, ed. James Lull (Newbury Park, CA: SAGE Publications, 1987), 143. 
 
9 Susan McClary, “Towards a Feminist Criticim of Music,” Alternative Musicologies X/2 (1990), 
14. 
 
10 Brook Bretthauer, Toni Schindler Zimmerman, and James H. Banning, “A Feminist Analysis of 
Popular Music: Power Over, Objectification of, and Violence Against Women,” Journal of Feminist 
Family Therapy XVIII/4 (2007), 32. 
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awareness, and the payment for music by online streaming services, 

respectively. These artists, among others, have been studied more extensively 

than Trainor, due, at least in part, to their longevity and maintenance of popular 

status throughout their careers.11 Trainor’s brand has not been examined to the 

same degree as much as the prior artists primarily because she has not released 

a comparable amount of work yet.  

Situating Trainor 

A study of Trainor’s work can examine the full scope of her current output 

within the limitations of a master’s thesis as she has only produced two full 

albums.12 The evolution of her work between her first and second albums reflects 

an attention and response to popular critic reactions. The differences also 

exemplify how an artist may grow, mature, and develop over time. Her extreme 

success and recognition from popular music consumers and critics warrants a 

closer examination of her work. By considering the type of messages Trainor’s 

brand is communicating to her fans, primarily adolescents who identify as female, 

it may be possible to predict the platform she will come to represent most.  

Although Meghan Trainor (b. 1993) is currently in her early twenties and 

only on her second studio album, she is in no way new to the music industry. She 

																																																								
	
11 Lady Gaga released her first album, The Fame, in 2008 and dropped her fifth solo album, 
Joanne, in October 2016. After entering the pop music scene with Destiny’s Child in 1998, 
Beyoncé has released six solo albums; most recently was Lemonade in 2016. Taylor Swift, the 
youngest of these three, transitioned from a country singer to pop star in the course of her five 
solo albums from 2006 until 2014. 
 
12 This does not take into account the three albums she self-produced before signing a record 
contract. Those albums have been taken out of circulation and I have not been able to find or 
access them. This indicates that they may only be found in their original form. 
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began writing and performing her own songs as a young girl. She put out her first 

independent album when she was 15. By age 17 she had released two more 

albums and had a contract with Big Yellow Dog Music as a songwriter. She did 

not sign a contract as a performing artist until three years later. After signing with 

Epic Records, a division of Sony Music Entertainment, in 2014, Sony required 

that all of her previous albums be pulled from circulation leading up to the release 

of her “debut” album.13 She is listed as the head writer on all tracks from her two 

albums produced by Epic Records. Her position as lyricist is taken into 

consideration in my analysis. 

Trainor claims to have a number of influences on her music writing.14 Her 

style is varied, and she uses elements from different eras and genres to provide 

the attractive spice that makes her pop music different. She had many musical 

influences growing up and learned how to write successfully in many styles. In 

fact, while she is making her name in the pop world she is also working in 

country, with Rascal Flatts for example, a far cry from any of her own 

performances.15 She continues to pen songs for other artists in a variety of 

																																																								
	
13 “Meghan Trainor: Biography," Billboard (http://www.billboard.com/artist/6155878/meghan-
trainor/biography; accessed October 2016). 
 
14 Gary Trust, "Meghan Trainor On 'All About That Bass": It's About 'Loving Your Body…And Your 
Booty' (Q&A)," Billboard (29 July 2014) (http://www. billboard.com/articles/columns/chart-
beat/6191069/meghan-trainor-on-all-about-that-bass-its-about-loving-your-body; accessed 
October 2016.) 
 
15 Trainor has writing credits on Rascal Flatts’ “DJ Tonight” and “I Like the Sound of That.” The 
latter song peaked on the Billboard “Country Airplay” chart at #1 and stayed on the chart for thirty-
three weeks. 
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genres. Most notably she wrote Jennifer Lopez’s 2016 single “Ain’t Your 

Mama.”16  

Her first album, Title, has strong doo-wop sounds on many of the tracks. 

These sounds are dissected further in the second and third chapters when 

analyzing specific songs from the album. The elements of melody, harmony, and 

rhythm, along with costuming and coloration in the music videos, are reminiscent 

of the 1950s and early 1960s, when the stay-at-home housewife was the ultimate 

American dream for middle-class white women. 

Situating Myself 

I am a millennial female who prefers a variety of music, including pop. 

When I listen to the radio, I often choose pop stations, and consequently this is 

music that I am acquainted with and that affects my life. I, along with many of my 

friends have struggled—and continue to struggle—with body image. Therefore, I 

appreciate the work that Meghan Trainor has done to remind women that beauty 

comes in all shapes and sizes. I must, however, remember that she, like me, has 

white privilege and is working with a specific body type. Her videos do contain 

racial diversity, but rarely do non-white people play a significant role.   

 As a feminist I am interested in a number of social concerns based on the 

idea that 

 

																																																								
	
16 Griselda Flores, “Hear Jennifer Lopez’s ‘Ain’t Your Mama’ Single, Written by Meghan Trainor,” 
Billboard (http://www.billboard.com/articles/columns/latin/7326254/jennifer-lopez-aint-your-mama-
meghan-trainor; accessed February 2017); and Jennifer Lopez, Ain’t Your Mama – Single (Epic- 
88985364172, 8 April 2016). 
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Feminism is an interdisciplinary approach to issues of equality and 
equity based on gender, gender expression, gender identity, sex, 
and sexuality as understood through social theories and political 
activism. Historically, feminism has evolved from the critical 
examination of inequality between the sexes to a more nuanced 
focus on the social and performative constructions of gender and 
sexuality.17  

 
 

These “issues of equality” are based on differences in power. bell hooks defines 

feminism as “a movement to end sexism, sexist exploitation, and oppression.”18 I 

believe that in order to overcome injustices society needs to become more aware 

of the inequalities perpetuated by media. I base this belief on the practice of 

consciousness-raising developed from the concept that “the personal is 

political.”19 The Women and Gender Studies Department at the University of 

Eastern Kentucky contends, “anytime stereotyping, objectification, . . . or 

intersectional oppression occurs, it’s a feminist issue.20 I argue that Meghan 

Trainor’s brand contributes to feminist conversations in these categories 

specifically through body acceptance, gender equality, and female 

empowerment. 

I am coming to this project with many conflicted feelings. As stated, I 

appreciate the image of body positivism that Trainor projects through her hit “All 
																																																								
	
17 “Feminism: What is It?,” Eastern Kentucky University (18 February 2016) (http://wgs.eku.edu/ 
what-feminism-0; accessed April 2017). 
 
18 bell hooks, “Feminist Politics: Where We Stand,” Feminism is for Everybody (New York: 
Routledge, 2015), 1. 
 
19 Consciousness-raising is the first step to creating cultural, social, or political change by 
informing a population of a public concern. For more information on consciousness raising see: S. 
K. Sowards, and V.R. Renegar, "The Rhetorical Functions of Consciousness-Raising in Third 
Wave Feminism," Communication Studies LV/4 (2004), 535-52. “The personal is political” is most 
associated with the feminist movement of the 1960s and 1970s. Its origin is unknown. 
 
20 “Feminism: What is It?” 
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About That Bass.”21 Many of her other singles, however, seem to promote an 

anti-feminist perspective that, more than not elevating equality of the sexes, is 

retrogressive and features women who must rely on a man to provide for them. 

She also seeks for confidence from the male opinion. Her new album, as 

opposed to her debut, is a more feminist source of inspiration for young women 

and girls. The empowerment anthems do not put any women down—as many 

complained with the phrase “skinny bitches” in “All About That Bass”—and they 

also share that women do not need to rely on a man, or any other human, in 

order to find validation or approval.  

Literature Survey 

Sources from multiple disciplines have been consulted for this project; 

primarily works in musicology, ethnomusicology, social science, and gender 

studies have been taken into consideration. The study of popular music has 

historically been interdisciplinary as it looks at both musical and textual elements 

while processing how they interact with society.22 As Shelia Whiteley wrote: 

 
To theorize the significance of popular music, then, it is necessary 
to identify the interrelationships between musical sounds, lyrical 
texts and visual narratives (either in the form of live performance or 
music video) and how they produce and foreground different 
sensibilities.23 

																																																								
	
21 The capitalization of song titles reflects their appearance on the albums and in marketing. 
 
22 Popular Music Studies, ed. David Hesmondhalgh and Keith Negus (London: Arnold Publishers, 
2002), 1-9; and Lori Burns and Melisse Lafrance, Disruptive Divas; Feminism, Identity & Popular 
Music (New York: Routledge, 2002), 31-61. 
 
23 Sheila Whiteley, “Introduction,” Sexing the Groove: Popular Music and Gender, ed. Sheila 
Whiteley (London: Routledge, 1997), xiv. 
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I view popular music as a “multitextual cultural phenomenon”24 and embrace this 

multiplicity as a way to develop the deepest understanding of the product of 

Trainor’s brand. In other words, I have made a conscious effort to consult 

different disciplines because they each offer a unique interpretation of and 

perspective on popular music. Because the focus of this study is examining 

Trainor’s brand and the subsequent reaction, reception, and interpretation by the 

public of Trainor’s music, it is imperative that both scholarly and non-academic, 

popular writings are taken into account. Many of my non-academic sources are 

articles, most of which are accessible online.  

Disciplines outside of musicology embraced popular music as a scholarly 

topic of study first. Sources that look at gender in music, however, are extremely 

difficult to find prior to the late 1960s. I attribute the dearth and then proliferation 

of works about gender and music in fields other than musicology to the rise of 

second-wave feminism.25 Therefore, my sources reflect more recent scholarship 

that better addresses my topic of study.  

In the field of musicology popular music as a subject of study has only 

recently become a primary topic. The founding of the International Association for 

the Study of Popular Music in 1981 exponentially increased the amount of music 

																																																								
	
24 Popular Music Studies, 7. 
 
25 Second-wave feminism began in the 1960s. It addressed a range of issues such as sexuality, 
reproductive rights, domestic violence, and workplace equality. Activism involved female 
musicians using their art to express feminist political ideals. 
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scholarship published on popular music.26 The 1990s saw a development in 

scholarship on popular music that has continued into the new millennium. 

Multiple books, for instance Sexing the Groove: Popular Music and Gender, 

whose editor calls analyzing popular music “a young discipline,” that contain 

musicological studies on gender issues in popular music were published.27  

Interviews with Trainor are an important and informative component of her 

brand.28 In addition to marketing her brand, these interviews often reveal her 

intent, or lack thereof, when she was writing her music. They are also 

enlightening when considering her statements chronologically and observing how 

her opinions evolve. While I understand that intent is different from impact, I do 

not see the two as mutually exclusive. Even though it is not my goal to prove 

what Trainor’s objectives are for her music, I believe that her fans take her intent, 

real or perceived, into consideration when choosing if and how to consume her 

music. Her interviews and statements are also a main contributor to the 

conversation around her music and imagery. A large component in the creation 

of Trainor’s brand is her interaction with fans through social media.  

Consequently, I also consider posts from her accounts that address the topics I 

have chose to discuss. 

																																																								
	
26 “Welcome to IASPM,” International Association for the Study of Popular Music (http://www. 
iaspm.net/welcome/; accessed December 2016). Some sources available through IASPM include 
the Journal of Popular Music Studies and publications concerning their conferences like Popular 
Music - Style and Identity, ed. Will Straw, Stacey Johnson, Rebecca Sullivan, Paul Friedlander 
(Montreal: The Centre for Research on Canadian Cultural Industries and Institutions, 1995). 
 
27 Sheila Whiteley, xiii; See also “Studies on Music” in Bibliography. 
 
28 See “Interviews with Trainor” in Bibliography. 
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A doctoral thesis from the London School of Economics and a master’s 

thesis from the University of Ottawa have been instrumental in providing 

guidance for the structure and source material of this thesis. Deborah Peta 

Finding’s ‘Give Me Myself Again’: Sexual Violence Narratives in Popular Music 

and Krisandra Ivings’s Country Culture and Crossover: Narrative 

Representations of Gender and Genre through Lyric, Music, Image, and Staging 

in Carrie Underwood's Blown Away Tour both demonstrate a close examination 

of a single artist and their social influence.29 Both of these works are written from 

a feminist viewpoint and provide examples of sources reflecting feminist analyses 

of popular music. Finding is focused on sexual trauma and therefore prioritizes 

narratives, an approach I believe to be of utmost importance when looking at 

societal implications. Her chapter “Methods and Methodology” clearly outlines 

and describes her methodology, an area that is often not as thorough in other 

musicological writings and was therefore a helpful guide. Ivings’s thesis provided 

an in-depth look at genre and is the primary source that inspired me to question 

how different genres, primarily doo-wop and rap, have influenced Trainor, her 

music, and its reception. Like me, Ivings is a musicologist who takes into account 

a variety of non-musical elements, such as the artist as a brand. 

																																																								
	
29 Deborah Peta Finding, ‘Give Me Myself Again’: Sexual Violence Narratives in Popular Music 
(Ph.D. thesis, London School of Economics, 2009); and Krisandra Ivings, Country Culture and 
Crossover. 
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Methodology 

This project is wholly conceived from a critical feminist perspective and I 

am committed to maintaining a feminist research ethic. Ackerly and True define 

this principle as “a methodological commitment to any set of research practices 

that reflect on the power of epistemology, boundaries, relationships, and . . . to 

transforming the social order in order to promote gender justice.”30 Furthermore, 

a feminist research ethic involves critical reflection and recognition of “the 

construction of knowledge by way of boundaries and categories.”31 For example, 

this project is rooted in American culture and literature and does not take into 

account global perspectives or transnational issues. I aim first to “understand … 

existing social relations” in order to change “existing social and political order.”32 

Through the development of such an understanding, I aim to produce a 

transformative work by informing consumers of popular music, and possibly 

producers as well, about the importance and impact of messages sent through 

songs and music videos. I also reflect critically on power dynamics, relationships, 

and social order throughout my thesis. Finally, it is my goal to consistently 

demonstrate how knowledge is constructed “by way of boundaries and 

categories.”33 A feminist research ethic will require me to acknowledge not only 

																																																								
	
30 Brooke Ackerly and Jacqui True, Doing Feminist Research in Political and Social Science (New 
York: Palgrave Macmillan, 2010), 2. 
 
31 Ibid. 
 
32 Ibid., 60. 
 
33 Ibid., 2. 
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who is the focus of these messages but also which groups of people are 

secondarily affected, marginalized, or silenced. 

Meghan Trainor has said she does not claim to be a feminist, but that she 

is striving to improve the lives of women.34 This is a perfect example of Susan 

McClary’s observation of female artists: “In interview after interview they recite 

what sounds to our ears like the very core of feminist thought, only to punctuate 

their statements with the phrase, ‘But I’m not a feminist!’”35 While this stance can 

be problematic due to the strong feminist messages apparent in some of her 

music, it may also be an “out” for songs like “Dear Future Husband” that appear 

retrogressive on many levels. She has also stated she does not want to claim to 

be something that she does not understand. Although more recent articles and 

interviews have promoted her as a feminist, I do not be consider her, or her work, 

to be inherently feminist. My reasoning is that the music covered in this thesis 

spans the transition and evolution of her views on feminism, and some of the 

songs to be examined are clearly not feminist. Instead, I look at the ideals her 

brand is promoting and note when and how her lyrics and music videos exhibit 

feminist traits. 

Overall, this thesis is a discourse and frame analysis of the Meghan 

Trainor brand. According to Ackerly and True, 

 

																																																								
	
34 Jordana Lipsitz, "Meghan Trainor is a Feminist Now & It's About Time," Bustle (21 March 2016) 
(https://www.bustle.com/articles/149100-meghan-trainor-is-a-feminist-now-its-about-time; 
accessed October 2016). 
 
35 Susan McClary, “Women and Music on the Verge of the New Millennium,” Signs XXV/4 (2000), 
1284. 
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Discourse analysis seeks to analyze the meanings em-bedded in 
texts that reflect other discourses and indeed the broader 
discursive environment in which language con-structs both 
meaning and power relations. Frame analysis also explores how 
meanings are produced through the use or language and 
categorization.36  
 

The master frame I will be working within is based on the constraints and 

limitations that occur with the essentialism of women. Elizabeth Grosz defined 

this concept as:  

 
The belief that those characteristics defined as women's essence 
are shared in common by all women at all times. It implies a limit of 
the variations and possibilities of change—it is not possible for a 
subject to act in a manner contrary to her essence. Her essence 
underlies all the apparent variations differentiating women from 
each other. Essentialism thus refers to the existence of fixed 
characteristic, given attributes, and ahistorical functions that limit 
the possibilities of change and thus of social reorganization.37 
 

In addition, this study “is not intended to be representative in any sense but 

rather illustrative of” common messages sent through popular music.38 By 

uncovering and deconstructing the meanings of the selected Trainor songs I 

discover which people are represented in her narratives. Consequently, I will 

identify groups of people whose voices are absent from Trainor’s body of work.  

The concept of intertextuality is fundamental to understanding the 

construction of the meaning of a text because it “captures the way texts draw 

																																																								
	
36 Brooke Ackerly and Jacqui True, Doing Feminist Research, 208-09. 
 
37 Elizabeth Grosz, Space, Time, and Perversion: Essays on the Politics of Bodies (New York: 
Routledge, 1995), 47-48. 
 
38 Brooke Ackerly and Jacqui True, Doing Feminist Research, 209. 
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upon other texts to establish legitimacy and authority.”39 This perception of 

influence is why I will look at the Trainor brand as a whole—lyrics, videos, and 

appearances—and also consider genre as a source of historical implications.  

Theoretical Framework 

The consideration of the entirety of Trainor’s brand—music, lyrics, 

iconography, etc.—requires an intersectional approach. I accomplish this review 

by drawing from multiple theories simultaneously. I evaluate Trainor’s “identity as 

inextricably linked to the sociocultural processes of its construction and, 

subsequently, the agential possibilities and constraints introduced through that 

construction" by means of race, class, gender, and sexuality.40 Theories that 

have been the primary influence throughout my study of Trainor’s brand are 

those of performativity and genre theory.  

Theories of Performativity  

Influenced by theories of performativity, I, like feminist ethnomusicologist 

Ellen Koskoff, “regard gender primarily as a socially constructed and performed 

category of human differentiation.”41 In his essay, “Performances: Belief in the 

Part One is Playing,” Erving Goffman lists “clothing; sex, age, and racial 

characteristics; size and looks; posture; speech patterns; facial expressions; 

bodily gestures; and the like” all as playing a role in the creation of a 

																																																								
	
39 Ibid., 210. 
 
40 Melisse Lafrance, “A Cultural Studies Approach to Women and Popular Music,” Disruptive 
Divas; Feminism, Identity & Popular Music (New York: Routledge, 2002), 10. 
 
41 Ellen Koskoff, A Feminist Ethnomusicology (Chicago: University of Illinois Press, 2014), 6. 
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performance.42 Although he is referencing a specified time in front of observers, it 

is clear that each of these signifiers influence perception of gender at all times. In 

fact, Susan Bordo references Goffman when describing how “femininity itself has 

come to be largely a matter of constructing . . . the appropriate surface 

presentations of the self.”43 

Judith Butler argues that gender “does not denote a substantive being, but 

a relative point of convergence among culturally and historically specific sets of 

relations.”44 Therefore, gender is constantly evolving to fit within the cultural and 

historical contexts. Butler, like West and Zimmerman, discusses gender as a 

performative act that can easily be adapted and in no way should be considered 

permanent.45 In referencing de Beauvoir’s famous line “one is not born, but rather 

becomes a woman,” Butler contrives “that woman itself is a term in process, a 

becoming, a constructing that cannot rightfully be said to originate or end.”46 She 

later claims: “Gender is the repeated stylization of the body, a set of repeated 

acts within a highly rigid regulatory frame that congeal over time to produce the 

appearance of substance, of a natural sort of being.”47 

																																																								
	
42 Erving Goffman, “Performances: Belief in the Part One is Playing,” The Performance Studies 
Reader, 3rd ed. (New York: Routledge, 2016), 65. 
 
43 Susan Bordo, Unbearable Weight: Feminism, Western Culture, and the Body (Berkeley: 
University of California Press, 2003), 170. 
 
44 Judith Butler, Gender Trouble (London: Routledge, 1999), 15. 
 
45 Ibid.; and Candace West and Don H. Zimmerman, “Doing Gender,” Doing Gender, Doing 
Difference; Inequality, Power, and Institutional Change (New York: Routledge, 2002), 3-23. 
 
46 Simone de Beauvoir, The Second Sex (New York: Vintage Books, 1973), 301; and Judith 
Butler, Gender Trouble, 45. 
 
47 Judith Butler, Gender Trouble, 45. 
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Genre Theory 

According to David Brackett, “genres are not defined by characteristics of 

musical style alone but also by performance rituals, visual appearance, the types 

of social and ideological connotations associated with them, and their 

relationships to the material conditions of production.”48 Similarly, Fabian Holt 

discusses genre as “a particular kind of music within a distinctive cultural web of 

production, circulation, and signification.”49 I find genre theory to be helpful in 

analyzing Meghan Trainor’s brand because of the necessity to examine a 

combination of musical and non-musical features.  

The plurality of genre implies the need for a consideration of multiple 

cultural factors, race and class for instance. The lived experience of those with 

different identities contributes to differences in sound creation as well as subject 

matter. Furthermore, every person will hear, see, and understand genres 

differently. For example, working within a capitalist society, it is important to 

recognize that power values genres differently, often based on their conformity to 

dominant social narratives.50 This may lead to a blending or borrowing from 

disparate genres to create a sound that may be valued more by those in power 

positions. 

																																																								
	
48 David Brackett, "Musical Meaning: Genres, Categories and Crossover," Popular Music Studies, 
ed. David Hesmondhalgh and Keith Negus (London: Arnold Publishers, 2002), 67. 
 
49 Fabian Holt, Genre in Popular Music (Chicago: University of Chicago Press, 2007), 2. 
 
50 David Brackett, “Musical Meaning,” 65-83; and John Shepherd, "Difference and Power in 
Music," Musicology and Difference: Gender and Sexuality in Music Scholarship, ed. Ruth A. Solie 
(Berkeley: University of California Press, 1993), 46-65. 
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Trainor’s influence from multiple genres has affected the reception of her 

songs significantly. In short, I am following Ivings’s explanation of genre theory’s 

importance. She notes “genre distinctions can be extremely useful and elucidate 

elements of the cultural climate surrounding a musical work’s creation.”51 It is the 

idea that genre encapsulates culture that demonstrates its importance when 

examining musical influence. 

Methods of Analysis 

I have determined which songs to examine based on the Billboard “Hot 

100” chart. This chart contains music across all genres and measures both sales 

and airplay. I have also considered Billboard’s “Pop Songs” and YouTube charts. 

The pop chart ranks how the music did in comparison to songs classified as 

belonging to the same genre; the YouTube chart reflects accurately the impact of 

their accompanying music videos.52 As Straw noted in “Mediality and the Music 

Chart,” "the chart offers itself as a graphic and textual representation of the 

relative popularity of pieces of recorded music.”53   

My primary forms of analysis are close readings and visual analysis. To 

begin my study, I conduct close readings of Trainor’s lyrics and videos. When 

																																																								
	
51 Krisandra Ivings, Country Culture and Crossover, 29. 
 
52 The Billboard charts take both airplay and sales into consideration. This allows the chart to 
demonstrate more precisely a song’s success than sales charts or radio charts, like American 
Top 40 (AT40), alone. AT40 used Billboard’s “Hot 100” chart from 1970-1991 but now uses an 
unpublished, more radio-centered chart. For more information see: Chris Molanphy, "How the Hot 
100 Became America's Hit Barometer," All Things Considered (1 August 2013) 
(http://www.npr.org/sections/therecord/2013/08/16/ 207879695/how-the-hot-100-became-
americas-hit-barometer; accessed December 2016). 
 
53 Will Straw, "Mediality and the Music Chart," Substance XLIV/3 (2015), 129. 
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considering the lyrics of the songs, I offer multiple interpretations based on both 

overt and covert meanings. I also recognize that repeated sections, as found in 

the chorus, may have the most influence on the interpretation of a song due to 

the repetition itself. My analysis of the music involves explanations of vocal 

timbre and tempo as they relate to genre. I also describe how the musical 

elements have been interpreted historically and how I think they affect the 

modern public’s reaction. I use both standard notation and alternative notation to 

describe my findings. In addition to my analyses I consider feedback from both 

scholarly and popular critics to inform how the broader public has interpreted the 

songs. I also offer a visual analysis of the music videos allowing me to consider 

how images might reinforce meaning and how they may provide additional 

interpretations of the music. 

Close Reading 

 A significant portion of my analysis comes from close readings of the 

music and lyrics. In “Feminist Perspectives on Close Reading” Lukić and 

Sánchez define close reading as a reading strategy that depends highly “on the 

questions asked.”54 The same authors, quoting Ato Quayson note that, 

 
For me objects to be analyzed are assumed to be constitutively 
woven out of heterogeneities in the first instance, the task then 
being to identify the specific configuration and implications of the 
coming together of these heterogeneities. And this counts for both 
literary as for the nonliterary objects.55 

																																																								
	
54 Jasmina Lukić and Adelina Sánchez, “Feminist Perspectives on Close Reading,” Theories and 
Methodologies in Postgraduate Feminist Research, ed. Rosemare Buikema, Gabriele Griffin, and 
Nina Lykke (New York: Routledge, 2011), 106. 
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In addition, the context of the lyrics and their production will be considered. Sara 

Mills discusses the importance of looking at production and reception with close 

readings because both “are considered to be part of context, and not simply the 

context of production.”56 She proceeds to write, “texts are determined by a wide 

range of pressures on their processes of production and reception, and also have 

an effect on their audience and on the process of production of further texts.”57 

By looking at multiple albums from Trainor, I will be able to consider Title’s 

reception as a potential influence on the lyrics of her latest album. 

Visual Analyses 

There will also be an analysis of the iconography of Trainor’s brand. Music 

videos “are designed to join artistically with a song in order to accomplish . . . 

communicative objectives” and, therefore have a high influence on the 

interpretation of a song.58 Even without the music, “visual methods are vital for 

the arts / humanities because visual signs are a dominant aspect of our cultural 

world.”59 My readings of the videos will address subject matter, costuming, and 

characterizations “as a means of participation and distinction, thus contributing to 

																																																																																																																																																																					
	
55 Ibid., 107. Emphasis in original. 
 
56 Sara Mills, quoted in ibid., 108. 
 
57 Ibid.   
 
58 Dean Abt, “Music Video: Impact of the Visual Dimension,” Popular Music and Communication, 
ed. James Lull (Newbury Park, CA: SAGE Publications, 1987), 97. 
 
59 Gabriele Griffin, “Writing about Research Methods in the Arts and Humanities,” Theories and 
Methodologies in Postgraduate Feminist Research: Researching Differently (New York: 
Routledge, 2011), 97. 
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identity construction at the level of the individual as well as that of the peer group 

or subculture."60 I acknowledge that “constructions take specific visual forms” and 

a significant portion of my analysis will incorporate recognizing “visual 

traditions.”61 These traditions consist of visual codes, gendered structures of 

those codes, and issues in these representations.62 To do this, I consider how 

the “image[s] relate to other images of women in our visual culture.”63 This 

contextualizes Trainor in how she both maintains and changes this narrative. For 

example, in the videos associated with Title Trainor is often seen in attire fitting 

for a woman from the 1950s. In some scenes she seems to be conforming to the 

stereotype of women from the era while in others she can be seen breaking from 

these norms. I maintain a gender-sensitive reading through raising “awareness 

that images help to form and in turn are formed by dominant and alternative 

understandings of intermedial conventions and tropes persistent in the visual 

sphere.”64  

																																																								
	
60 Ute Bechdolf, “Watching Pop Music Video Audiences,” Popular Music - Style and Identity 
(Montreal: The Centre for Research on Canadian Cultural Industries and Institutions, 1995), 14. 
 
61 Rosemarie Buikema and Marta Zarzycka, “Visual Cultures: Feminist Perspectives,” Theories 
and Methodologies in Postgraduate Feminist Research: Researching Differently (New York: 
Routledge, 2011), 119. 
 
62 Ibid., 124.  
 
63 Ibid., 127. 
 
64 Ibid., 128. 
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Chapter Organization and Outlines 

Chapter 2. ‘Every Inch of You is Perfect:’ Meghan Trainor’s Formation of a Body 
Positive Brand65  
 
 

In Chapter 2 I examine multiple feminist and anti-feminist messages in “All 

About That Bass” and “Me Too.” Trainor is best known for 2014’s “All About That 

Bass,” a song that celebrates the voluptuousness of the female posterior. 

Trainor’s successes—both her Billboard peak position and her longevity on the 

charts—demonstrate that she and her music signify broadly and deeply across 

American culture. Looking both at academic and popular music commentaries, 

as well as at personal interviews with Trainor, I aim to situate her brand as a 

woman constructed through deep ambivalences: she plays both sides of a 

feminine double standard. On the one hand, she celebrates the healthy body 

while on the other, she is constrained by beauty and behavioral expectations of 

cisgender able-bodied heteronormative young white womanhood.  

Trainor not only was praised for advocating self-empowerment through 

body positivity, she was also critiqued for shaming those with thinner figures. As 

the song and video rose to number one on the Billboard charts, Trainor came to 

represent positive self-image, although not without controversy. The release of 

her sophomore studio album Thank You was the focus of many heated debates. 

Fans objected to her photoshopped appearance on the cover of May 2016’s 

																																																								
	
65 Single quotations in chapter titles indicate a song lyric while double quotations are recognize 
song titles. 
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Seventeen, and the initial release of the video for “Me Too” was quickly retracted 

for its extreme alteration of Trainor’s figure to appear thinner. Although she 

claimed not to have authorized the first version, an “unedited” alternate version 

was released soon thereafter, causing many to suspect the debacle as a publicity 

stunt. Despite the controversies that surround Trainor, these disputes, 

nonetheless, foreground the issue of body image as a central focus of 

discussion. 

Chapter 3. ‘Treat Me Like a Lady’: Trainor’s Example of Women’s Roles in 
Romantic Relationships 
 

The next chapter is focused on Trainor’s expression of gender roles, 

primarily in heterosexual romantic relationships. Even though she consistently 

portrays gender roles in one way or another, I only examine “Dear Future 

Husband” and “Lips Are Movin,” from her first album. Both songs exhibit 

influences of doo-wop in their sound and the imagery in their music videos. The 

tracks provide examples of role expectations and consequences within these 

relationships. They use associations of a different time period when women were 

often expected to fit in a specific bubble of the domestic sphere. I look at the doo-

wop influence and how the associative messages may add to interpretations of 

these songs. I then analyze the songs individually, examining their unique 

additions to the construction of womanhood.  

“Dear Future Husband” has probably received the most criticism for being 

anti-feminist. The lyrics note that he, the future husband, should not expect 

Trainor to do typical “women’s work,” but she demands that he buys her gifts, 
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tells her that she is beautiful, and treats her like a lady. The music video shows 

Trainor in a 1950s housewife setting, scrubbing the floor. She seems to be 

sending mixed messages in every aspect of this song. Then in “Lips Are Movin” 

Trainor is discussing the infidelity of her partner and announcing she will leave 

the relationship. This song assumes many negative aspects about men, 

promoting the idea of the “woman scorned” and perpetuating the “man-hater” 

connotation associated with feminism. 

Chapter 4. ‘Let’s Talk about the Word Deserve’: The Demonstration of Agency in 
Trainor’s Music 
 
 

This chapter is a critique of Trainor’s shift to a more accepted notion of 

female empowerment on her album Thank You. “No” and “Better” demonstrate 

Trainor’s attempt at empowering women in a way that is more focused on the 

individual than on her relationship with a man. I propose that these songs show 

her evolution as an artist. I discuss the possibilities of what caused her change in 

focus, addressing pressure to please critics who were frustrated with lyrics from 

her debut album. I also look at the influence of rap and hip hop on these songs to 

see how her message is conveyed differently from her first record. I consider her 

music videos and how the images for these videos differ starkly from the scheme 

of videos for her first album. 
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“No” is the women’s anthem that many people wanted from Trainor after 

her debut.66 Here she sings about harassment and reminds both men and 

women that “no” means “no” despite how a woman is dressed or how her actions 

may be interpreted. “Better” is another empowerment song that can have multiple 

interpretations. The lyrics note she deserves a better relationship than what she 

is currently experiencing. I immediately assumed a romantic relationship; 

however, the music video shows a relationship with her grandfather. This is a 

brilliant and much needed reminder that abuse comes in many forms from many 

people. 

Chapter 5. “I’m A Lady”: Meghan Trainor’s Continuing Evolution of Femininity 

 
I conclude by evaluating how Trainor’s messages concerning her 

femininity have contributed to the construction of the modern-day woman. I 

consider the evolution of her brand between her first and second albums based 

on her lyrics, music, associated iconography, and public appearances. I discuss 

the idea that even when her critics shame her for one reason or another, the fact 

that she is adding to feminist conversations is beneficial. As an individual, she 

has maintained and widened the audience who are considering feminine roles, 

their importance, and their meaning. I also provide short analyses of her 2017 

																																																								
	
66 Anne T. Donahue, "Why Are We So Bothered By Meghan Trainor?: Exploring our complicated 
feelings about the controversial pop star," Nylon (4 March 2016)  
(http://www.nylon.com/articles/why-meghan-trainor-bothers-us; accessed October 2016); and 
Emilee Lindner, "What Meghan Trainor Finally Gets Right About Feminism on 'No'," Fuse (8 
March 2016) (http://www.fuse.tv/2016/03/meghan-trainor-redemption-no-essay; accessed 
October 2016); and Jordana Lipsitz, "Meghan Trainor is a Feminist Now & It's About Time," 
Bustle (21 March 2016) (https://www.bustle.com/articles/149100-meghan-trainor-is-a-feminist-
now-its-about-time; accessed October 2016). 
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song, “I’m A Lady” and May 2017 Cosmopolitan cover photograph and interview. 

These two additions allow for further understanding of her brand as it extends to 

the present.  
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CHAPTER 2 
 

‘EVERY INCH OF YOU IS PERFECT:’ 
 

MEGHAN TRAINOR’S FORMATION OF A BODY POSITIVE BRAND 
 

Trainor is most associated with the concept of body acceptance. Her 

breakout single “All About That Bass” is an anthem for women with a curvy 

derriere to reclaim beauty and confidence. In anticipation of her second album, 

the music video for the single “Me Too” attracted attention for a photoshop 

scandal. Trainor is certainly not the first artist to own her curves; however, she is 

arguably the most discussed of her generation from the dominant group of 

middle to upper class heterosexual white women to do so. It has been 

recognized time and time again that people need to feel connected with someone 

who “looks like them” in order to relate to media material.1 Therefore, it is 

plausible to assume that white Americans may feel a stronger connection to 

Trainor’s material. That is not, however, an implication that her music does not 

affect those with identities different from her own. 

Discussions of body image have been appearing on major media 

platforms more often in recent years. As representatives of the University of 

Texas note on one of its health services pages, “Research suggests that images 

of unrealistic body shapes and sizes in the media contribute to body 

																																																								
	
1 Rebecca Brand, “’If She Can’t See It, She Can’t Be It’: Why Media Representation Matters,” The 
Guardian (12 November 2013) (https://www.theguardian.com/women-in-leadership/2013/nov/12/ 
media-representation-matters; accessed January 2017); and Gaye Tuchman, “Introduction: The 
Symbolic Annihilation of Women by the Mass Media,” Hearth and Home: Images of Women in the 
Mass Media (New York: Oxford University Press, 1978), 3-38; and Sonja de Leeuw and Ingegerd 
Rydin, “Migrant Children’s Digital Stories: Identity Formation and Self-Representation through 
Media Production,” European Journal of Cultural Studies X/4 (2007), 447-64. 
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dissatisfaction for men and women of all ages.”2 According to statistics, these 

unrealistic images often portray people who fit a physical standard significantly 

different from the average American. A 2016 study published in the International 

Journal of Fashion Design, Technology and Education recognizes that “the 

[average American woman] wears between a Misses size 16–18, which 

corresponds to a Women’s Plus size 20W.”3 The disparity between reality and 

images becomes highly concerning after realizing that the size of the average 

American model, instead of increasing over time in size in correlation to the 

average woman, has become smaller, reportedly as small as a size 00.4 Some 

may argue that model standards have not changed much; instead it is the 

evolution of clothing sizes that has produced this thought.5 What is undeniable is 

the growing contrast between the industry standard and the cultural norm for 

physical appearance. Both print and film media consistently use editing 

technology to shape people in a way that aligns more closely to the ideal, which 

is typically unrealistic, rather than the mirroring the actual public.  

																																																								
	
2 “Body Image,” healthyhorns University Health Services (https://www.healthy 
horns.utexas.edu/n_bodyimage.html; accessed January 2017). 
 
3 Deborah A. Christel and Susan C. Dunn, “Average American Women’s Clothing Size: 
Comparing National Health and Nutritional Examination Surveys (1988-2010) to ASTM 
International Misses & Women’s Plus Size Clothing,” International Journal of Fashion Design, 
Technology and Education (5 August 2016), 1-8 (http://www.tandfonline.com/doi/full/10.1080/ 
17543266.2016.1214291?scroll=top&needAccess=true; accessed January 2017). 
 
4 Edward Lovett, “Most Models Meet Criteria for Anorexia, Size 6 is Plus Size: Magazine,” 
ABCNews (12 January 2012) (http://abcnews.go.com/blogs/head lines/2012/01/most-models-
meet-criteria-for-anorexia-size-6-is-plus-size-magazine/; accessed January 2017). 
 
5 Christopher Ingraham, “The Absurdity of Women’s Clothing Sizes, in One Chart,” The 
Washington Post (11 August 2015) (https://www.washingtonpost.com/news/wonk/wp/2015/08/11/ 
the-absurdity-of-womens-clothing-sizes-in-one-chart/?utm_term=.79a781073925; accessed 
January 2017). An example of the “vanity sizing” trend: today’s size 8 would have been as size 16 
in 1958 while a size 8 in 1958 is smaller than a current size 00. 
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 Trainor has continued to assert herself and her brand as symbols of 

resistance against body shaming. She has gone as far as declaring "I'm the 

posterchild for no photoshop."6 Her continuous recognition of the editing that 

often takes place in media signifies her concern for the type of imagery her fans 

are consuming. She has discussed the problem in interviews as well as on her 

social media platforms. The success of “All About That Bass” earned Trainor 

endorsement contracts, such as being the spokesperson for FullBeauty Brands’ 

“#ownyourcurves” 2015 marketing campaign.7 The additional acknowledgment of 

the issue of self-acceptance outside of her music strengthens the message of her 

songs, in part due to the connection that many fans feel to her brand. 

Artists are not obligated to be responsible for the interpretation of their 

work by the public. Lisa A. Lewis suggests that “musicians . . . must constantly 

negotiate contradictory roles as self-expressing artists and paid workers in an 

industrial mode of production.”8 When musicians use their product for capital 

gain, however, the amount of liability shifts. Contracts do not necessarily equate 

to a commitment to social justice; yet, it would make sense that a business 

agreement made around a social issue, such as body positivity, would involve 

																																																								
	
6 Meghan Trainor, quoted in “Meghan Trainor: ‘I’m the Poster Child for No Photoshop,” Howard 
Stern (10 May 2016) (https://www.howardstern.com/show/2016/5/10/meghan-trainer-photo shop-
me-too-thank-you-live-performance-audio/; accessed October 2016). 
 
7 Alyssa Bailey, “Meghan Trainor: ‘The World ‘Plus-Size Should be Gone,’” Elle (13 October 
2015) (http://www.elle.com/culture/celebrities/interviews/a31138/meghan-trainor-ownyourcurves-
interview/; accessed March 2017). 
 
8 Lisa A. Lewis, "Being Discovered: The Emergence of Female Address on MTV," Sound and 
Vision: The Music Video Reader (London: Routledge, 1993), 131. 



31 

something akin to corporate social responsibility for all parties involved.9 

Trainor’s advertising deal, along with interview statements concerning self-

confidence, increases the level of authority and, therefore, accountability, with 

which she is held regarding body image. The expectancy for her to be an 

example translates, perhaps unfairly, to other feminist issues. 

One of the most prominent issues with Trainor’s campaign to accept 

natural beauty is that her image of beauty, while different from industry 

standards, is highly limited. As I will discuss later in this chapter, thin women 

have taken offense to some of the lyrics in “All About That Bass.” They argue 

that, in parading this new standard of acceptance, Trainor is putting down women 

who do, in fact, fit within the beauty standards perpetuated in contemporary 

culture. Furthermore, it seems that there is a limit to how curvy a woman may be 

and still be allowed to feel confident in her curves. Iconography of Trainor has 

stirred debates concerning her own size, but often missing from these 

conversations are examinations of what imagery is absent altogether. Trainor is 

consistently the most full 

figured woman in her music 

videos. Also, with the 

exception of Sione 

Maraschino’s appearance in 

the video for “All About That 

																																																								
	
9 Corporate social responsibility is primarily associated with environmental effects. It does, 
however, also incorporate social wellbeing ethics. 

  
[Image removed for copyright purposes.] 

 
	
Figure 2.1: Screenshot of “All About That 
Bass” music video (0:10).	
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Bass” (see Figure 2.1), the men featured in her videos all comply with typical 

physical expectations for males.10 Even though I am not focused on Trainor’s 

projection of masculine bodies, this should be seen as a contradiction by setting 

a double standard within the binary of genders: she expects men to embrace her 

curves, yet there are no men who break the norms of the ideal masculine 

physique. 

In her singles “All About That Bass” and “Me Too” Trainor has contributed 

to the larger discussion around women’s confidence in their bodies. These are 

not her only songs that address a woman’s physique, but they are the most 

discussed and hold the highest rankings on the Billboard charts.11 Here, I will 

primarily consider the music through genre influences, the lyrics and their 

interpretations, as well as the imagery in the music videos. In writing about the 

photoshop scandal of the “Me Too” video release other branding issues that 

Trainor has had in the media come to light as many of the critiques of the 

incident coincide with those of other media mishaps. 

“All About That Bass” 

 According to Trainor, the idea for “All About That Bass” had been in co-

writer Kevin Kadish’s head for some time before she took the lead on the project. 

In an interview with Howard Stern she stated that, after bonding over their 
																																																								
	
10 Sione Kelepi, known as Sione Maraschino, gained celebrity status through the social media 
platform Vine. He shot to fame when a video of him dancing in a parking lot to Kendrick Lamar’s 
“M.A.A.D. City” went viral. Also note that Kelepi is only one of a few people, if not the only person, 
featured in a Trainor video who does not identify as heterosexual. 
 
11 For example, “Watch Me Do” from Thank You contains the line “But I got nice curves, nice 
breasteses [sic].” 
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“chubby” pasts, Kadish mentioned the title “All Bass No Treble” that he had in 

mind for a song but was not sure what it would become. Trainor then looked 

down as she placed her hands to her buttocks and chest while repeating the title 

and the concept for the song took off.12 During a different interview when asked if 

she wrote the song for anyone specific to perform she replied that her thought 

process was not philosophical: “let’s just write something that’s amazing and fun 

for the world—let’s not have an artist in mind. Because if you have an artist in 

mind, then you’ve got rules—you can’t swear, you can’t talk about boys, 

whatever.”13 At the same time, Trainor clearly wrote from a personal standpoint 

that resulted in a song that empowered many women while remaining egocentric. 

Later in that conversation, the interviewer recognized that the song “feels like it 

was written with the intention that it wouldn’t just be an audio hit, but a visual one 

too.”14 Considering that the music video remained at the top of the charts far 

longer than the song itself (see Appendix A) is a reminder of the significance the 

visual component played in the song’s success. 

 The comparison that can be made between Trainor and women of color, 

primarily black women, concerning the physical shape promoted in the song is 

troublesome. While Trainor uses her large buttocks as a source of confidence 

and beauty, black women’s curvy derrieres have long been a cause of 

hypersexualization. Sarah Baartman (c. 1789-1815), known as the “Hottentot 
																																																								
	
12 “No Photoshop,” Howard Stern. 
 
13 Peter Robinson, "Meghan Trainor Interview: "I Didn't Realise [sic] the World Would be Calling 
Me within Five Minutes," Pop Justice (18 August 2014) (https://www.popjustice.com/articles/ 
meghan-trainor-interview/129943/; accessed October 2016). 
 
14 Ibid. 
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Venus,” was put on display in the nineteenth century as a freak show attraction. 

Kim Kardashian “broke the internet” with her 2014 Paper cover photo.15 Nicki 

Minaj cannot escape rumors about “butt implants.” Even First Lady Michelle 

Obama came under fire for the size of her buttocks after a 2016 photograph 

spread in Essence. Trainor, however, has been able to sidestep the misogynist, 

and typically racialized, conversations and instead is praised for showing off her 

large hips. 

Genre Influence 

Doo-wop’s relationship to “All About That Bass” is undeniable. The genre 

”tends to be connected with the 1950s."16 Its very essence is determined by the 

tight vocal harmonies as background singers approximate the sounds of 

instruments through logatomes.17 As Barry Hansen described it, "Today we call it 

‘doo-wop,’ after two of the characteristic nonsense syllables invented early in the 

game by the fellows who didn't get to sing lead and got tired of singing nothing 

but ‘aaaaah.’"18 Most of the original vocal harmony groups were African-

American. Their cultural influence is also heard in the rhythmic syncopation that 

																																																								
	
15 I acknowledge the racial debate surrounding Kim Kardashian and her Armenian heritage. I 
name her in this list due to the racialized nature of comments that were and continue to be made 
concerning her figure. 
 
16 David Sanjek, "Doo-wop," Grove Music Online (http://www.oxfordmusiconline.com/subscriber/ 
article/grove/music/A2256359?q=doo+wop&search=quick&pos=2&_start=1#firsthit; accessed 
January 2016). 
 
17 Ibid.; and Bob Stanley, "Whispering Bells: Doo Wop," Yeah! Yeah! Yeah!: The Story of Pop 
Music from Bill Haley to Beyoncé (New York: W.W. Norton, 2014), 43-48 and; Barry Hansen, 
"Doo-Wop," The Rolling Stone Illustrated History of Rock & Roll, 1950-1980, ed. Jim Miller (New 
York: Random House, 1980), 83-91. 
 
18 Barry Hansen, “Doo-Wop,” 83. 
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has come to be expected of a doo-wop sound. One of the prominent features of 

“All About That Bass,” so much so that I denoted it in my transcription of the 

lyrics, is a group of female vocalists who sing the characteristic doo-wop backup 

sounds, for example, “Shoo wop wop, sha-ooh wop wop.”  

 

Not only are they adhering to the nonsense syllables, they do so in a 

harmonic and rhythmic fashion similar to standard doo-wop singles. As seen in 

Figure 2.2, these vocables are sung in tight harmonies to syncopated rhythms. 

Trainor also utilizes the idea that in “a conventional doo-wop single: the bassman 

sets the beat.”19 Although the bass does not play alone at the start of the song, 

the only sounds accompanying the bass are Trainor’s voice and rhythmically 

simple hand claps (see Figure 2.3). 

																																																								
	
19 Bob Stanley, “Whispering Bells,” 45. 

 
Figure 2.2: “All About That Bass” Shoo wops at 0:49. (transcription by author) 
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 The doo-wop sound contributes to Trainor’s construction of femininity 

through images that are associated with the genre’s most popular period. The 

1950s postwar era is characterized by its strict adherence to the sexual division 

of labor with men in the workforce and women in the home. Across racial and 

class divides, the women who worked for a wage were often in subordinate or 

caregiving roles such as secretaries, teachers, and nurses. Fashion also 

contributed to gender expectations. The feminine style of high-heeled shoes and 

skirts or dresses in vogue at the time highlighted a woman’s curves. Many of 

these visual associations can be seen in Trainor’s music video. 

Such visual cues are appropriate as, in the realm of body image, doo-wop 

affirms the validity of curves. The 1950s was a period when “the fuller figure . . . 

came into fashion once more.”20 Female stars of the era, such as Marilyn Monroe 

																																																								
	
20 Susan Bordo, Unbearable Weight: Feminism, Western Culture, and the Body (Berkeley: 
University of California Press, 2003), 159. 

 

 
Figure 2.3: Opening of “All About That Bass.” (Transcription by author) 
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and Sophia Loren, were known for their voluptuous figures.21 Susan Bordo notes 

that Monroe, in particular, was referred to as “femininity incarnate” and 

“femaleness embodied.”22 Although these women were known for their busts in 

addition to their hips and they maintained fairly thin waistlines, their bodies are a 

stark contrast to the rail thin models most prominent in twenty-first century 

America. Most commentators agree that these celebrities were beautiful.  

Lyrics 

The words of “All About That Bass” have been at the center of many of the 

debates concerning the song’s validity as body positive media. The 

interpretations of the lyrics vary in ways that support both sides of the argument 

of whether their effect is positive or negative. Both sides of this discussion bear 

validity. It is possible, however, that the perceived, thin skin of the millennial 

generation and the over-analyzing of media from this generation have negatively 

interpreted these lyrics in a way that hinders the song’s message. Furthermore, it 

is plausible that many of these negative interpretations originate in people within 

a dominant group, primarily those who fit the typical beauty standard and are 

coming to the defense of their image rather than opening up their definitions and 

perceptions of beauty.23  

																																																								
	
21 According to vintage fashion blogs like weheartvintage.co, Monroe was often in the range of a 
36-22-36 while Loren was a 38-24-38. These measurements correlate with current US Sizes 6 
and 8 respectively. 
 
22 Susan Bordo, Unbearable Weight, 141. 
 
23 Because many of the critiques are found online under screen names or social media handles it 
is difficult to know or find the physical identities of these authors. 
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Many critics have argued that Trainor’s song is not special or, even more 

concerning, that the song actually shames many women who simply do not fit 

this alternative mold of beauty. The line of the song that those supporting this 

argument use as evidence is “go ‘head and tell them skinny bitches that.” Trainor 

has noted that she is not using the term “bitches” in a derogatory sense, but 

instead that the term has been claimed back by women to be empowering in a 

sense.24 The reclamation of terms was a focus of third-wave feminism in the 

1990s in order to reduce male power over women and to fight oppression.25 This 

is not the first time a musical artist has set out to reclaim such language. In fact, 

Missy Elliott made similar statements concerning her 1999 song “She’s a 

Bitch.”26  

 Feedback concerning Trainor’s disrespect to thin women is consumed 

with the following lines: 

 
I ain’t no size two . . . 
I won’t be no stick figure  . . . 
Tell them skinny bitches that – No, I’m just playing, I know you think 
you’re fat 

 

																																																								
	
24 Chloe Angyal, "Why Meghan Trainor's Body Acceptance Anthem "All About That Bass" is 
Disappointing," Feministing (2014) (http://feministing.com/2014/08/ 06/why-meghan-trainors-
body-acceptance-anthem-all-about-that-bass-is-disappointing/; accessed October 2016). 
 
25 Ellen Koskoff, A Feminist Ethnomusicology (Chicago: University of Illinois Press, 2014), 61-62. 
Third-wave feminism started in the 1990s as a critique of second-wave feminism. It abandoned 
the “victim” narrative to embrace women’s empowerment. Third-wavers also deconstruct the 
concept of womanhood and attempt to address multiple identities, particularly through queer 
theory. 
 
26 Missy Elliott, “On ‘She’s a Bitch,’” (http://www.vh1.com/video/misc/169316/on-shes-a-
bitch.jhtml#id=1567341; accessed February 2017). 
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The first two lines are Trainor’s way of asserting her self-assuredness in her size. 

She is proclaiming for all to hear that she does not feel the need to lose weight in 

order to be considered beautiful. Such an interpretation coincides well with the 

incessant chorus text that she is indeed “all about that bass.” Caroline Sullivan 

equated the backlash from thin women to be a sign of “how delicate an issue 

body image is.”27 

Trainor’s comments about her use of the word “bitch” and primarily 

directing the term towards skinny women demonstrate a naïve and narrow view 

of issues that people different than her face. An interview with Entertainment 

Tonight reports Trainor remarking that she “was not strong enough to have an 

eating disorder.”28 The flippant comment suggests Trainor’s classist view in her 

lack of understanding. Susan Bordo discusses eating disorders, primarily 

anorexia, as a “class-based disorder.”29 Although eating disorders have “been on 

the rise among all socioeconomic groups,” she mentions the difference of 

meaning in contexts of abundance versus depravity.30 Kate Beaudoin poignantly 

recognizes Trainor’s comment as “a classic example of [her] misguided 

																																																								
	
27 Caroline Sullivan, "Pop's Weighty Issue: All About That Bass and Other Body-Positive 
Anthems," The Guardian (1 September 2014) (https://www.theguardian.com/music/musicblog/ 
2014/sep/01/pops-weighty-issue-all-about-that-bass-body-positive-anthems; accessed October 
2016). 
 
28 Meghan Trainor, quoted in Sophie Schillaci, “Meghan Trainor Bares All: Her Unexpected Big 
Break, Being Bullied and Embracing Her Body,” Entertainment Tonight (2 September 2014) 
(http://www.etonline.com/music/150648_meghan_trainor_bares_all_her_unexpected_big_break_
being_bullied_and_embracing_her_body/;accessed January 2017). 
 
29 Susan Bordo, Unbearable Weight, 62. 
 
30 Ibid. 
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perspective; anorexia isn't weak or strong, it's a mental illness and certainly not 

something women should aspire to.”31 

The phrase “I know you think you’re fat” is problematic and hypocritical. 

Although Trainor is clearly trying to send a “love your curves” message in the 

song, her use of the word “fat” in this context implies that “fat” is a less desirable 

state of being than “skinny.” The statement, reminiscent of a Mean Girls mindset, 

clearly puts down one shape while elevating another.32 The phrase then 

contributes to the strictness of which shapes and sizes should be considered 

acceptable and loveable. This rigidity is in direct contrast to the interview 

previously mentioned with Howard Stern during which Trainor is seen and heard 

discussing the metaphor of the bass as referring to her derriere and the treble as 

a representation of her breasts.33 In fact, when she grabs her buttocks, it is with a 

smile and when she moves to her chest, she looks down as if she is looking for 

something that is simply not there. She notes that, even when one is classified as 

a curvy woman, there are expectations and standards. Women who are defined 

as plus-size are still portrayed in media to be proportional all over, that is, if the 

waist is larger, then a woman’s chest and posterior must be equally bigger to 

maintain the hour-glass figure prominently found in media examples. Trainor 

discusses that, not only is she proud of her lower half, but she is not concerned 

by the size of her chest in a way that many women are. 
																																																								
	
31 Kate Beaudoin, "There's a Big Problem with Meghan Trainor's Music That Nobody's Talking 
About," Mic (13 May 2015) (https://mic.com/articles/118136/ meghan-trainor-threatens-to-undo-
everything-feminist-pop-stars-have-accomplished#.LhDN0E6Ui; accessed October 2016). 
 
32 Mean Girls is an American teen comedy movie. It premiered in 2004. 
 
33 “No Photoshop,” Howard Stern. 
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Another disturbing issue is the consistent reference of male approval. True 

body confidence means believing in oneself; this encompasses a confidence in 

physical presentation regardless of feedback from any person of any sex or 

gender. Reasonably, most feminist critiques call attention to Trainor’s reliance on 

the approval of others. The chorus does not refer to others, but the first verse 

and the bridge both call attention to males. She first sings that she has “that 

boom boom that all the boys chase.” Why is being chased by boys such a good 

thing? Obviously, it demonstrates how much Trainor feels the need to show that 

she is desirable. This lyric can be read as an inability to trust in her beauty and 

worth on its own but relying on others to let her know her value. When she 

arrives at a place where boys are no longer chasing after her, does she still feel 

so confident in her physical presentation? 

In addition, the line about being chased by boys demonstrates the 

heteronormativity that is still found in a vast amount of media today. Language 

and phrases such as this continually reaffirm the idea that love and relationships 

are between a female and a male. Trainor is in no way implying that relationships 

constructed otherwise are invalid; it is completely reasonable that she writes 

about relationships between the binary of the sexes because, according to 

interviews and social media, that is what applies to her personally.34 There are 

populations, however, who do not identify as heterosexual and must once again 

be expected to listen to lyrics that remind them that they do not belong in the 

																																																								
	
34 Peter Robinson and; Emilee Lindner, "What Meghan Trainor Finally Gets Right About 
Feminism on 'No'," Fuse (8 March 2016). (http://www.fuse.tv/2016/03/meghan-trainor-
redemption-no-essay; accessed October 2016). 
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dominant group. Despite the popularity of “All About That Bass” I wonder how 

many more people would have appreciated and valued the song had the 

dependence on male approval not been part of the song. 

Perhaps more troublesome is the line in the bridge when Trainor refers to 

her mother telling her “Boys like a little more booty to hold at night.” This is 

certainly a realistic situation and one that I, and a number of my peers, have 

witnessed. Trainor uses the mother’s comment as reinforcement for loving her 

lower half but disregards the notion that her mother is telling her to embrace it for 

boys. It is as if Trainor tries to make up for the message of dependence with the 

final line of the bridge “so if that’s what you’re into, then go ‘head and move 

along.” She is asserting that she does not need someone else. However, it is just 

as reasonable to hear the text as Trainor convincing herself that she alone is 

enough. 

Music Video 

“All About That Bass” embraces its bubblegum pop description and clear 

ties to doo-wop as a guide for the stylization of the video. Both costuming and 

sets are designed in pastel colors with a retro-1950s vibe. With the exception of a 

model wearing a strapless dress and three women with long bangs in solid color 

tank tops, all of the women, including Trainor, are dressed to reveal little to no 

skin between their necks and their legs. When they are not attired in fully-

buttoned collared shirts, the females are dressed in cardigans, often buttoned at 

the top. Full skirts also help guide the focus to Trainor’s hips and buttocks. 

Trainor’s fashion in this video confirms a choice of feminine style with soft lines 
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and colors. She also wears bows and flowers in her hair, again images 

associated with femininity.  

Trainor’s video for “All About That Bass” makes a conscious effort to show 

people of color. This is a trend that is consistent in her videos, yet even when 

they are featured, she seemingly has little interaction with people of color. With 

the exception of “Better” (to be discussed in Chapter 4), communities of color are 

only represented through dancers and never as characters with whom Trainor 

interacts.  

A recurring character in Trainor’s videos is that of a white male 

relationship partner. The performance of this role in the video for “All About That 

Bass” assumes an interesting depiction in that the scenes with Trainor and her 

romantic partner are imagined as dolls. They are posed in tableau-esque scenes 

as if they occur in a dollhouse. Towards the end of the video he remains stiff 

while Trainor positions him. 

“Me Too” 

Prior to the launch of Trainor’s second studio album, singles and music 

videos were released for promotional purposes. The video for “Me Too” quickly 

became a media scandal in that it was clear to Trainor’s fans that her image had 

been digitally altered so that she appeared much thinner. Although Trainor 

quickly expressed her disgust and anger at the record company and video 

producers for allowing such editing, questions were raised as to whether Trainor 

was informed about the stunt from the beginning. It was, after all, having a 

positive body image despite being curvy that put Trainor on the map as someone 
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to watch. What better way to remind people of who she was than bringing up the 

issue that she was most known for? A topic, I might add, that up to eighty-

percent of women continue to struggle with.35 Between albums Trainor continued 

to pen hit songs for others, but by staying out of the media spotlight between 

albums, she had lost name recognition that she would need in order to premiere 

another smash hit. 

 There were also many complaints from fans concerning Trainor’s 

appearance on the May 2016 cover of Seventeen (see Figure 2.4). After a 

change.org petition in 2012, Seventeen pledged “not to digitally alter body sizes 

or face shapes of young women featured in its 

editorial pages.”36 The magazine had 

previously made other strides to improve body 

confidence among young women, most notably 

an eight-point Body Peace Treaty in 2012. The 

petition encouraged the magazine to be more 

forthcoming on the different steps the 

magazine was taking to ensure that it 

presented only "real girls and models who are 

healthy."37  

																																																								
	
35 Ginny Ramseyer Winter, “Health Behavior and Outcomes: The Role of Boy Image,” Population, 
Education, and Health Seminar Series (27 April 2017) (University of Missouri: Columbia, MO). 
 
36 Elise Hu, "'Seventeen' Magazine Takes No-Photoshop Pledge After 8th-Grader's Campaign," 
NPR (5 July 2012) (http://www.npr.org/sections/thetwo-way /2012/07/05/156342683/seventeen-
magazine-takes-no-photoshop-pledge-after-8th-graders-campaign; accessed January 2017). 
 
37 Ibid. 

 
[Image removed for 
copyright purposes.] 

	
Figure 2.4: Seventeen May 
2016. 
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Even though Trainor appeared “noticeably slimmer,” there are a few 

reasonable explanations for her look.38 The first is simply that she may have 

experienced weight loss. Women who achieve fame, in whole or in part, for 

claiming confidence in their curves are often scrutinized by the very community 

they are defending if their body changes in any manner.39 Another logical 

explanation for the perceived alteration is the perspective and angles from which 

the photograph was created. Some fans called the image out for how large 

Trainor’s head looked in comparison to her body, thus emphasizing a smaller 

waist.40 One plausible argument is that her head was just closer to the camera as 

she seems to be leaning forward. Sheer common sense understands that this 

argument is valid because objects that are closer to a camera lens appear larger 

than those further away. 

Nevertheless, the complaints made about the Seventeen cover seemed to 

prepare the public to scrutinize the music video for “Me Too” when it was 

released with undeniable editing (see Figure 2.5) about a month later on May 9. 

Within hours of the initial release, Trainor had the video removed from all media. 

In a message to her fans on Snapchat,41 Trainor stated,  

																																																								
	
38 Megan Willett, "Singer Meghan Trainor Says She Was Photoshopped in Her New Music 
Video," Business Insider (11 May 2016) (http://www.businessinsider. com/meghan-trainor-says-
photoshopped-me-too-music-video-2016-5; accessed October 2016). 
 
39 Susan Bordo, Unbearable Weight, 30. 
 
40 Hayley Wilbur, "Despite ‘No Photoshop Pledge,’ Meghan Trainor's Seventeen Cover has Fans 
in a Fury," Style.Mic (15 April 2016) (https://mic.com/articles/140939/despite-no-photoshop-
pledge-meghan-trainor-s-seventeen-cover-has-fans-in-a-fury#.ui2u4frcg; accessed October 
2016). 
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Hey guys, I took down the ‘Me Too’ 
video because they Photoshopped the 
crap out of me, and I’m so sick of it, and 
I’m over it… . My waist is not that teeny. 
I had a bomb waist that night. I don’t 
know why they didn’t like my waist. I 
didn’t approve that video, and it went 
out to the world. So I’m embarrassed.42 
 

A new version of the video was 

released within twenty-four hours with 

Trainor’s body appearing in its natural 

form. Still, there were many who saw 

this sequence of events for the 

marketing technique that it most likely 

was, a simple publicity stunt.43 A later interview revealed that Trainor had, in fact, 

approved the video. She admitted that she was more focused on other scenes 

and that she “didn’t pay enough attention to the dance scene.”44 She also 

																																																																																																																																																																					
	
41 Snapchat is a social media app for people to send pictures and videos to one another. Posts 
may be sent to individuals or posted publicly as a “story.” In “stories” pictures and videos are 
erased after twenty-four hours. 
 
42 Travis M.  Andrews, “‘I Screamed in My Hotel Room’: Meghan Trainor Pulls Music Video After 
Realizing She was Photoshopped,” The Washington Post (10 May 2016) (https://www.washing 
tonpost.com/news/morning-mix/wp/2016/05/10/i-screamed-in-my-hotel-room-meghan-trainor-
pulls-music-video-after-realizing-she -was-photoshopped/; accessed October 2016). 
 
43 Willett; and Sammy Nickalls, “Meghan Trainor’s Video for ‘Me Too’ May have been Pulled for 
this Confusing Reason,” HelloGiggles (http://hellogiggles.com/meghan-trainor-me-too/; accessed 
March 2017); and “Meghan Trainor Took Down Her Own Music Video. Did her Team Screw Up or 
Was it a Publicity Stunt?,” Tylt (https://thetylt.com/entertainment/meghan-trainor-took-down-her-
own-music-video-did-her-team-screw-up-or-was-it-a-publicity-stunt; accessed March 2017); and 
Caroline Framke, “Meghan Trainor Claims She Took Down her Music Video Due to Egregious 
Retouching. Not Everyone is Convinced,” Vox (10 May 2016) (https://www.vox.com/2016/5/10/ 
11652258/meghan-trainor-photoshop-me-too-video; accessed March 2017). 
 

 
[Image removed for copyright 

purposes.] 
 
Figure 2.5: Meghan Trainor’s 
official Instagram account May 10, 
2016. 
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confessed that she was initially angered that fans were photoshopping her waist 

until she realized they were simply reposting the video.45 She recognized the 

unrealistic proportions of the edited image and “told [Entertainment Tonight] that 

she [was] adamant about not sending the wrong message to her young fans.”46 

She also claimed she did not want this single to revolve around the issue of 

photoshop.47 If that were truly the case, would she not have tried to be more 

focused when reviewing the final edits before green-lighting the video’s release? 

 It is important to call attention to the fact that it was Trainor’s waist that 

received the starkest editing. She mentioned this in her Snapchat statement, and 

yet her Instagram post contained the line “Missed that bass” (See Figure 2.5). 

This focus on her torso demonstrates the importance placed on a small waist, in 

addition to and emphasizing the size of her posterior. Again, Trainor’s 

construction of the expected, normal, and acceptable physique is restrained.  

 Should Trainor be praised or persecuted for these actions? Although most 

would agree that it is unacceptable to deceive fans consciously in order to raise 

sales or viewing numbers, her actions reminded the public that issues with the 

female body are still prominent among young American white women. This is not 

to say that body confidence is only a concern of Anglo-Americans. Rather, I 

																																																																																																																																																																					
	
44 Meghan Trainor, quoted in Jackie Willis, “Meghan Trainor Admits She Approved Photoshopped 
Music Video: 'I Take Full Blame',” ET Online (10 May 2016) (http://www.etonline.com/music/ 
188440_meghan_trainor_admits_she_approved_photoshopped_music_video_i_take_full_blame; 
accessed October 2016). 
 
45 Ibid. 
 
46 Ibid. 
 
47 Ibid. 
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would suggest that the complexity of physical self-acceptance is compounded by 

the component of race.48 A subscription to the Machiavellian notion that the ends 

justify the means may merit Trainor some gratitude for ensuring that this ever 

pressing issue has not been forgotten. The counter argument must ask, however, 

if her work has truly brought about understanding or if in the end it has done 

more harm than good. 

Genre Influence 

 The R&B and hip hop sounds associated with “Me Too” contribute more to 

Trainor’s commentary on independence and autonomy than to her development 

of body positivity. She also adopts aspects of African-American Vernacular 

English in “No.” I will therefore discuss these genres more in the fourth chapter, 

in which the songs “No” and “Better” are fully addressed.  

She uses phrases such as “dime piece” in “Me Too” which is a term lifted 

from 1990s hip hop. Some examples are Nice & Smooth’s “Do Whatcha Gotta” 

(1994), LL Cool J’s “Make It Hot” (1995), and Tupac Shakur’s “Whatz Ya Phone 

#” (1996). The term refers to the somewhat ambiguous rating system of women’s 

attractiveness with a “ten” being the most beautiful. While she may argue that 

she was reclaiming the term, “dime piece” reinforces her need for male approval 

of female beauty. 

																																																								
	
48 Susan Bordo, Unbearable Weight, 63. 



49 

Lyrics 

The lyrics for “Me Too” are much less problematic than those of “All About 

That Bass.” In fact, they present the message that many people were looking for 

with “All About That Bass” more effectively.49 Trainor begins by proclaiming her 

confidence in her appearance. She progresses by singing  

 
And I can’t help lovin’ myself,  
And I don’t need nobody else.  
 
 

This assertion of independence complies with the postfeminist idea that gender 

roles have, in fact, been erased or at least changed significantly.50 The entire 

chorus of the song, built on “If I was you, I’d wanna be me too,” exemplifies how 

much Trainor believes her position in life is spectacular. In a sense, she is 

recognizing how much she has, and, though not humbly, she is calling attention 

to the fact that she is better off economically than many. 

 The final verse shows a sense of class elitism. It is more a reflection of the 

American ideal for all people portrayed by pop culture than of specifically white 

heterosexual women. This notion is exemplified in the lines: 

 
I go straight to V.I.P. 
I never pay for my drinks 

 

																																																								
	
49 L.V. Anderson, “Meghan Trainor’s New Song Is Just as Anti-Feminist as “All About That Bass,” 
Browbeat (5 September 2014) (http://www.slate.com/ blogs/browbeat/2014/09/05/meghan_ 
trainor_s_new_song_title_is_just_as_anti_feminist_as_all_about_that.html; accessed March 
2017). 
 
50 Susan Bordo, Unbearable Weight, 241; and Susan J. Douglas, "The Rise of Enlightened 
Sexism," On The Issues Magazine (Winter 2011) (http://www.ontheissuesmagazine.com/ 
2011winter/2011_winter_Douglas.php; accessed January 2017). 
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These lyrics demonstrate the goal of being recognized as special or unique. They 

also portray the idea that while a person has significant financial means, he or 

she does not actually need to use their own money. I must recognize the power 

that comes with Trainor’s identity as a white cisgender heterosexual able-bodied 

celebrity who increases her likelihood of achieving this status. 

Music Videos 

Even though I have considered this music video for its scandal I will now 

explore how Trainor adds to the visual construction of femininity through this 

imagery. She continues in the model of many quick cuts between scenes, but 

unlike a lot of her videos this one does create a narrative. The video begins with 

Trainor in her pajamas in bed and proceeds as a “day in the life” type of story. 

She is seen interacting with friends, going to an on-set trailer and trying on 

different outfits, having her hair and make-up done, and ultimately filming a music 

video. 

 Trainor is presumably trying to demonstrate how she is relatable, through 

the opening scenes in her home and with her friends, while showing off what 

makes her life so special with the final scenes of glamour. Who might relate to 

the video is restricted to a very small group of people. The house Trainor is 

shown in could only be lived in by a person of high monetary status. Her room is 

quite large with a large bed, and it is perceived that she has her own bathroom. 

She also bursts through a set of double doors as she is leaving the house. She 

proceeds to meet with friends. Their journey in the car shows them taking selfies 
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as well as the implied purchasing of commercialized coffee. While many people 

partake in expensive coffee daily, this is a luxury item for most of the world. All of 

these images impose on women a need to achieve a specific class status. 

 When Trainor is seen waking up and getting herself ready for the day, her 

hair has already been styled, and she is wearing makeup, however minimal. Not 

only does this image contribute to unrealistic expectations for what women will 

look like in the morning, but it skews culture’s view on what a natural physical 

appearance truly is. It would seem that Trainor is promoting the altering of 

oneself—in a culturally acceptable manner—to be more physically attractive. 

Although make-up is not a form of digital editing, the need to change one’s 

appearance reinforces patriarchal beauty standards. 

Conclusion 

 Meghan Trainor’s brand marked itself as a voice for body acceptance from 

its inception. She has since capitalized on this notion to keep her name in the 

spotlight. Nearly every article and interview since “All About That Bass” will 

mention the song and either how it has helped to empower women or, 

conversely, to belittle them based on their size. Although Trainor did not originally 

intend to become known for body positivity, she has not shied away from the 

moniker of the “No Photoshop Poster Child.” The two songs examined in this 

chapter demonstrate the power of popular music to raise consciousness on this 

issue. 

 I am left considering a number of questions that could be addressed in 

future research. Most pressing are these: Why is Trainor, as a white 



52 

heterosexual cisgender able-bodied woman, not only allowed but praised for 

embracing a part of her body while women of color, specifically black women, 

have historically been shamed and hypersexualized for their embracing their 

buttocks? Also, why does it seem that far more children are allowed to listen to 

and watch Trainor in comparison to artists such as Nicki Minaj? And is this 

assumption based in fact or merely the community that I inhabit?
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CHAPTER 3 
 

‘TREAT ME LIKE A LADY:’ 
 

TRAINOR’S EXAMPLE OF WOMEN’S ROLES  
 

IN ROMANTIC RELATIONSHIPS 
 

 Meghan Trainor perpetuates an idea of “embedded feminism” that 

suggests “it’s OK, even amusing, to resurrect sexist stereotypes of girls and 

women.”1 While she may push the boundaries of beauty standards, she never 

truly breaks them. Similarly, her lyrics may send one message about 

relationships, but the way that she chooses to interpret her words visually seems 

quite contradictory. Her work is often hypocritical from one song to the next, 

constantly changing from independence and self-assurance to reliance and the 

need for masculine approval. In Trainor’s attempt to claim independence, value, 

and worth, she often connects herself to a male figure. While relationships 

between men and women are not inherently bad, she has a habit of furthering 

patriarchal ideals disguised as progress for women. Her songs validate Charlotte 

Greig’s idea that “the accepted pop ideal of womanhood has finally ceased to 

have an across-the-board appeal."2 

The perpetuation of patriarchy is a particularly problematic theme 

throughout her first album and is exemplified especially well in “Lips Are Movin” 

																																																								
	
1 Susan J. Douglas, "The Rise of Enlightened Sexism," On The Issues Magazine (Winter 2011) 
(http://www.ontheissuesmagazine.com/2011winter/2011_winter_Douglas.php; accessed January 
2017). 
 
2 Charlotte Greig, “Female Identity and the Woman Songwriter,” Sexing the Groove: Popular 
Music and Gender (London: Routledge, 1997), 169. 
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and “Dear Future Husband.” These two songs overtly establish a double 

standard within the gender binary. For example, while claiming her worth and 

specifying what she will not contribute to a relationship, Trainor also makes a list 

of demands for her future husband. Visually, she only presents herself in 

confirmation of beauty ideals. She displays herself in domestic situations, albeit 

in a mocking manner, yet she never visually represents challenging the mold of 

domesticity. She then proceeds to sing about men as if they were all the same 

and stereotypes them in the same way that she is attempting to avoid herself. 

“Dear Future Husband” appears on the album before “Lips Are Movin” so 

listeners of the album in its entirety are engaged with stereotyped imagery before 

they hear “Lips Are Movin.” I discuss “Lips Are Movin” first in this chapter, 

however, as it was released as the second promotional single, following “All 

About That Bass.” 

Similarly to “All About that Bass,” Trainor bases her music for these two 

tracks on doo-wop. As discussed in the previous chapter, this sound elicits 

imagery of women in the 1950s. The visual association reinforces her 

appreciation of curves but also reminds listeners of a time when housewife status 

was valued and expected for middle-class white women. This elevated position 

was not the case of all women across class and race lines.3 Familiarity with 

Trainor’s work, however, would imply that she is commenting on the ideal of 

domesticity. 

																																																								
	
3 For more information see: bell hooks, “Women at Work,” Feminism Is for Everybody: Passionate 
Politics (New York: Routledge, 2015), 48-54. Women outside of the white middle-upper class 
sphere have always been part of the workforce.  
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“Lips Are Movin” 

 Of the singles released from the album Title, “Lips Are Movin” stands out 

as a song about independence and autonomy. Trainor is consistent throughout 

the track in stating that she cannot and will not be fooled or bribed to stay in a 

relationship that is unhealthy. The music video for the song, while not creating a 

narrative, keeps her as the center of attention. This focus reinforces the self-

worth that she is singing about. 

 “Lips Are Movin” has a stronger impact on Trainor’s construction of 

femininity as a single than as a part of the whole album. This is due to tracks that 

portray a different image of womanhood. “Lips Are Movin” is the final track of 

Title. She clearly establishes many aspects of what she considers normal for 

gender expectations earlier in the album. While “Lips Are Movin” contradicts 

these norms, it is typically far more difficult to change a perception than to create 

one.  

Genre Influences 

 “Lips Are Movin” has the doo-wop inspiration heard in other tracks on Title 

while also exhibiting characteristics of rap music. The song begins in a nearly 

identical fashion to “All About That Bass.” Both songs open with the chorus sung 

over a sparse bass line and hand-claps (See Figure 3.1). Trainor then takes a 

detour from the doo-wop sound, rapping the first verse over the continued bass 

line and hand percussion. The use of a rap style, as I will also discuss in the next 

chapter, is a way for Trainor to assert her authority. This is the portion of the 
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song where Trainor directly addresses the male in question in a “let me tell you 

how it is” tone.  

 

Trainor does not rap elsewhere in the song. Instead she relies on a mix of 

doo-wop sounds with a few hip hop-type riffs to demonstrate her vocal skills. It is 

possible, however, to tie the combination of genres to the growing number of 

female rappers. In particular, Nicki Minaj’s 2011 single “Super Bass” exemplifies 

a woman alternating between rap and a melodic line. Minaj’s track features her 

rapping the verses, but she sings the bridge and chorus of the song. 

Lyrics 

 Almost unexpectedly, the words to “Lips Are Movin” are some of Trainor’s 

most empowering in all her songs. The track continues to place emphasis on her 

heterosexual relationships, but her rejection of her current partner is a true act of 

agency. She opens by calling out the male for lying. The repetition signifies that 

the man has lost her trust with little to no hope of regaining it. Throughout the 

remainder of the song she will reemphasize this distrust while also calling 

attention to her own worth and value. 

 The first verse begins with the following lines: 

 

 
Figure 3.1: Opening of “Lips Are Movin.” (transcription by author) 
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Boy, look at me in my face 
Tell me that you're not just about this bass.4 
 

In a reference to her breakout song that was so focused on her physical 

attributes and her dependence on the approval from the opposite sex, Trainor 

claims that there is much more to her than a curvaceous derriere. In the chorus 

she calls attention to the fact that she is not “dumb” and will not be easily 

deceived by the man she is addressing. She also reminds the man that, while 

she “might be young,” her judgment is not impaired by her youthfulness. Despite 

what other songs imply she announces that even being supplied with material 

objects will not make the continuing of their relationship a possibility.5 

 Trainor’s words only reflect the specific relationship she is discussing. 

Unlike some of her other songs that stereotype and essentialize entire groups of 

people (see discussion on “No” in Chapter 4), “Lips Are Movin” centers on a 

single person. This focus allows for the example of a poor relationship and her 

removal of herself from the relationship without casting a negative light on all 

men or all romantic endeavors. 

  

																																																								
	
4 This line is a prime example of how Trainor contradicts herself. The album opens with “All About 
That Bass” but this text, in the final track on the album, is demanding that her partner be “about” 
more than her “bass.” 
 
5 As I will discuss later in this chapter “Dear Future Husband” mentions the man buying her 
flowers, a ring, and taking her on a date. “Me Too” implies that someone else will pay for her 
drinks. 
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Music Video 

 Like the other videos for 

songs from Title, this music video 

is composed of bright colors and 

contains very little narrative. In fact, 

similar to the visual strategy 

emphasizing dressing room preparation employed in “Me Too” (see Chapter 2), 

this video is set up as a behind-the-scenes look into making a music video. There 

are a couple of shots that show a crew putting the set together, Trainor making 

costuming choices, and dancers warming up and stretching. The only other 

activity that is seen during the video is dancing. There are a number of different 

dancers shown throughout, including Les Twins (see Figure 3.2), but they do 

nothing to create or advance a storyline.6 

																																																								
	
6 Larry and Laurent Bourgeois, known as Les Twins, are identical twins from France who have 
reached global success and fame as hip hop dancers, choreographers, and models.  

 
[Image removed for copyright 

purposes.] 
 
Figure 3.2: Les Twins in “Lips Are 
Movin” (0:46). 

 
[Images removed for copyright purposes.] 

 
Figure 3.3: Screenshots from “Lips Are Movin.” 
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The video features many lip-shaped objects: wall art, earrings, and a 

couch. Further emphasizing the title of the song, there are also many close-up 

shots of a woman’s mouth (see Figure 3.3). I note this as interesting because the 

song is focused on the lying speech of a male, yet the video only features lips of 

women. None of the representations are particularly sexualized; rather they 

serve as a reminder that the feminine form is considered attractive and valuable. 

“Dear Future Husband” 

 Of all the songs discussed in this thesis, and perhaps in Trainor’s entire 

catalogue, “Dear Future Husband” comes across as the most hypocritical. It is 

therefore the most frustrating to consider. The premise of writing a letter to a 

future spouse is not a new concept. In fact, many kids, specifically young girls, 

are encouraged to consider and write down what they are looking for in a 

spouse.7 Trainor’s specifications through this song, quite frankly, make her seem 

like a brat who, instead of wanting a truly equal partnership, just wants her way, 

whatever that may be. The music video provides a visual representation of this 

double standard.  

In keeping with the theme of Title, both the music and the video were 

influenced by the 1950s. It appears that Trainor has little to no understanding of 

what the true role was of the middle-class white American housewife. While 

asserting her economic autonomy, she discredits and devalues much of the work 

of the women she references. She claims that she will buy groceries but will not 

																																																								
	
7 This is an especially prominent practice among people involved in Anglo-American Protestant 
churches. To see examples of this type of letter visit http://dearfuturespouse.tumblr.com/. 
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participate in housework. The video shows her cooking (unsuccessfully) and 

cleaning the floors, but the assumed irony is never clear.  

Genre Influences 

 Again, Trainor has written a song filled with 1950s nostalgia. There are 

both male and female backup vocalists. In gendered groups, these voices sing in 

a doo-wop style backing of tight harmonies and non-lexical syllables. She also 

maintains the “fifties cliché”8 doo-wop chord progression of I-vi-IV-V without fail. 

No matter the instrumental texture, or even her break to a more speech-like tone, 

the harmonies never waiver from what is expected. She modulates from D-flat 

Major to D Major on the ascending glissando sung by the male quartet 

approximately two minutes into the song. All of the pitched instruments drop out 

at this point, but the harmonic transition is common enough that the switch is 

quite natural while also maintaining a steady tempo and a pattern of regular 

harmonic functions.  

 While the 1950s influence in “All About That Bass” is most linked to the 

beauty ideals, the lyrics and music video of “Dear Future Husband” are more 

reminiscent of domestic ideals from the period. In the post-war era, many middle-

class white women left the workforce and returned to the home. This is 

supposedly because they no longer needed to work, but I would argue that a 

primary reason was to maintain the patriarchal system and open jobs for men to 

reclaim on their return from war overseas to the United States. Bordo notes that 

																																																								
	
8 Richard J. Scott, Chord Progressions for Songwriters (Writers Club Press: New York, 2003), 
204. 
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in this “period of reassertion of domesticity and dependency as the feminine ideal 

. . . Career woman became a dirty word.”9 In The Feminine Mystique, Betty 

Frieden described the ideology as “content in a world of bedroom and kitchen, 

sex, babies and home.”10 Bordo pushes the expectation of domesticity to the 

extreme, calling out the rise of agoraphobia during this era and claiming “the 

housebound agoraphobic lives this construction of femininity literally.”11 

Lyrics 

The lyrics to “Dear Future Husband” are the most problematic of those to 

any of Trainor’s songs. Within the song’s short three-minute span she manages 

to claim that she will fit into the role of domesticity, as described in The Cult of 

True Womanhood,12 but she should not be expected to fill this role fully because 

she will not actually adhere to domestic standards. She reports that she will work 

a job (essentially earning income to contribute to the relationship as well as her 

own financial success), yet still needs for the man to buy the stereotypical 

relationship gifts. One critic introduced a deconstruction of the lyrics by stating; 

																																																								
	
9 Susan Bordo, Unbearable Weight: Feminism, Western Culture, and the Body (Berkeley: 
University of California Press, 2003), 170. 
 
10 Betty Frieden, The Feminine Mystique (Dell: New York, 1962), 36. 
 
11 Ibid. 
 
12 Also referred to as the Cult of Domesticity, the idea, most notably discussed in Barbara 
Welter’s 1966 article of the same name, refers to expectations of upper and middle class white 
women in the nineteenth century. Other works have demonstrated that many of these ideals 
remain cultural staples nearly two centuries later. 
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“She's championing an obnoxiously high-maintenance, heteronormative pipe 

nightmare poorly disguised as a swirly rainbow lollipop of girl power.”13 

The song is full of hypocritical lyrics. Following the opening chorus, Trainor 

quickly establishes her view of what she should have in a relationship. 

Essentially she is describing an entitled princess character of sorts. The first 

verse begins “Take me on a date, I deserve it.” She goes on to mention receiving 

flowers and that she should be treated right. She finishes this verse by noting 

that she will complete the domestic task of buying the groceries. However, she 

follows this line immediately with a quip about how both partners will be in the 

workforce so she will not be in the kitchen baking, partially because she does not 

know how to cook, while the man is away and she stays home. Later in the song 

she tells him that they will “never see [his] family more than [hers]” and also 

instructs him to “buy [her] a ring.” 

The bridge of the song emphasizes the commanding nature of the lyrics. 

She does not ask or hope for, but rather demands, that the man in her life will 

“treat [her] like a lady.” Assuming that she means that she expects to be treated 

with respect and chivalry, I question what she has done or will do to earn this 

respect. She later sings that her crazy actions should essentially have no effect 

on the relationship other than providing a reason to be comforted by her male 

																																																								
	
13 Marci, “Dear Meghan Trainor: Here’s Why “Dear Future Husband Sucks,” xojane (17 March 
2015) (http://www.xojane.com/entertainment/meghan-trainor-dear-future-husband; accessed April 
2017). The Oxford English Dictionary defines girl power as “a self-reliant attitude among girls and 
young women manifested in ambition, assertiveness, and individualism. . . . the term has been 
particularly and repeatedly associated with popular music; most notably in the early 1990s with 
the briefly prominent ‘riot girl’ movement in the United States; then, in the late 1990s, with the 
British all-female group The Spice Girls.” Girl power is typically, though not always, representative 
of feminist values as it is meant to empower females in a way that can promote gender equality. 
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partner. This rationale extends her meaning of being treated “like a lady” to 

suggest that she should not be held accountable for her actions. 

The chorus returns in full, and a reiteration with altered lyrics addresses 

the physical part of their relationship in these lines: 

 
If you wanna get that special lovin’ 
Tell me I’m beautiful each and every night. 
 

Psychologists often comment that it is unhealthy to make a checklist of sorts in 

order to connect physically with a partner. Sexual withholding is sometimes seen 

as a weapon.14 Trainor is demonstrating that she will use sex as a form of power 

and control to have her way. Another problem with this statement is her return to 

and insistence on being told that she is “beautiful.” While beauty comes in many 

forms, not only physical, the rest of her album leads to a belief that she is 

focused on the physical appearance. She completely disregards the vast majority 

of what makes up a person.  

She continues her sense of entitlement in the next verse. She reminds her 

future husband that she is never wrong in an argument. She expresses that, if he 

wants to “try and rock [her] body right,” he will need to apologize. Again, she is 

linking the physical aspect of their relationship with getting whatever she wants. 

In the final verse she again refers to physical affection as a reward of sorts. In a 

play on the established rhyme scheme she sings: 

 

																																																								
	
14 Neil Rosenthal, “Withholding Sex as a Weapon” (2 May 1997) (http://www.neilrosenthal.com/ 
withholding-sex-weapon/; accessed April 2017). 
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I'll be sleeping on the left side of the bed (hey) 
Open doors for me and you might get some kisses 
 

Most importantly, these statements suggest her beliefs about the difference in 

what men and women are expected to value in a relationship. Her threat to 

withhold sex implies that she has no desire or need for a physical connection. 

Likewise, she plays into the notion that the only part of a relationship men care 

for is its physicality. 

Music Video 

 Based on the sounds of the 

song and the overall concept of the 

album within the doo-wop theme, 

this video, like the others for her 

singles from Title, is full of bright 

colors and is based on 1950s 

images and style. The premise of the video is the pursuit of Trainor by a 

succession of men, all of whom are white, trying to win her over. The first three 

are rejected for different reasons, and at the moment of rejection a red “FAIL” 

stamp is imposed over their face (See Figure 3.4). 

In addition to vintage inspired costumes and set pieces, there is an all 

white male quartet featured throughout the video. They provide diegetic 

background vocals for the video and again evoke thoughts of earlier decades 

with their suspenders, bow ties, and skimmer hats. Their costuming is 

questionable because they are visually similar to a barbershop quartet while they 

 
[Image removed for copyright 

purposes.] 
 
Figure 3.4: “Dear Future Husband” 
(1:13). 
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are exhibiting sounds of the doo-wop tradition. The harmonic structure is closed 

instead of open, and the male voices only sing nonsense syllables as opposed to 

harmonizing the melody line. Barbershop quartets were also more popular in the 

late 1930s and 40s. One possible explanation is that the image of barbershop is 

associated most with whiteness and the video is representing the white society 

within which she is operating.15 

 As discussed, the lyrics 

are quite hypocritical, and the 

music video for “Dear Future 

Husband” reinforces these ideas 

through tropes and a lack of 

positive visual representations of 

women. Trainor sings of 

succeeding in areas outside of 

the domestic sphere. Yet, she 

only shows her shortcomings in the home rather than her achievements in other 

areas. To confirm her double standard of men and women she juxtaposes her 

weaknesses with an identical imperfection in her suitor. The man is then rejected 

for whatever she is claiming she should be accepted for. For example, she 

mentions that she does not know how to cook and an image of a burning pie 

appears onscreen. This line is quickly followed with a scene of her suitor 

																																																								
	
15 Although the barbershop revival of the 1920s and 1930s carried mainstream associations, the 
history of this singing style in the nineteenth century points to African-American origins. See Gage 
Averill, Four Parts, No Waiting: A Social History of American Barbershop Quartet (New York: 
Oxford University Press, 2003). 

 
[Images removed for copyright purposes.] 
 
Figure 3.5: Screenshots from “Dear Future 
Husband” (0:58 and 1:08). 
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providing her dinner, yet she refuses to try it (see Figure 3.5). The “FAIL” stamp 

is seen, and the video moves to the next suitor. 

 I believe Trainor’s intention in showing herself within the home is to poke 

fun at her faults. My issue is that she only represents herself in this manner and 

not in the ways she claims to be empowering herself, like working a job or writing 

successful music. She also positions herself in classic ways that affirm women’s 

lower status by recreating iconic imagery, much from the 1950s. One example is 

the shot of her scrubbing the floor. This immediately brought to my mind the 

image of Cinderella in Disney’s 1950 film of the same name (see Figure 3.6) as 

well as the countless commercials for cleaning products that feature women on 

their hands and knees. 

 

Trainor’s interpretation of domesticity reflects her construction of beauty in 

that it is singular and limiting. It is almost as if she forgets or refuses to 

acknowledge women who do enjoy working in the domestic realm and do so by 

choice. In a way she writes off the importance and value of women who work in 

the home. Housewife imagery has specific connotations to white, upper-middle 

class women. The option not to work yet to have a financially stable home does 

 
[Images removed for copyright purposes.] 

 
Figure 3.6: Screenshots from (a) “Dear Future Husband” (0:44) and (b) 
Disney’s Cinderella. 
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not translate across all racial or class lines.16 By only portraying herself 

negatively at home and not outside of the home at all, Trainor reifies demeaning 

associations of women in the home and fails to provide any visual example 

promoting women in any other capacities. 

Conclusion 

 The two songs in this chapter serve as a reminder that sometimes music 

with the catchiest tunes can perpetuate problematic messages. The examination 

of such songs and their associated words and imagery reveals the need for and 

importance of media literacy. The National Association for Media Literacy 

Education declares, “Media literacy empowers people to be critical thinkers and 

makers, effective communicators and active citizens.”17 Concern for 

impressionable audiences seems to be an afterthought in the way Trainor’s 

brand constructs her confusing messages of women’s roles in heterosexual 

relationships.

																																																								
	
16 Angela Davis, “The Legacy of Slavery: Standards for a New Womanhood,” Women, Race and 
Class (New York: Vintage Books, 1983), 5; and Angela Davis, “Women and Capitalism: Dialectics 
of Oppression and Liberation,” The Angela Y. Davis Reader (Malden, MA: Blackwell Publishers, 
1998), 170-71. 
 
17 “Media Literacy Defined,” National Association for Media Literacy Education (https://namle.net/ 
publications/media-literacy-definitions/; accessed April 2017). 
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CHAPTER 4 
 

‘LET’S TALK ABOUT THE WORD DESERVE:’ 
 

THE DEMONSTRATION OF AGENCY IN TRAINOR’S MUSIC 
 

Thank You, Trainor’s sophomore album, is a clear attempt to empower 

women. This album addresses women’s relationship to men in different terms 

than her first, and, specifically through the tracks “No” and “Better,” reminds 

women that they are not in need of male relationships or approval to continue to 

live their lives fully. The feedback for her first album may have contributed to 

deeper understanding of the public’s interest in the many ways women relate to 

men. Some tracks focus on romance, “Hopeless Romantic” for example, thus 

acknowledging women regardless of relationship status. “No” focuses on 

unwanted attention from the male gaze while “Better” addresses the effects of 

alcoholism and leaving an abusive relationship. The music videos for these two 

tracks, particularly “Better,” contribute to interpreting and understanding the 

songs. 

These tracks, and the album in general, are not unique. In fact, they seem 

to be on par with other hit songs from 2016.1 This trend reflects an increase in 

recent times of girl power themes in movies, marketing campaigns, and 

television.2 The growing number of artists contributing to the construction of 

																																																								
	
1 Sean Mendes’s “Treat You Better” peaked at #6 on the Billboard Hot 100 and lasted on the 
chart for thirty-nine weeks. As of 4/19/17 Alessia Cara’s “Scars to Your Beautiful” has reached #8 
and has been on the chart for thirty-three weeks. These songs empower women by both 
addressing intimate partner violence and body acceptance, respectively. 
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womanhood help Trainor to broaden her definition of femininity and add depth to 

the woman she has created as the ideal. She continues to focus primarily on 

young white heterosexual cisgender able-bodied American females. There is as 

much, if not more, diversity, however, in the skin tones of people in her music 

videos for her second album compared to the videos for her first album. All of the 

people still fit within ideal beauty standards of physical features and size. 

Trainor made a conscious decision to move away from the full-fledged 

doo-wop sound of Title because she was “afraid that [she would be trapped as a 

doo-wop artist from that first album, so this one [she] wanted to prove that [she 

can do more genres.”3 She wound up with an album that is rife with sounds from 

other primarily African-American styles, notably rap, hip hop, and R&B. She even 

collaborated with Yo Gotti, a rapper under contract with Epic Records, to write 

“Better.” He performs with Trainor on the track and in the music video. As I will 

address later, the sounds of rap often produce a more masculine image; but 

through the use of masculinity’s associations with independence, she is 

suggesting that women are, in fact, in charge of their bodies and their decisions. 

There are also clear connections to pop music of the early 2000s. While writing 

																																																																																																																																																																					
	
2 Emilie Zaslow, “A Decade after Spice: Girl Power Media Culture in the New Millennium,” 
Feminism, Inc.: Coming of Age in Girl Power Media Culture (New York: Palgrave Macmillan, 
2009), 1-12. 
 
3 Meghan Trainor, quoted in Sophie Schillaci, “Exclusive: Meghan Trainor on Being Inspired by 
Britney Spears and *NSYNC, Her Hilarious Relationship Dealbreakers,” Entertainment Tonight 
(12 May 2016) (http://www. etonline.com/music/188633_exclusive_meghan_trainor_inspired_by_ 
britney_spears_nsync_plus_relationship_dealbreakers/; accessed February 2017). 
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the album Trainor voiced her admiration for Britney Spears and her desire to 

imitate a similar type of sound in her new music.4 

 “No” 

 Trainor’s song titled “No,” the most popular hit from her second album 

(See Appendix B), demonstrates the desire of many women to find 

empowerment without guilt or shame. Some people argue, however, that the 

American society has overcome the need for feminism, such as the person who 

posted on Whisper, “I think feminism has served its purpose.”5 To the contrary, I 

reason that the popularity of this song is an example of how women in today’s 

society are still attempting to reach equal status with men. Trainor uses “No” to 

address the all-too-common sexualization of the female form. In what is, 

perhaps, a never-ending debate, she asserts that dressing up in a “sexy” way 

has no implications for the desire to impress men.6 Instead, she suggests that a 

“sexy” wardrobe can be for the sole benefit of the woman wearing the clothes. 

 I am not aiming to decide whether the choices women make concerning 

clothes are truly autonomous or simply succumb to idealizations. I cannot argue 

that dressing a specific way has not boosted my own self-confidence while 

																																																								
	
4 Ibid. 
 
5 Whisper is an anonymous app for people to post “confessions.” Find this statement at 
http://whisper.sh/whisper/053adc86292daa8a9a1114fe029b2b88439efd/I-think-feminism-has-
served-its-purpose-We-need-to-realize-that-not-al. 
 
6 The male gaze and how it has influenced visual media as well as women’s fashion choices is 
too broad a topic for me to go into in detail in this thesis, although I will touch on the topic during 
the video analysis. For more information see: Laura Mulvey, "Visual Pleasure and Narrative 
Cinema," Screen XVI/3 (Autumn 1975), 6-18. 
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simultaneously perpetuating patriarchal expectations of how a woman should 

look. Nor do I think Trainor is trying to address the broad and deep issue of how 

choices are made. This song is communicating to her audience simply that 

clothes do not signify the desire for male attention. Her clothes do not say “yes” 

to sexual advances. Only her words do. In this instance, her words say “no.” 

 The song is indirectly related to many other hits of the past few years 

calling for the recognition of women as independent and autonomous in an 

attempt to widen the audience for women’s voices. For example, Sean Mendes’s 

“Treat You Better” (2016) and Lady Gaga’s “Til It Happens to You” (2015) directly 

address domestic violence and sexual assault, respectively.7  It would seem that 

Trainor’s “No” is following this train of thought. Instead of discussing the 

traumatic experiences of assault and abuse, she is tackling one of the many 

excuses used to commit these deeds.8 She reminds the audience that it is not a 

woman’s clothing that causes or invites these awful acts to happen. She also lets 

																																																								
	
7 Sean Mendes’s music video for “Treat You Better” depicts a young woman in an abusive 
relationship. In fact, the music video for the song ends with the contact information for the 
National Domestic Violence Hotline. The song reached its highest point on the Hot 100 in October 
2016 (#6). It lasted on the chart for thirty-nine weeks. Lady Gaga’s song was written and 
performed for the documentary The Hunting Ground (February 2015) surrounding campus rape. 
It was later released as a single with a music video (September 2015). It appeared on Billboard’s 
Hot 100 March 2016. The closing of the video contains the phone number for the National Sexual 
Assault Hotline. 
 
8 Unfortunately, there is widespread belief that clothing indicates a woman’s willingness to 
engage in sexual activities. The myth is slowly being debunked and education on the subject is 
slowly happening at different levels of the judicial system as well as within the general public. For 
more information see: Carol Costello, "'Sexy clothes don't excuse sexual violence," CNN (9 
October 2014) (http://www.cnn.com/2014/10/06/opinion/ costello-provocative-clothes-dont-cause-
rape/; accessed February 2017) and; Sharron J. Lennon, Kim K. P. Johnson, and Theresa 
Lennon Schulz, "Forging Linkages between Dress and Law in the U.S., Part I: Rape and Sexual 
Harrassment," Clothing and Textiles Research Journal XVII/3 (1999), 144-56 and; Jane E. 
Workman and Robin L. Orr, "Clothing, Sex of Subject, and Rape Myth Acceptance as Factors 
Affecting Attributions about an Incident of Acquaintance Rape," XIV/4 (September 1996), 276-84.   
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women know that there is no reason they should feel guilt or worry for dressing a 

certain way. 

Genre Influence 

 Trainor draws from a number of influences to create “No,” specifically rap 

and R&B. Despite the strong doo-wop soundscape of her earlier album, “No” 

steers away from the 1950s tone and is instead reminiscent of a variety of genres 

and, thereby, appeals to a more diverse audience. The appeal to a larger number 

of listeners through different genres may be seen as one of the reasons that the 

song did so well on the charts. 

There are many strong ties to black music and black culture found in 

Trainor’s repertoire. I have commented earlier in the thesis about the influences 

of African-American culture on her music. Her sophomore album, and particularly 

the track “No,” raise more questions of appropriation over influence, however. In 

addition to musical sounds, which I discuss in the forthcoming sections, in the 

spoken passages of “No” Trainor uses speech patterns that are a part of the 

“recognized phonic conventions of African-American Vernacular English (AAVE), 

a variety of English spoken largely, though not exclusively, by working-class and 

middle-class African-Americans.”9 I cannot say if she adopted these patterns 

consciously or not, but is the external perception of intent not one of the most 

problematic issues with examining racism? Carvell Wallace is quick to point out 

																																																								
	
9 Carvell Wallace, "Stolen Language: The Strange Case of Meghan Trainor's Blaccent," MTV (10 
June 2016) (http://www.mtv.com/news/2891156/stolen-language-the-strange-case-of-meghan-
trainors-blaccent/; accessed February 2017). For more information see: Geoffrey K. Pullum, 
“African American Vernacular English is Not Standard English with Mistakes,” The Workings of 
Language (Westport, CT: Praeger, 1999), 39-58. 
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the vast middle ground of racist behaviors that lies between problematic 

decisions and white supremacy, but reminds his readers that avoiding the issue 

is how “racist behavior continues to take place, even at the hands of people who 

are basically decent.”10  An example of Trainor’s adaptation of AAVE is heard in 

the line “But let me stop you there.” She drops the hard “t’s” of “but” and “let” 

while replacing the “th” of “there” with a “d” sound. Her pronunciation is unsettling 

because “work . . . on language and discrimination has shown that phonology 

plays a crucial role in ethnic identification and hence in discrimination based on 

language.”11 She also appropriates AAVE when she sings "I be like, nah,” the 

habitual/continuative aspect of AAVE according to linguists.12 There is a clear 

tradition of having such features in popular music, but that does not make it right 

or excusable. The conclusion of Carvell Wallace’s article comments on the issue 

with eloquence and effect: 

 
Imitating black language for the sole purposes of making money is 
an act of erasure. This might not be true in every single case, but 
it’s certainly true in the context in which artists like Trainor operate: 
an industry where countless black artists throughout the 20th 
century have had their intellectual property stolen and used to 
make others rich. The problem isn’t the enjoyment or even use of 
ideas outside of your natural milieu; the fact that people learn and 
grow from one another and enjoy each other’s cultures is, to state it 
plainly, beautiful. But black people have reason to fear that this will 
turn out to be an uneven trade. Some people will benefit from that 
exchange more than others. “NO” continues an industry tradition, 
going at least as far back as Janis Joplin, of white women 

																																																								
	
10 Ibid. 
 
11Guy Bailey and Erik Thomas, “Some Aspects of African-American Vernacular English 
Phonology,“ African-American English: Structure, History, and Use (London: Routledge, 1998), 
86. 
 
12 Carvell Wallace, “Stolen Language.” 
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borrowing the attitudes and style of black women as a tool for their 
own empowerment. And it works. The song’s message is simple: 
The thing you want from me is something I’ll give you if and when I 
feel like it. But make no mistake. You are not entitled to it. A lot of 
black people are left wondering what it would be like to be able to 
say that and have it be true.13  

 

Perhaps Trainor was simply trying to relate to a different population. It is possible 

she did not realize that she changed her speech patterns because she was 

speaking in a style that matched the music underscoring her voice. No matter the 

cause or purpose of these changes in Trainor’s pronunciation, there is the 

considerable cultural impact of another white face presenting black culture. 

Furthermore, she is not just any white person, but someone who has positioned 

themself as a role model for young Americans. 

 The blending of African-American based genres is woven throughout the 

song. The opening stanza, with embellishments and a short melisma on “speak” 

over sparse chords, is a cookie cutter R&B sound. When the drumbeat enters 

and Trainor begins the chorus, she speaks rather than sings. Although she is not 

speaking in the quick manner associated with rap, the rhythmic speech still fits 

within the genre. It appears that she is taking her cue from artists such as Salt-N-

Pepa.14 In addition to being exemplary in a male dominated genre, Salt-N-Pepa 

place a stronger emphasis on the clarity of their words as opposed to the speed 

at which they rap them. Many of Trainor’s spoken lyrics are overdubbed with a 

																																																								
	
13 Ibid., Emphasis in original. 
 
14 Salt-N-Pepa is an all-female hip hop trio formed in 1985 with the height of their career in the 
early 1990s. Some of their most popular songs are “Push It” (1988), “Let’s Talk About Sex” 
(1991), “Shoop” (1993), and “Whatta Man” (1994).  
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softer, but still present, voice an octave lower than the main vocal line. The 

addition of a deeper voice provides an aural illusion of sorts so the brain will 

interpret the speech at a lower pitch. This may also be an attempt to sound more 

authoritative. Studies have shown that the public prefer to listen to men’s voices, 

especially when receiving information.15 When the chorus is repeated vocal 

harmonies can be heard on the word “No.” Again, she draws from the R&B 

tradition. The sound is evocative of popular female R&B groups of the 1990s and 

early 2000s, such as Destiny’s Child and TLC.16 As discussed with many of 

Trainor’s themes, the concepts she is bringing to light are not new or original. 

When examining the work of TLC, Destiny’s Child, and other similar groups and 

artists it is apparent that girl power in particular has been addressed by a 

significant number of artists outside of the pop genre. Lauryn Hill’s 1998 “Doo 

Wop (That Thing)” is often recognized as an example of a female demanding 

respect from a man because of the lyric “Babygirl, respect is just a minimum.” 

 I cannot help but relate the verses to other 2000s hits that were purely in 

the pop genre. Trainor has stated that she was influenced by Britney Spears and 

*NSYNC and the similarities are easy to hear.17 One obvious connection is her 

line “blah, blah, blah” related to *NSYNC’s “Bye, Bye, Bye” (2000). Both have 

																																																								
	
15 Many studies have been done on pitch preference concerning attractiveness, strength, and 
social dominance. One such study is Rindy C. Anderson and Casey A. Klofstad, “Preference for 
Leaders with Masculine Voices Holds in the Case of Feminine Leadership Roles,” PLoS ONE 
VII/12, E51215 (http://journals.plos.org/plosone/article/file?id=10.1371/journal.pone.0051216 
&type=printable; accessed February 2017). 
 
16 These groups were particularly influential because of their crossover appeal to white 
audiences.  
 
17 Sophie Schillaci, “Exclusive.” 
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lyrics about leaving before the repeat of a single syllable word. They also follow a 

similar melodic pattern (see Figure 4.1) containing a stepwise descent of a fifth 

and a teetering between the second and third notes of the scale. 

Lyrics 

 From the very first line it is clear Trainor is addressing a stereotypical male 

that women are often forced to interact with. She uses the words “cute” and 

“sweet” in an emasculating way before she proceeds to assert her 

independence. Trainor addresses questions that women are often asked, like 

“what’s your name?” or “what’s your sign?”, by assuming these questions are 

coming her way. She delivers an anticipatory response of a simple “no.” Often 

women feel the need to lie about these facts, feel uncomfortable sharing them, or 

try to avoid answering such questions entirely. Trainor takes a different stance 

	
Figure 4.1: Melodic line from “No” (top) compared to “Bye, Bye, Bye” (bottom). 
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and faces this situation head on with a short and simple answer that should 

require no further explanation.  

 This common female experience is one that most women have either 

encountered personally or as a witness regardless of race, class, or sexual 

orientation. While many critics may argue that this circumstance is not caused by 

all men, it is, nevertheless, a classic situation still shared by most women.18 

Trainor continues to address what usually happens by calling out the lines men 

use prior to noting that she was in her “zone” before the suitor appeared. After 

dismissing her admirer, she switches to address other women in similar 

situations. 

 Trainor takes an interesting approach to female empowerment in the 

bridge with the lines: 

 
If that boy ain't giving up 
Lick your lips and swing your hips. 

 

In this case, she takes two actions that are typically associated with female sex 

appeal and situates them as actions to boost self-confidence.  

 Through the repetitious chorus Trainor tells ladies that they only need to 

say a single word to continue on their way uninterrupted. She then changes her 

typical singular stance to acknowledge that some women, including herself at 

times, do “want a man”; however, she does so in a way that is bold and maybe 

too confident for some people’s taste. Regardless, the repetitiveness of the song 

																																																								
	
18 Experiences like these are what led to the #yesallwomen trend of 2014 on Twitter and other 
social media platforms.  
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and its lyrics leave room for zero confusion about her message on this type of 

interaction. 

Music Video 

 “No” follows the video format established in Trainor’s first album, that of 

fast-paced cuts between a few distinct settings, adding scenes as the song 

progresses. Although it is a much darker video with no pastel colors in sight, rich 

pops of color are still used for dramatic effect. Her wardrobe exemplifies the 

message of the song, the idea of dressing “sexy” for oneself. For example, at 

different points she is seen in high heels, a bustier, and fishnet tights. Every outfit 

is form fitting and shows off the inescapable ideal of an hourglass figure.  

It is impossible to analyze this video without considering the male gaze 

and how Trainor’s femininity seems to fall into what Susan J. Douglas has 

deemed as enlightened sexism.19 Douglas purports that many women have fallen 

prey to this “new brand of sexism” explaining that in it “sexual display and 

rampant consumerism [are] alleged sources of power and control.”20 In essence, 

she is reminding her readers to consider how seemingly feminist choices 

reinforce patriarchy and capitalism. Through an overtly sexualized video, Trainor 

pursues the role of the woman that other women want to be and men want to be 

with. 

																																																								
	
19 Susan J. Douglas, "The Rise of Enlightened Sexism," On The Issues Magazine (Winter 2011) 
(http://www.ontheissuesmagazine.com/2011winter/2011_winter_Douglas.php; accessed January 
2017). 
 
20 Ibid. 
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In 1975 Laura Mulvey wrote, 

“mainstream film coded the erotic 

into the language of the dominant 

patriarchal order.”21 One technique 

used to accomplish this “erotic[ism]” 

is essentially cutting up women by only displaying part of their bodies at a time.22 

The video for “No” does just that. It begins with a shot of Trainor’s feet as she 

confidently stamps down a hallway with only the sound of her heels hitting the 

ground. The male gaze is further satisfied in overhead shots of Trainor on her 

knees. She is dressed in black against a dark floor making her skin a prominent 

feature of the shot. Furthermore, she is wearing a bustier and is situated so that 

her breasts, not her face, are the center of the shot. In fact, in many of these 

shots, Trainor’s face is not fully visible because of her hair (see Figure 4.2). 

“Better” 

 In many respects, “Better” is different from all of the other songs examined 

in this thesis, as well as the rest of Trainor’s catalogue. The words convey a 

darker theme while continuing to deliver a message of empowerment. She uses 

the song and its video to address issues, specifically addiction, that affect many 

people but are often avoided in popular spheres, particularly music. She is not 

the first to tackle such issues, but every point of representation aids those who 

																																																								
	
21 Laura Mulvey, "Visual Pleasure.” 
 
22 Sut Jhally, and Jean Kilbourne, Killing Us Softly 4: Advertising's Image of Women 
(Northampton, MA: Media Education Foundation, 2010). 

 
[Image removed for copyright 

purposes.] 
 
Figure 4.2: Screenshot of “No” at 
1:11. 
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may be involved in similar negative situations. Her self-actualization of her worth 

and value exemplify a key realization that people, particularly women, must have 

in order to claim their agency in a wide variety of situations. 

 One of the most important aspects of this song is the positive implication 

of leaving an abusive situation. Although domestic abuse affects people of all 

gender and races, there is a myth that abuse is limited by categories such as 

class, race, and faith. This is simply not the case. “Domestic abuse is an equal 

opportunity destroyer.”23 In many ways it is important and necessary for the 

public to see and understand that someone comparable to Trainor could be 

affected by abuse. The way that she explores abuse reminds her audience that 

not all abuse is in the form of physical violence.24 She addresses experiences 

that most survivors can relate to like being “warned, but fooled by charm” to stay. 

Although her words mention friends, Yo Gotti’s rap is most important for those 

who may be bystanders to abusive situations. His lyrics, while addressed to 

people experiencing abuse, are a demonstration of the proactive role that 

someone can take while the video for this portion of the song shows a visual 

representation of support. 

																																																								
	
23 “Abbreviated Version: When the Vow Breaks,” JewishWomenIntl (https://youtu.be/ 
T2toFnWldyA; accessed September 2016). 
 
24 Emotional, verbal, and financial abuse are some of the most widespread tactics used by 
abusers. For more information, see the “Power and Control Wheel” from the National Center on 
Domestic and Sexual Violence. 
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Genre Influence 

From the opening drumbeats a reggae vibe can be heard throughout the 

song. In fact, when comparing the opening of “Better” to Bob Marley’s “Three 

Little Birds,” typically mistaken as being named “Everything’s Gonna Be Alright,” 

it is almost uncanny how similar they are with a drum introduction to syncopated 

chords. At first I thought that Trainor was more inspired by reggae’s history of 

transmitting social criticism.25 She is, after all, addressing substance abuse and 

its implications about the criminal justice system. Trainor was exposed, however, 

to Soca music as a kid through her Trinidadian uncle.26 In trying to explore her 

music knowledge more deeply Caribbean influences became more prominent. 

The more I listen, the more I believe she had Marley’s song in her head while she 

was writing. Not only do they sound alike, they send a similar message to their 

audiences. 

Meghan Trainor has collaborated with many artists, namely John Legend 

(“Like I’m Gonna Lose You”) and Shy Carter (“Mr. Almost”) on Title and 

Lunchmoney Lewis (“I Love Me”) and R. City (“Thank You”) on Thank You. It is 

interesting to note that all of these artists are black males associated with rap, 

R&B, or both. With the exception of her mother, these are the only artists listed 

as collaborators on Trainor’s albums. Near the end of “Better,” Yo Gotti, a rapper 

																																																								
	
25 Ben Ratliff, "Pop Review; It's about New Beginnings and Keeping the Faith," New York Times 
(20 September 1999) (http://www.nytimes.com/1999/09/20/arts/ pop-review-it-s-about-new-
beginnings-and-keeping-the-faith.html; accessed February 2017). 
 
26 Gary Trust, "Meghan Trainor on 'All About That Bass": It's about 'Loving Your Body…And Your 
Booty' (Q&A)," Billboard (29 July 2014) (http://www.billboard. com/articles/columns/chart-
beat/6191069/meghan-trainor-on-all-about-that-bass-its-about-loving-your-body; accessed 
October 2016). 
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under contract with Epic Records, has a verse supporting Trainor. It almost 

seems as though she uses her association with black voices as an excuse to 

appropriate many aspects of black music and speech as discussed in my 

analysis of “No.” 

Lyrics 

 The lyrics to this song address a relationship that has ceased to be 

primarily beneficial. While people may read the lyrics as pertaining to a romantic 

partner, this is never explicitly stated, as the music video will portray. Trainor 

directs her lyrics to whoever has hurt her. The opening line—“finally blew up in 

my face”—serves as a reminder that people in volatile relationships are usually 

aware long before any finality takes place. She goes on to sing “I gave you what 

you needed.” An important step for removing oneself from a destructive 

relationship is acknowledging that effort has been put forth and, consequently, 

knowing that the end of the relationship cannot be blamed on a victim of abuse. 

What comes next is the harshest of Trainor’s lyrics. After she notes that she was 

“fooled by charm” she tells the person causing her pain “you deserve to be 

alone.” However these words may be interpreted, the upcoming chorus is a 

victory for any person who has been in any sort of detrimental relationship: 

romantic, familial, or friendly.  

 The chorus is primarily the repetition of the words “I deserve better.” It is 

vital for human beings, and particularly women, to realize their value. For many 

people it can take years, if not their whole lifetime, to claim their worth. Each time 

the chorus returns it is a reinforcement of these important words. 
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Yo Gotti’s rap towards the end of the song is directed, instead, to the 

people, namely women, coming to the realization of what they “deserve.” Yo 

Gotti offers up support and encouragement. He mentions “love” and “I think you 

deserve a king.” In many respects these lines can be viewed as another 

perpetuation of heteronormativity. The music video, however, is a reminder that 

not everything is about romantic relationships. The second half of his rap seems 

to be a charge to anyone who is not in a bad relationship, but is witnessing one. 

With the lines: 

 
And I ain't tryna be your friend's friends 
Or your quote unquote fake friend, that's why I hate friends 
I'd rather see you laugh than see you cry 
I'd rather see you leave than tell a lie 

 
 

Yo Gotti is reminding everyone of the importance of honesty and advocacy even 

in difficult situations. 

Music Video 

The music video for this track is unlike any of Trainor’s other visual 

representations of her music. It breaks from quick scene splices, rich colors, and 

simple stories. Instead of the usual two- to three-minute length, the short film 

lasts nearly six minutes, in part because it begins with almost two and a half 

minutes of introductory material to the remaining narrative. The story is centered 
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on three main characters: Trainor as a hairdresser, Yo Gotti as the bartender and 

her friend, and Emmy-winning actor Beau Bridges as her grandfather.27 

The video adds an unexpected element to the narrative it portrays. It does 

not depict an intimate partner relationship; instead, it is about a grandfather and 

granddaughter. It shows how substance abuse, particularly of alcohol, negatively 

and significantly affects not only those who consume substances, but those who 

are around addicts, especially family members. This video is also a reminder that 

songs and their lyrics can often have multiple interpretations. One need only to 

consider the headlines “Meghan Trainor Puts Her Ex on Blast on New Yo Gotti-

Featuring Track 'Better'” and 

“Meghan Trainor's 'Better' Video is 

a Dark Story of Alcohol Abuse: 

Watch” to see that she has offered 

a piece that does just that.28 These 

different perceptions are typically 

no more or less valid, but they can 

lend a broader perspective to the 

world around us. 

																																																								
	
27 Allison Sadlier, “Meghan Trainor’s Better Music Video Features Beau Bridges,” Entertainment 
Weekly (15 September 2016) (http://ew.com/article/2016/09/15/ meghan-trainor-better-video/; 
accessed February 2017). 
 
28 Madeline Roth, “Meghan Trainor Puts Her Ex on Blast on New Yo Gotti-Featuring Track 
‘Better,’” MTV (22 April 2016) (http://www.mtv.com/news/ 2872100/meghan-trainor-yo-gotti-
better/; accessed Feb 2017); and Bianca Gracie, “Meghan Trainor’s ‘Better’ Video is a Dark Story 
of Alcohol Abuse: Watch,” Fuse (15 September 2016) (http://www.fuse.tv/2016/09/meghan-
trainor-better-music-video-yo-gotti; accessed February 2017). 

 
[Images removed for copyright 

purposes.] 
 
Figure 4.3: Screenshots of “Better” at 
(a) 2:52 and (b) 3:31. 
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The video opens with Trainor picking her grandfather up from jail. It shows 

their conversation in the car to demonstrate the type of relationship they have 

with one another. It is clear that she serves her grandfather out of familial 

obligation and not because he has earned her assistance. Flashbacks 

throughout the video show her effort to build the relationship, as when she gives 

him the mug (see Figure 4.3). The descent of this relationship can be seen 

through other shots that use objects, for instance an “I <3 Grandpa” mug 

emphasizes his dependence on alcohol.  

Her grandfather comments on her dress and ruffles her hair, all of which 

are unwanted. He reminds her that he loves her but it seems that this may be an 

instance where his actions convey something different from his words. The music 

finally starts when Trainor enters the salon where she works. Even though the 

lyrics state that she is finished with this relationship the video will later show her 

engaging in actions that support her grandfather. For example, she can be seen 

picking him up from a bar after he has passed out drunk and then proceeding to 

take care of him, signified by putting a blanket over him while he sleeps. This 

cycle of care is one that many people go through as part of an abusive 

relationship, that of “when a woman is reminded why she fell in love.”29 

The video does not try to offer a solution or conclusion to the narrative. 

Instead, it portrays the realistic cycle that occurs with substance abuse in that at 

the end of the video the grandfather is arrested again and the relationship is at 

the same point as when the video opened. As the film concludes, Trainor is on 
																																																								
	
29 “Understanding the Nature and Dynamics of Domestic Violence,” Missouri Coalition Against 
Domestic and Sexual Violence (March 2015), 1. 
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the front porch of their house crying. This image indicates that while she is trying 

to figure out her role in the relationship with her grandfather, she does care for 

him still and is hurt and disappointed when he gets arrested. 

Conclusion 

 In these songs Trainor promotes the ability of women to have ownership 

of different parts of their lives, primarily wardrobe and relationships. There is no 

perfect or correct way to go about promoting agency; however, some of her 

methods do seem problematic. These problems, particularly those surrounding 

her appropriation of culture, lead me to ask a few questions. In a continually 

increasing globalized world, who decides what aspects of culture may be shared 

while others are kept sacred? Considering that humans do not live in a vacuum 

and that people are consistently influenced, even subconsciously, by the world 

around them, what is the likelihood of creating music that does not draw on a 

culture different from one’s own? 
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CHAPTER 5 
 

“I’M A LADY:” 
 

MEGHAN TRAINOR’S CONTINUING EVOLUTION OF FEMININITY 
 

 My aim in this thesis has been to demonstrate practiced feminism of 

Meghan Trainor’s brand, not to hold her as a standard bearer of feminism for any 

specific identity.1 My criticism of her product is meant to deepen media literacy in 

order to strengthen awareness when consuming popular music both aurally and 

visually. Many artists, including Trainor, demonstrate “feminism-lite.” A 2013 

article, pre-Lemonade, recognized that “Beyoncé’s critics still question her brand 

of female empowerment.”2 As Chimamanda Adichie recently stated, this can be 

harmful because: 

 
It means raising a girl to believe that she is inferior to a man, but 
that the man is expected to be good to her; that women are 
somehow naturally subordinate to men, but men have to treat 
women well. And I find it dehumanizing to women because I think 
that surely we have to have something more than male 
benevolence as the basis for a woman's wellbeing. 
 
I also think that that kind of feminism-lite, you know, often uses the 
language of power. And an example from the book is a British 
newspaper writing about the British prime minister and saying that 
her husband had "allowed" her to shine. And I think it's the kind of 
language that's used so often that we just think it's normal, but it's 
so problematic. ... The premise, of course, is it's kind of like the 
headmaster has allowed the little girl to ascend.3 

																																																								
	
1 Cristina Carney, Jillian Hernandez, and Anya M. Wallace, “Sexual Knowledge and Practiced 
Feminisms: On Moral Panic, Black Girlhoods, and Hip Hop,” Journal of Popular Music Studies 
XXVIII (2016), 420. 
 
2 Janell Hobson, “Beyoncé’s Fierce Feminism,” Ms. Magazine XXII/2 (2013) (http://msmagazine. 
com/blog/2015/03/07/beyonces-fierce-feminism/; accessed October 2016). 
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It is my hope, therefore, that by acknowledging representations of power, or lack 

thereof, a critical understanding of the influence popular music may have on the 

construction of gender roles and gender identity is better developed. It is 

imperative to analyze consistently the situations and perspectives that contribute 

to these constructions.  

Anne Fausto-Sterling asserts, “We establish identities that include race 

and class as well as gender, and we do gender differently depending upon our 

location in racial and class hierarchies.”4 Fausto-Sterling’s explanation of the 

impact racial and social class have on gender performance highlights the 

necessity for a pluralistic approach to analyzing gender construction. While I 

have focused on gender throughout this thesis, I have also recognized that 

intersecting identities cannot be separated. To try to isolate completely a single 

aspect of one’s personhood can often cause harm, pain, and confusion. 

I have analyzed Trainor’s brand in whole to develop a thorough 

understanding of her construction of womanhood. I based my specific choices of 

what to analyze on the popularity, and therefore implied reach, of songs 

according to their ranking on the Billboard charts. Her output on social media was 

also highly influential because of the layer of interpretation it added to her music. 

From such commentary, it is possible to form an idea of her intent as both 
																																																																																																																																																																					
	
3 Chimamanda Adichie, quoted in Audie Cornish, “How Do You Raise a Feminist Daughter? 
Chimamanda Adichie Has 15 Suggestions,” All Things Considered (3 March 2017) (http://www. 
npr.org/2017/03/03/518160055/ how-do-you-raise-a-feminist-daughter-chimamanda-adichie-has-
15-suggestions?utm_source=facebook.com&utm_medium=social&utm_campaign=npr&utm_ 
term=nprnews&utm_content=20170303; accessed March 2017). 
 
4 Anne Fausto-Sterling, Sexing the Body (New York: Basic Books, 2000), 244. 
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songwriter and performer. Trainor uses music as a means of communication, 

reflection, and connection, all of which, have an impact on her large audience. 

While her target demographic is adolescent American women, her popularity is 

widespread to encompass women of all ages.5  

“I’m A Lady” 

 While in the process of writing this thesis, I learned that Trainor had 

released a single that she wrote for the animated movie Smurfs: The Lost 

Village.6 The track “I’m A Lady” was distributed on February 24, 2017 and the 

music video for the song debuted one week later on March 3. Smurfette, the only 

female Smurf until 2011, is the lead character in the film. The song, an anthem 

for Smurfette, however, “totally stands on its own.”7 Prior to the song’s release, 

she described it as “an upbeat, love yourself, woman anthem.”8 Popular critics 

immediately recognized the song as a “Girl Power” hit and many related it to her 

earlier work associated with female empowerment.9 Cosmopolitan, displaying 

																																																								
	
5 L.V. Anderson, “Meghan Trainor’s New Song is Just as Anti-Feminist as “All About That Bass,” 
Browbeat (5 September 2014) (http://www.slate.com/blogs/browbeat/2014/09/05/meghan_ 
trainor_s_new_song_title_is_just_as_anti_feminist_as_all_about_that.html; accessed March 
2017) 
 
6 The movie’s release was on April 7, 2017.  Trainor also voiced a character, SmurfMelody, for 
the film. 
 
7 Caitlin Gallagher, “Meghan Trainor’s “I’m A Lady” Lyrics are All about Loving Yourself,” Bustle 
(https://www.bustle.com/p/meghan-trainors-im-a-lady-lyrics-are-all-about-loving-yourself-40316; 
accessed April 2017). 
 
8 Rebecca Murray, “Meghan Trainor Writes “I’m a Lady” for ‘Smurfs: The Lost Village’,” (5 
December 2016) (http://www.showbizjunkies.com/music/ meghan-trainor-song-smurfs-the-lost-
village/; accessed March 2017). 
 
9 Lars Brandle, “Meghan Trainor Brings Back Girl Power for 'Smurfs' Song 'I'm a Lady': Listen” 
(24 February 2017) (http://www.billboard.com/articles/news/ 7701950/meghan-trainor-smurfs-
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Trainor as its May 2017 cover star, introduced her featured interview by insisting 

that “I’m A Lady” is “right on brand as a sassy girl-power anthem both moms and 

daughters can get behind.”10 

 Mike Wass calls the track a “cute retro-bop” referring to the heavy 

percussion and saxophone heard clearly throughout the song.11 Again, Trainor 

has drawn on a genre that was primarily associated with African-Americans in 

the 1950s. There is also a break when she switches to speech. As expected she 

speaks in the low register of her voice, as compared to her average voice pitch in 

interviews. With a mix of style and attitude from her first two albums, Trainor 

appears to be seeking still for a signature sound. 

 Other than acknowledging that she is different from “them,” taken to mean 

a typical girl, Trainor’s words are open yet ambiguous in acknowledging what 

makes her a “lady.” Essentially, she reminds her listeners that being unique 

merits confidence, not anxiety. She does not give concrete instructions but rather 

consistently reiterates these lines in the chorus: 

 
All my girls, show them you're a lady 
Tell the world, say that you're proud to be a lady 

 
 

It is interesting to consider that even while being quite vague, Trainor can 

insinuate so much. As pointed out in an article on black girlhood and hip hop, 
																																																																																																																																																																					
	
song-im-a-lady; accessed March 2017) and; Da'Shan Smith, “Meghan Trainor Releases Video for 
'I'm A Lady': Watch” (3 March 2017) (http://www.billboard.com/articles/columns/pop/7710094/ 
meghan-trainor-im-a-lady-video-watch; accessed March 2017). 
 
10 Amy Spencer, “Living Out Loud,” Cosmopolitan CCLXII/5 (May 2017), 178. 
 
11 Mike Wass, “Meghan Trainor’s “I’m A Lady” is a Cute Retro-Bop,” Idolator (23 February 2017) 
(http://www.idolator.com/7658000/meghan-trainor-im-a-lady-full-song; accessed April 2017). 
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“The term ‘lady’ is often deployed in social discourse and school/family spaces to 

discipline girls into performances of sexual respectability and gender 

normativity.”12 It would seem that Trainor is taking the term in a reclamation 

sense and reminding her audience that one can be a “lady” even outside of these 

expectations.  

  

The visual representation of the song is equally open. In a completely 

woman dominated video Trainor finally portrays herself and other women in 

what are typically deemed to be masculine roles. There are women wearing 

athletic gear, sitting at a boardroom table, and comprising the entire band (See 

Figure 5.1). Segments of animations from the film are also inserted periodically. 

These are the only moments when a male figure is portrayed. In these 

instances, the animation is juxtaposed next to a shot of a woman succeeding at 

a task, such as weightlifting, at which the male is seen failing (See Figure 5.2).  

 

																																																								
	
12 Cristina Carney, Jillian Hernandez, and Anya M. Wallace, “Sexual Knowledge.” 

 
[Images removed for copyright purposes.] 

 
Figure 5.1: Screenshots from “I’m A Lady” (0:28, 0:49, and 0:38). 
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Trainor does not fully abandon images considered to be uniquely 

feminine. While wearing her football pads, she also has on a pink tulle skirt. She 

appears as a pampered princess approximately halfway through the video, her 

outfit topped off with a tiara (See 

Figure 5.3). It is important to note 

that the cast is racially diverse but, 

as in Trainor’s other music videos, 

is comprised of women who fit 

within a standard of conventional 

beauty.  

Cosmopolitan May 2017 Cover and Interview 

 As mentioned in the previous section, Trainor is the on the cover of the 

May 2017 issue of Cosmopolitan Magazine. The cover’s leading line is “The 

One Confidence Battle She’s Still Fighting.”13 While the image does not appear 

to be digitally edited—unlike the Seventeen cover discussed in Chapter 2—her 

																																																								
	
13 Amy Spencer, “Living Out Loud.” 

 
[Images removed for copyright purposes.] 

 
Figure 5.2: Screenshots from “I’m A Lady” (1:26 and 1:29). 

 
[Image removed for copyright purposes.] 
 
Figure 5.3: Screenshot from “I’m A Lady” 
(1:12). 
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body position is still noteworthy (See Figure 5.4). Her positioning, with one hip 

popped and her hands pressing in on her waist, emphasize her curvy figure. 

Every photograph in the magazine features a similar wardrobe. Foremost is a 

skirt or dress fitted to her hips. She states 

in the interview that she prefers “a dress 

that hugs [her] curves.”14 Although the 

song mentions that she has “no treble,” she 

is also wearing a bra or bustier to draw 

attention to her chest. These areas are 

more prominent because of the structure of 

her clothes cinching her waist and assisting 

in the creation of an hourglass, though not 

perfectly balanced, shape. 

In addition to mentioning “I’m A Lady,” writer Amy Spencer, commented 

on Trainor’s connections to body positivity through “All About That Bass” and 

“Me Too” as well as her continued commitment to songwriting. Although the 

article is short and focused mainly on Trainor’s current boyfriend, actor Daryl 

Sabara, Spencer did ask some revealing questions towards the end of the 

interview. She first acknowledged Trainor’s youth and asked how her age allows 

her to operate “differently to older artists” to which she replied; “The benefit of 

being young is having time to learn and to fix things.”15 I found her remark most 

																																																								
	
14 Meghan Trainor, quoted in ibid., 179.  
 
15 Ibid. 

 
[Image removed for copyright 

purposes.] 
 
Figure 5.4: Cosmopolitan May 
2017. 
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interesting because of the two questions and responses that followed. They 

read: 

 
Cosmopolitan (C): You got some flak for “Dear Future Husband.” 
Some people felt it was antifeminist, especially the lyric “I’ll be the 
perfect wife, buying groceries”... 
Meghan Trainor (MT): I picked that line because it rhymed [with 
anniversary]. But I was used to the backlash by that point. I got 
ripped apart for “Bass” for the phrase “skinny bitches.” They were 
saying that I hated all skinny people after that! So I just ignored it. I 
was trying to write a fun, happy song about finding the love of my 
life someday. 
C: If you were writing that song now, in 2017, is there anything you 
would do differently? 
MT: No. Kids love it, grandparents love it, all ages love it.16 

  

Trainor’s answers to the questions demonstrate a hypocritical disregard for 

communicating messages regarding femininity to her fans. “Buying groceries” is 

not an inherently oppressive activity. Yet, the juxtaposition next to “I’ll be the 

perfect wife” implies that grocery shopping is a necessary and expected duty. 

Instead of focusing on why she received any amount of backlash she focuses 

on the fact that fans “love[d] it.” Assuming that the fans “love” translated into 

greater monetary earnings, why would she change the lyrics? 

Complexity of Intersectionality 

 Trainor’s work is most easily understood as contributing to the narrative of 

white women as she, herself, is white. Equally as important are the implications 

her music and her brand have on the femininity of those who are outside her 

perceived target, notably women of color, transgender women, and women from 
																																																								
	
16 Ibid. 
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different social classes. Her construction of gender, particularly the consistent 

heteronormative lens of this construction, also shape expectations of masculinity 

in modern-day America. 

 Future research would benefit from a more complex analysis on the 

impact of Trainor’s work on women of color, particularly black women, 

particularly as she uses both aural and visual aspects typically associated with 

black Americans for her personal gain. Many of these appropriations, such as 

the use of AAVE as discussed in Chapter 4 of this thesis, are concepts that 

have historically been used to discriminate against black Americans. While the 

recognition of a curvy buttocks is used to sexualize and dehumanize black 

women, Trainor uses this physical feature as the crux of her positive self-image 

campaign. 

 Another component that would deepen the meaning of Trainor’s 

construction of femininity would be a discussion that explores her influence and 

impact on the LGBTQ community, with particular emphasis on transgender and 

nonbinary conforming individuals. I have written within the heterosexual 

dichotomy that is so ingrained in American culture because much of Trainor’s 

work is situated in this manner. I mentioned Sione Maraschino in Chapter 2 and 

this singular mention could be considered representative of the limited LGBTQ 

presence in Trainor’s current catalogue. The use of queer theory, and its 

inherent deconstruction of media, would allow for another identity’s perspective. 

 Similarly, the use of disability theory would shed light on how Trainor may 

or may not add to disability narratives. Ableism, like heteronormativity, is deeply 
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ingrained in American culture. It is quite possible that overcoming narratives or 

heroic stories are a part of Trainor’s lyrics. The use of disability theory could add 

to both the visual and aural analyses.    

Final Thoughts 

 Studying the work of Meghan Trainor and her brand through aural, visual, 

formal, and informal means reveals complexities and conflicts in the 

expectations of a twenty-first-century American woman. Although she is 

confined to the intersections of a white upper-middle class heterosexual 

cisgender able-bodied woman, Trainor’s influence goes beyond these identities. 

As discussed in the previous section, future study of her work would be 

enhanced by a more thorough examination of her impact on people from 

marginalized groups. The multiplicity of interpretations of her product reveals a 

need for increased media literacy for both consumers and creators of media. As 

a popular music artist in today’s society, Trainor has the power to be an agent 

for change if she so chooses. Her songs, whether problematic or effective, have 

been and will continue to be a tool in discussions of feminist issues.   
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APPENDICES 
 

APPENDIX A: Selected Meghan Trainor Chart History 

As of December 6, 2016 
Source: http://www.billboard.com/artist/6155878/meghan-trainor/chart 
 
The Hot 100 
 
“All About That Bass” 
Peak Position: 1 
Peak Date: Sept. 20, 2014 
Weeks on Chart: 36 
 
“No” 
Peak Position: 3 
Peak Date: April 16, 2016 
Weeks on Chart: 20 
 
“Lips Are Movin” 
Peak Position: 4 
Peak Date: Dec. 27, 2014 
Weeks on Chart: 21 
 
“Me Too” 
Peak Position: 13 
Peak Date: August 13, 2016 
Weeks on Chart: 20 
 
“Dear Future Husband” 
Peak Position: 14 
Peak Date: June 6, 2015 
Weeks on Chart: 24 
 
“Better” featuring Yo Gotti 
(Not on The Hot 100 Chart) 
 
 
 

Pop Songs 
 
“All About That Bass” 
Peak Position: 1 
Peak Date: October 4, 2014 
Weeks on Chart: 20 
 
“Lips Are Movin” 
Peak Position: 4 
Peak Date: Feb. 21, 2015 
Weeks on Chart: 20 
 
“No” 
Peak Position: 7 
Peak Date: May 7, 2016 
Weeks on Chart: 15 
 
“Me Too” 
Peak Position: 12 
Peak Date: August 6, 2016 
Weeks on Chart: 16 
 
“Dear Future Husband” 
Peak Position: 16 
Peak Date: May 23, 2015 
Weeks on Chart: 12 
 
“Better” featuring Yo Gotti 
Peak Position: 27 
Peak Date: October 8, 2016 
Weeks on Chart: 6 
 

YouTube 
 
“All About That Bass” 
Peak Position: 1 
Peak Date: Oct. 25, 2014 
Weeks on Chart: 61 
 
“No” 
Peak Position: 4 
Peak Date: May 7, 2016 
Weeks on Chart: 12 
 
“Lips Are Movin” 
Peak Position: 10 
Peak Date: Jan. 10, 2015 
Weeks on Chart: 16 
 
 “Me Too” 
Peak Position: 19 
Peak Date: June 25, 2016 
Weeks on Chart: 3 
 
“Dear Future Husband” 
Peak Position: 23 
Peak Date: May 2, 2015 
Weeks on Chart: 2 
 
“Better” featuring Yo Gotti 
 (Not on YouTube Chart) 
 

               
 

 Top Album Sales 
 

Title 
Peak Position: 1 
Peak Date: January 31, 2015 
Weeks on Chart: 77 
 
 
 
 
 

 
Thank You 
Peak Position: 2 
Peak Date: June 4, 2016 
Weeks on Chart: 24
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APPENDIX B: Lyrics of Songs Examined 

*Listed in alphabetical order by title. 
 
"All About That Bass" 
 
Because you know I'm all about that bass 
'Bout that bass, no treble 
I'm all about that bass 
'Bout that bass, no treble 
I'm all about that bass 
'Bout that bass, no treble 
I'm all about that bass 
'Bout that bass... bass... bass... bass 
 
Yeah, it's pretty clear, I ain't no size two 
But I can shake it, shake it, like I'm supposed to do 
'Cause I got that boom boom that all the boys chase 
And all the right junk in all the right places 
 
I see the magazine workin' that Photoshop 
We know that shit ain't real, come on now, make it stop 
If you got beauty, beauty, just raise 'em up 
'Cause every inch of you is perfect from the bottom to the top 
 
Yeah, my mama she told me "don't worry about your size" 
(Shoo wop wop, sha-ooh wop wop) 
She says, "Boys like a little more booty to hold at night" 
(That booty, uh, that booty booty) 
You know I won't be no stick figure silicone Barbie doll 
(Shoo wop wop, sha-ooh wop wop) 
So if that's what you're into, then go 'head and move along 
 
I'm bringing booty back 
Go 'head and tell them skinny bitches that 
No, I'm just playing, I know you think you're fat 
But I'm here to tell you... 
Every inch of you is perfect from the bottom to the top 
 
  



99 

"Better" (featuring Yo Gotti) 
 
[Meghan Trainor:] 
Finally blew up in my face 
Crash and burnt to pieces 
You got what you want from me 
I gave you what you needed 
 
I was warned, but fooled by charm 
And you deserve to be alone 
 
And I deserve better, better than you 
I deserve better, better than you 
I deserve better 
Tell 'em what they already know, I deserve better 
Tell 'em what they already know, I deserve better 
 
I used to cry to all my friends 
But they would say, "I told ya" 
Finally, I can breathe again 
The weight is off my shoulders 
 
I was warned, but fooled by charm 
And you, you deserve to be alone 
 
And I deserve better, better than you 
I deserve better, better than you 
I deserve better 
Tell 'em what they already know, I deserve better 
Tell 'em what they already know, I deserve better 
 
[Yo Gotti:] 
Let's talk about the word "deserve" 
Or talk 'bout the world deserves: a queen (You queen) 
Let's talk about that four letter word: love 
I think you deserve a king 
I think you deserve the world and everything in it 
And I try to go get it to show you I meant it when I 
Tell you I'm sorry, tomorrow I promise that I 
Try to be better, I'll do whatever for mine 
And I ain't tryna be your friend's friends 
Or your quote unquote fake friend, that's why I hate friends 
I'd rather see you laugh than see you cry 
I'd rather see you leave than tell a lie 
And you ain't gotta say it, you deserve better 
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"Dear Future Husband" 
 
Dear future husband 
Here's a few things you'll need to know if you wanna be 
My one and only all my life 
 
Take me on a date 
I deserve it, babe 
And don't forget the flowers every anniversary 
'Cause if you'll treat me right 
I'll be the perfect wife 
Buying groceries, Buy-buying what you need 
 
You got that 9 to 5 
But, baby, so do I 
So don't be thinking I'll be home and baking apple pies 
I never learned to cook 
But I can write a hook 
Sing along with me, Sing-sing along with me (hey) 
 
You gotta know how to treat me like a lady 
Even when I'm acting crazy 
Tell me everything's alright 
 
Dear future husband, 
Here's a few things you'll need to know if you wanna be 
My one and only all my life 
Dear future husband, 
If you wanna get that special lovin' 
Tell me I'm beautiful each and every night 
 
After every fight, just apologize 
And maybe then I'll let you try and rock my body right (right) 
Even if I was wrong 
[Laugh] You know I'm never wrong 
Why disagree? Why, why disagree? 
 
Dear future husband, 
Make time for me. Don't leave me lonely 
And know we'll never see your family more than mine 
 
I'll be sleeping on the left side of the bed (hey) 
Open doors for me and you might get some kisses 
Don't have a dirty mind 
Just be a classy guy 
Buy me a ring, Buy-buy me a ring (babe) 
 
Future husband, better love me right 
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“I’m A Lady” 
 
I talk with a mouth full (uh-huh) 
But I couldn't be sweeter 
Yep, I'm a cutie in my own way 
I won't play, follow the leader 
 
And I don't look like them (But I ain't worried about it) 
I don't talk like them (But I ain't worried about it) 
But I know I'm a gem 
I ain't worried about it, I ain't worried about it 
'Cause I'm a lady 
 
'Cause I'm a lady 
Come on! I'm a, I'm a lady 
All my girls, show them you're a lady 
Tell the world, say that you're proud to be a lady 
 
I know I laugh too loud 
And I might cry too much 
To all those judgy eyes 
I got a whole lotta love 
 
And I'm pretty, pretty cute and I'm pretty smart 
And when I break it down, it's a work of art 
And if you feel the same, can you participate? 
I wanna see you shake, I wanna hear you say 
And I'm pretty, pretty cute and I'm pretty smart 
And when I break it down, it's a work of art 
And if you feel the same, can you participate? 
I wanna see you shake, I wanna hear you say 
 
And I don't look like them 
I don't talk like them 
But I know I'm a gem 
I ain't worried about it, I ain't worried about it 
'Cause I'm a lady 
And I don't move like them (But I ain't worried about it) 
I don't move like them (But I ain't worried about it) 
I know I'm a gem 
I ain't worried about it, I ain't worried about it 
'Cause I'm a lady 
 
(Yeah) 'cause I'm a lady 
(Hey yeah, hey yeah) 
I'mma, I'mma lady 
All my girls, show them you're a lady 
Tell the world, say that you're proud to be a lady 
All my girls, show them you're a lady 
Tell the world, say that you're proud to be a lady 
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"Lips Are Movin" 
 
If your lips are moving, if your lips are moving 
If your lips are moving, then you're lyin', lyin', lyin', babe 
If your lips are moving, if your lips are moving 
If your lips are moving then you're lyin', lyin', lyin', babe 
 
Boy, look at me in my face 
Tell me that you're not just about this bass 
You really think I could be replaced? 
Nah... I come from outer space 
And I'm a classy girl I'm a hold it up 
You full of something but it ain't love 
And what we got is straight overdue 
Go find somebody new 
 
You can buy me diamond earrings 
And deny-ny-ny, ny-ny-ny, deny-ny 
But I smell her on your collar so goodbye-bye-bye, Bye-bye-bye 
 
I know you're lyin 'Cause your lips are movin 
Tell me do you think I'm dumb? 
I might be young, But I ain't stupid 
Talking round in circles with your tongue 
I gave you bass, you gave me sweet talk 
Saying how I'm your number one 
But I know you're lyin 
'Cause your lips are movin 
Baby, don't ya know I'm done 
 
Hey, baby, don't you bring them tears 
'Cause it's too late, too late, babe, oh 
You only love me when you're here 
You're so two-faced, two-faced, babe, oh 
 
I know you're lyin 
'Cause your lips are moving 
Tell me do you think I'm dumb? 
I might be young, but I ain't stupid 
Talking round in circles with your tongue 
I gave you bass, you gave me sweet talk 
Saying how I'm your number one 
But I know you're lyin 
'Cause your lips are moving 
Baby, don't ya know I'm done 
 
Come on, say! 
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"Me Too" 
 
Who's that sexy thing I see over there? 
That's me, standin' in the mirror 
What's that icy thing hangin' 'round my neck? 
That's gold, show me some respect 
 
I thank God every day 
That I woke up feelin' this way 
And I can't help lovin' myself 
And I don't need nobody else, nuh uh 
 
If I was you, I'd wanna be me too 
I'd wanna be me too 
I'd wanna be me, too 
If I was you, I'd wanna be me too 
I'd wanna be me too 
I'd wanna be me, too 
 
I walk in like a dime piece 
I go straight to V.I.P. 
I never pay for my drinks 
My entourage behind me 
My life's a movie, Tom Cruise 
So bless me, baby, achoo 
And even if they tried to 
They can't do it like I do 
 
(Turn the bass up) 
Turn the bass up 
(Turn the bass up) 
Let's go! 
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"No" 
 
I think it's so cute and I think it's so sweet 
How you let your friends encourage you to try and talk to me 
But let me stop you there, oh, before you speak 
"Nah" to the "Ah" to the "No", "No", "No" 
 
My name is "No" 
My sign is "No" 
My number is "No" 
You need to let it go 
You need to let it go 
Need to let it go 
 
First you gonna say 
You ain't runnin' game, 
Thinkin' I'm believing every word 
Call me beautiful, 
So original, 
Telling me I'm not like other girls 
 
I was in my zone 
Before you came along, 
Now I'm thinking maybe you should go 
Blah, blah, blah, 
 
All my ladies, listen up 
If that boy ain't giving up 
Lick your lips and swing your hips 
Girl, all you gotta say is... 
 
Thank you in advance, 
I don't wanna dance (nope) 
I don't need your hands all over me 
If I want a man, 
Then I'mma get a man 
But it's never my priority 
 
I was in my zone, 
Before you came along, 
Don't want you to take this personal 
Blah, blah, blah, 
I be like "Nah" to the "Ah" to the "No", "No", "No" 
 
I'm feeling untouchable, untouchable 
I'm feeling untouchable, untouchable 
I'm feeling untouchable, untouchable 
I'm feeling ("Nah" to the "Ah" to the "No", "No", "No") 
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APPENDIX C: Music Video Preliminary Examinations 

“All About that Bass” 
 
This video is constantly cutting from one shot to another. Playing on the “bubblegum 
pop” label, the clothing, backdrops, and props are all bright pastels. 
 
Time Lyrics Video Content Music Cues 
0:00 “Because you know I’m all 

about that bass…” 
Circle opening up on close up of 
Trainor in pastel blue dress with 
pink tulle bow 

Voice, claps, and 
bass only 

0:05 “no treble. I’m all about…” Cuts between Trainor solo, with 
friends, and Sione Maraschino 
dancing  

 

0:17 “yeah it’s pretty clear” Trainor with four backup dancers 
– all in pastel dresses with tulle 
bowes, dancers in white Keds 
with crew socks 

Percussion adds in 

0:19 “I ain’t no size two” Close up of Trainor holding up 
number two 

 

0:20 “But I can shake it shake it…” Back to Trainor with dancers cut 
with (presumably) a size two 
model, and Trainor in a bedroom 
with friends 

 

0:27 “All the right junk in all the right 
places” 

Trainor runs hands up and down 
her body. Dancer twerks at 
model . 

 

0:31 “I see them magazines” Close up of Trainor  
0:32 “Uh huh” Three women of three different 

skin colors with white wigs, 
bangs cover their eyes, bright 
lipstick and solid bright tank tops 

Vocal harmony 
backup – almost 
always coordinates 
with this scene 

0:34 “workin’ that photoshop” Side by side of model: Before 
(thin) and After (curvy) 

 

0:36 “we know that shit ain’t real” Cuts between close-ups of 
Trainor, bedroom scene, Trainor 
with dancers, three women with 
bangs, and model with 
Maraschino 

 

0:41 “cause every inch of you is 
perfect from the bottom to the 
top.” 

Trainor and dancers crossing 
hands back and forth from 
shoulders to feet and back up 

 

0:45 “yeah my momma…” Two young girls (one white, one 
black) playing with dollhouse, 
Trainor and man posed as dolls 
at dining table, close up of 
Trainor, Trainor with dancers, 
and three banged women 

Other instruments 
add 

0:52 “she says boys like a little 
more booty to hold at night” 

Trainor with dancers; swirls butt 
towards camera: Close-up; 
Trainor caresses own face 

 

1:00 “You know I won’t be no stick 
figure silicone Barbie doll” 

Trainor and dancers act like 
robots: cut back to man and 
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Trainor at dining table, girls with 
dollhouse, and model with 
Maraschino 

1:13 “Because you know I’m all 
about that bass” 

Repeat types of cuts from 
beginning of video and add 
dining table, three banged 
women seen clapping 

Voice, claps, and 
bass only 

1:27 “Hey! I’m bringing booty”  Cuts of dancing with quick shots 
of cupcakes, candy hearts 

All instruments 
back in 

1:30 “back” Trainor and dancers swirl heads  Vocal slide up 
1:30 “go ‘head and tell them skinny 

bitches that” 
Trainor seated by dollhouse 
(talking hand): dancer booty 
bumps model 

 

1:39 “every inch of you is perfect 
from the bottom to the top 

Trainor and dancers cut doing 
same dance move as before on 
this line 

 

1:42 “Yeah, my momma…” Trainor lays on a bed of 
multicolored pastel tulle (blue, 
pink, yellow), caresses face and 
body 

Keys repeatedly 
play chords every 
eighth note 

1:47 “doooo what what” Model pats dancer’s butt as she 
shakes it 

Vocal harmony 
without group seen 

1:49 “she says boys like a little 
more booty to hold at night” 

Trainor seen posing the male 
“mannequin” to smile 

 

1:57 “You know I won’t be no stick 
figure silicone Barbie doll” 

Trainor seen holding a Barbie 
and then tossing it away 

 

2:06 “Then go ‘head and move 
along…” 

Young white girl doing the nae-
nae in front of dollhouse then 
one of the backup dancers holds 
up a magazine, “Bass” with her 
face on the cover 

 

2:10 “Because you know I’m all 
about that bass” 

Cuts between close-ups and 
dancers; include dancers holding 
their own “Bass” magazines, the 
male “mannequin” moves on his 
own and eyes Trainor 

 

2:25 “Because you know I’m all 
about that bass” 

Includes both young girls 
dancing in front of doll house 

Repeat of chorus 
two more times 

3:00 “You know you like this bass” Trainor close-ups runs hand 
from shoulder over hip looking 
into the camera 

 

3:06 Laughs Same close up as opening; 
camera closes in circle (opposite 
of opening shot) 

Ends on bass only 

 
 
“Better” 
 
Unlike Trainor’s other music videos “Better” is a true narrative with over two minutes of 
introductory material. In essence the video has three main characters: Trainor, her 
grandfather, and a bartender who has a definite level of familiarity with them both. The 
cuts between shots are less quick and colors are not saturated like they are in the other 
videos. The splices in the narrative are typically moments from the past that help fill in 
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the backstory of the narrative. There is also dialogue inserted within the song to continue 
the narrative. 
 
Time Lyrics Video Content Music Cues 
0:00 Guard says: You’re going to 

be released. ... Do you know 
who you want to call? 
Grandfather (Gf): My 
Grandaughter 

Elderly gentleman (grandfather) 
in county jail. Guard comes to 
get him out of his cell. 

 

0:28 Gf: Hey, I need you to come 
get me. County jail. How soon 
can you be here? Well get 
here as soon as you can, ok. 

Grandfather on the phone – only 
hear his side of the conversation 
: spliced with Trainor driving in a 
beat up car wearing a hoodie. 

 

0:48  First shot of Trainor’s face. 
Sitting in the car with head 
leaned against the window 

 

0:53  As grandfather is signing 
paperwork text is overlayed with 
video info “Meghan Trainor ft. Yo 
Gotti” 

 

1:01 Gf (as he walks up to the car): 
Where the hell were ya? 

Back to Trainor in the car, zoom 
out to see grandfather leave the 
jail and walk out to car. 

 

1:23 Gf: Took you long enough. 
Trainor  (MT)(much quieter): 
I’ve been sitting here for hours. 

Video title “Better” overlayed on 
images of grandfather getting in 
the car. 

 

1:40 Gf: What’s with the hoodie? 
You look like a hoodlum. 
MT: Stop. Don’t touch me. 

Grandfather and Trainor in car – 
he takes the hood off of Trainor’s 
head 

 

1:44 MT: Stop! He ruffles the top of her head  
1:52 Gf: I uh, I’m sorry. 

MT: yeah? 
Gf: My back’s been killing me 
MT: You got your pills? 
Gf: I need you to pick up some 
more at the pharmacy 
MT: I feel like I just picked 
them up for you. 
Gf: So? Sue me. 

Same shot in car still.  

2:18 Gf: You know I love you. Don’t 
you? Huh? Little Rascal. 
MT: Stop. 

Gf puts his hand on the back of 
her head – ruffle hair again. 

 

2:24  Trainor walks into hair salon, 
flips on light – grandfather 
follows her in 

Drum hits, MT 
vocalizes melody in 
the background 

2:35  Quick splice of when grandfather 
was arrested and MT putting her 
hands on her head 

Drum hits 

2:36 Finally blew up in my face Grandfather and Trainor (cutting 
a white man’s hair) in salon 
spliced with grandfather in 
kitchen taking pills 

 

2:47 Gave you what you needed See coffee poured into “I <3 
Grandpa” mug – grandpa pulls 
out alcohol and spikes his drink 
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2:58 I deserve better Different shots of grandfather  
3:09 I deserve better Include shots of Trainor and 

grandfather arguing 
 

3:22 I use to cry to all my friends Gf in bar taking a shot – getting 
drunk - spliced with Trainor 
giving him the “I <3 Grandpa 
mug” 

 

3:48 I deserve better Shot of gf passed out in bar 
bathroom – bartender goes to 
find him 

 

4:01 Yo Gotti: Yo, it’s him again. 
You gotta come get him. He’s 
out cold. 
MT: Yep. Ok. I’m sorry. I’ll be 
right there. 

Yo Gotti as Bartender calls 
Trainor at salon 

 

4:17 Gf: You want something to 
drink? 
MT: No, I don’t want 
something to drink. 
Gf: Ok. Where’s my car? 
MT: I’m driving us home. 
You’re not driving. 
Gf: Where’s my car? 
MT: Doesn’t matter 

Trainor getting Gf out of the 
bathroom 

 

4:26  Trainor putting a blanket over 
her gf on the couch 

 

4:29 Yo Gotti: Let’s talk about the 
word ‘deserve’ 

Trainor talking to bartender (he’s 
comforting her) spliced with her 
at home with gf 

Yo Gotti starts his 
rap 

4:43 And I try to go get it to show 
you I meant it 

Gf walks into a church and lights 
a candle – will later sit in pew 
and cry 

 

4:52 I ain't tryna be your friend's 
friends 

Audibly here MT and gf fighting 
under Yo Gotti 

 

5:02 And you ain't gotta say it, you 
deserve better 

See an old photo of MT and gf  

5:04 I deserve better Trainor cutting Bartender’s hair: 
Grandfather walking outside – 
knocking on doors, leaving gifts 

 

5:21 I deserve, I deserve Grandfather approached by the 
cops, getting arrested; girl runs 
in to salon to tell Trainor 

 

5:28 I deserve better Trainor runs out of salon  
5:39 I deserve, I deserve Trainor realizes she is too late, 

finds gift (it’s the old pic) 
 

5:42  Gf seen in county jail walking to 
cell 

 

5:50 I deserve better Gf back in same spot as 
beginning of video: Trainor 
sitting on front porch, crying 

Music out 
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“Dear Future Husband” 
 
Like the other videos from Title, “Dear Future Husband” is full of color and scenes and 
items reminiscent of the 1950s. It is also composed of many quick cuts between shots. 
 
Time Lyrics Video Content Music Cues 
0:00  opens on a blue sky – pans 

down to house with white picket 
fence, manicured shrubbery, and 
a table out front – Text “Meghan 
Trainor” 

hear – birds chirp 
and a lawnmower 

0:12  Girl in skirt and pink cardigan 
rides by on high handled bike – 
Text “Dear Future Husband” 

dings the bike bell 

0:13  Cut to inside house; pan over 
open record player, 50s style red 
luggage, bedside table, 

 

0:17 dear future husband to Trainor wearing Leopard 
bustier, tight blue skirt, and red 
leather jacket 

chord strike then 
voice only – in an 
old radio filter 
sound 

0:20 here’s a few things you need 
to know 

stuffed pony on an outdoor 
swing, doll in chair, girl from bike 
running to table (now you can 
see it is set for a tea party) 

sparse chord 
strikes 

0:24 you wanna be close-up of Trainor’s face  
0:26 my one and only girl with a boy at tea party; Man 

frozen in front yard walking with 
torso sized box of valentines 
chocolate 

 

0:29 all my life close-up of Trainor’s face  
0:33  Trainor in black dress and red 

gingham apron (from the waist 
so it doesn’t cover her chest) 

 

0:34 Ahhhh barbershop quartet, dressed as 
expected, in bedroom- spin as 
they sing; cuts between tea 
party, man in front yard, Trainor 
in kitchen 

barbershop quartet 
introduced – shaker 
heard 

0:37 Take me on a date Trainor in leopard outfit standing 
on green in front of backdrop of 
shrubbery with bright pink 
flowers pinned on it. 2 backup 
dancers (a white woman and a 
woman of color) in black long 
sleeve shirt and bright pink skirt 

Drum hit – all 
instruments in - 
back to normal pop 
sound – shoo-wop 
type sounds for 
emphasis through 
verse 

0:38 I deserve a babe Trainor in black outfit, scrubbing 
floor of kitchen 

 

0:40 And don’t forget the flowers 
every anniversary 

leopard outfit scene  

0:42 Cause if you treat me right, I’ll 
be the perfect wife 

cuts: quartet, man walking up to 
front door, Trainor scrubbing 
floor 

 

0:46 buying groceries... continue cuts of quartet, man  
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with chocolate, Trainor “outside,” 
and Trainor in kitchen 

0:52 don’t be thinking I’ll be home 
making apple pies 

kitchen is a mess, pie on fire  

1:01 you gotta know how to treat 
me like a lady 

Trainor sitting at kitchen table, 
man (now wearing apron) brings 
out her food (a single bite) 

more lyrical melody 
– piano chords 
brought forward 

1:05 even when I’m acting crazy she’s refusing to eat it  
1:12 barbershop “Ah” he’s begging – overlay of “FAIL” 

stamp 
 

1:14 Dear future husband Trainor on bed with quartet 
around her (snapping) – cut with 
her in kitchen 

 

1:21 my one and only all my life see new suitor sitting on bench 
with flowers 

 

1:36 (background woo, huh) tea party boy hands the girl 
flowers 

 

1:37 After every fight cuts of scenes all resulting in a 
pose -  

 

1:44 Even if I was wrong Trainor and suitor #2 at carnival 
walk up to sledgehammer game 

 

1:48 Why disagree? Trainor stands over him with 
judgmental face as he swings 

 

1:53 Treat me like a lady Trainor has worried face, he 
takes off his jacket to try again 

 

1:57 Tell me everything’s alright his hit goes to “Sad Sack” – she 
shakes her had no 

 

2:01 barbershop “ah” “FAIL” stamp appears  
2:02 dear future husband Trainor on bed with quartet 

around her (snapping) – cut with 
her in kitchen 

modulate up ½ step 

2:04 here’s a few things overhead shot of dating app on 
phone 

 

2:10 you wanna be my one and 
only all my life 

Suitor #3 – captain’s hat, has gift  

2:14 dear future husband rowing Trainor on a boat – 
cardboard waves 

 

2:17 make time for me, don’t leave 
me lonely 

he stands up – she tells him to 
sit 

 

2:24  All sorts of splashing – “FAIL” 
stamp 

 

2:25 I’ll be sleepin’ on the left side 
of the bed 

Trainor “outside” voice (including 
backing vocals) and 
claps only 

2:32 Don’t have a dirty mind Trainor standing between 
waves, quartet miming 
swimming 

female background 
vocals heard for the 
first time 

2:33 Just be a classy guy Trainor and backup dancers 
sitting on loveseat  

 

2:34 Buy me a ring Trainor “outside” – waves her left 
hand 

 

2:39 You gotta know cuts beginning with Trainor 
outside 

return to lyrical 
melody 

2:40 how to treat me like a lady runs hands from hips up  
2:43 even when I’m acting crazy backup girls show phone app to  
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Trainor 
2:46 tell me everything’s alright All three fan themselves at the 

sight of a man’s profile on an 
app 

 

2:50 dear future husband Trainor on bed with quartet 
around her (snapping) – cut with 
her in kitchen 

 

2:51 here’s a few things backup girls on phone  
2:56 you wanna be my one and 

only 
one of the barbershop guys does 
a spin in front of the carnival 
game 

 

2:57 all my life see water poured on Trainor 
legs as she’s scrubbing kitchen 
floor 

 

2:59  barbershop guy in front of 
carnival game dancing – raises 
up shirt to reveal muscular abs 

 

3:04 dear future husband Suitor #4 at door with a pizza  
3:11 (that’s right) Trainor (seductively?) scrubs 

floor – on stomach with arched 
back 

 

3:12  Trainor takes pizza and pulls #4 
inside 

 

3:14 Future husband, better love 
me right 

Trainor “outside” – full and close 
up shots – fade to black 

 

 
 
“Lips are Movin’” 
 
Continues the style of many quick visual cuts and consistent return of scenes. The use 
of bright colors is also maintained. Portrays a “behind-the-scenes” look at making a 
video. 
 
Time Lyrics Video Content Music Cues 
0:00  Tablet with screen of a 

clapperboard: HP Presents 
Meghan Trainor Lips are Movin’ 
epic: Clapper removed away 
from in front of Trainor’s face to 
reveal someone’s hand touching 
up her makeup and then cut to a 
stage light ; all against a blue 
background 

Four beeps as a 
count off 

0:02 “Your lips are movin” Cuts to different stage lights 
turning on; close-up of Trainor 
singing into a red retro mic at a 
video shoot: a hand 
spraypainting the mic red 

Bass beat and 
claps followed by 
singing 

0:07 “lyin’ lyin’ lyin’ babe” Close up of Trainor’s mouth Repeated note 
0:09 “if your lips are movin’” Cut to wall-art mouth being hung 

up and Trainor at the video 
shoot  

 

0:16 “Boy, look at me in my face’ Trainor with backup dancers (2 
male, 2 female [one is PoC]) in 

Verse is rapped – 
some lines 
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front of mouth on striped wall – 
begin in power stance of arms in 
high v with legs spread and hip 
cocked to one side; choreo 
reflects lyrics with the males 
reacting to the women 

emphasized with a 
singing overdub; 
minimal 
accompaniment; 
only addition is a 
triangle; some 
spoken background 
emphasis 

0:19 “Tell me it’s not just about this 
bass” 

3 females smack their hips  

0:30 “You can buy me…” Close up of mouth Singing resumes; 
repeated chords on 
keyboard 

0:33 “tonight, night…” Resume cuts between dancers 
and Trainor at red mic 

 

0:40 “bye, bye, bye” 2 men in blue lowering red lip 
shaped couch to ground in front 
of red/pink background 

 

0:43 “I know you lie” Trainor in front of couch wearing 
black and white hounds tooth 
dress, mouth earrings 

Harmonic echos 
“lie” “movin” etc. 

0:46 “movin…” Les Twins in front of blue screen 
against the pink backdrop 

 

0:49 “I might be young” Return to Trainor with dancers 
shows 2 males leaning against 
the side walls watching; continue 
cuts between all previous 
scenes 

 

1:11 “Your lips are movin’” Trainor at red mic Return to 
speechlike chorus 

1:12 “Your lips are movin’” Trainor in front of rack of clothes 
organized by color; flashes of 
different outfits, 2 women looking 
her over 

 

1:18 “Your lips are movin’” Men carrying a ladder and bench 
in front of someone painting an 
infinite staircase 

 

1:26 “Hey baby Trainor in front of staircase 
(white and teal) wearing a pink 
sequin dress with to cat faces on 
it, black tights, thigh high black 
boots, pigtails 

Singing returns 

1:34 “when you’re here” Interaction with 2 back dancers 
in gray suits 

 

1:36 “two-faced” Trainor spins dancers to show 
leather jacket and jeans look 

 

1:39 “You can buy me…” Set pieces of faces revealed; to 
be included in cuts with Trainor 
in front of it 

Solo voice 
emphasized – 
keyboard chords 

1:51 “hey” – spoken (guttural umph) Trainor seen between Les Twins  
1:53 “I know you’re lyin’” Trainor in directors chair getting 

her makeup touched up; 
someone on a tablet 

Harmonic echos 
“lie” “movin” etc. 

1:56 “Tell me do you tink I’m dumb” Set of 9 tablets all with same 
shot of Trainor’s mouth  
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2:13 “But I know you’re lyin’” Dancers stretching on new set 
(white with color stripes), man 
carrying ladder 

 

2:17 “Baby don’t you know…” Small black dog sitting on lip 
couch 

 

2:19 “…I’m done” Les Twins and 2 male dancers 
throw the move from “Thriller” 

 

2:20 “Your lips are movin’’ Trainor and dancers on White 
with color stripe background 

Group of 
background singers 

2:27 “Alright now – I want to hear 
y’all singin’ it with me” 

Resume cuts between scenes Trainor speaks to 
camera 

2:34 “I know you’re lyin’’ Trainor with dancers in front of 3 
pastel screens, people above 
screens tossing confetti of the 
same colors -  

“woo” 

2:46 “With your tongue”  R+B like tight upper 
hold? 

3:02  Confetti scene – see hugs of 
celebration 

Songs cuts out – 
hear cheers 

 
 
“Me Too” 
 
Throughout the entirety of the song shots of Trainor all done up are spliced with the 
getting ready/Trainor throughout the day sequence. 
 
Time Lyrics Video Content Music Cues 
0:00  Trainor in bed in PJs  Intro Chord 
0:04 Woah Close up of Trainor’s face. Blue 

light backdrop (blue sequin 
dress not seen yet) 

 

0:05  Back to Trainor in bed but 
waking up now cut with close 
ups of Trainor as previously 
described 

guitar solo and 
snaps 

0:09  Trainor seen kissing her 
Grammy as she gets out of bed 

 

0:11  Trainor goes to bathroom, 
brushes teeth and dances in 
mirror 

Plop riff…. Begins 
and ends teeth 
brushing 

0:21 “Who’s that sexy thing…” Trainor singing to herself in the 
mirror using her toothbrush as a 
microphone 

Plop riff at end 

0:28 “What’s that icy thing…” Trainor seen looking through her 
closet and holding her necklace 
with “MTRAIN” on it 

 

0:34 “Show me some respect.” Trainor flips up the hood of a 
giraffe onesie. 

Plop riff 

0:37 “I thank God everyday…” Trainor opens double door as 
with onesie and sunglasses on 
and walks out to car. 

Backup vocals 
heard 

0:52 “If I was you I’d wanna be me 
too.” 

In car with friends and a dog. 
Everyone in car singing along; 
Shots of cityscape 

Solo speech-like 
voice with inserted 
high pitched gasps 
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1:08  they get coffee, take selfies. Solo line on 
electronic 
something 

1:10 “I walk in like a time piece…” everyone gets out at a trailer – 
someone returns to grab the dog 

 

1:15 “I never pay for my drinks” Sign with “Meghan Trainor” seen 
on trailer door 

 

1:17 “My entourage behind me” Trainor now in hot pink robe 
inside trailer using makeup 
brush as mic, a number of 
women behind her 
dancing/laughing 

“woo” on “Cruise” 
and “achoo” 

1:26 “I thank God everyday…” Trainor tries on a number of 
outfits and jewelry/ accessories, 
seen getting her hair and 
makeup done by others; quick 
spliced together 

Backup vocals 
heard – Trainor 
overdubbed in a 
hype way 

1:42 “If I was you I’d wanna be me 
too.” 

Trainor and “entourage seen 
dancing in trailer 

Solo  speech-like 
voice with inserted 
high pitched gasps 

1:52 “If I was you I’d wanna be me 
too.” 

Trainor seen leaving trailer; robe 
covers her outfit, only see the 
back of her head 

 

1:57  Silhouette of Trainor in front of 
the blue lights with 6 dancers 

Solo line on 
electronic 
something 

1:59  Front lights on: “The reveal” – 
finally see zoomed out shot of 
Trainor in royal blue sequin 
dress with full hair and make-up; 
dancers dressed in same shade 
as back light with same color in 
their hair dancers lined up from 
lightest to darkest skin tone with 
Trainor in the middle (spans 
white to black) all dancers are 
“thin”: splices between front light 
and silhouette 

High pitched “ow” 

2:01  The backside shot that 
photoshop scandal noticed most 

 

2:03 “ow” and “turn the bass up” [as 
background only] 

Close up of Trainor throwing 
back head and laughing 

laugh 

2:12 “Let’s go. I thank God…” Only front light. Splice between 
view of Trainor and dancers and 
closeups 

With background 
vocals and Trainor 
self-hyping 

2:29 “If I was you I’d wanna be me 
too.” 

Continue splicing between full 
dance and closeups add splices 
of silhouette 

Trainor  speech-like 
solo, continued 
hyping 

2:37 “If I was you I’d wanna be me 
too.” 

Flash of lights Lyrics only 

2:44 “If I was you I’d wanna be me 
too.” 

Flash of lights Increase of vocal 
riffs – become more 
central than actual 
lyrics 

2:52 “If I was you I’d wanna be me Continued splicing Final chorus: lower 
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“No” 
 
Color scheme: blacks, dark greens, pops of red 
Note: Trainor’s waist is rarely seen (either out of shot, covered by another person) when 
it is she is costumed in either a flowing jacket or (one outfit) has a jacket with belt (seen 
scarcely and quickly) 
 
Time Lyrics Video Content Music Cues 
0:00  Pan up from feet walking (boots 

with high heel and a long jacket) 
spliced with machines 

Footsteps and 
machine starting up 

0:11 “I think it’s so cute” Continued pan spliced with 
machines 

Individual chords 
struck 

0:22 “to try and talk to me” See woman running   
0:24 “but let me stop you there” Close up of black woman’s face 

and then she takes off running 
(wearing jumpsuit) followed by 
close up of white woman 
jumping over a wall 

 

0:31 “Nah to the ah to the no, no, 
no.” 

Trainor stamps foot down, 
women running come to be her 
backup dancers 

Instrumentals start - 
backup vocals 
heard 

0:34 “My name is no… Trainor and dancers stand in 
formation with movement on “no” 

Lyrics in spoken 
style 

0:38 “You need to let it go” Black silhouette of woman 
against red backdrop spliced 
with scene of Trainor with 
dancers (return to silhouette is 
three women) 

 

0:44 “My name is no…” Closeup of Trainor spliced her 
dancing, single silhouette and 
machines 

 

0:55 “First you gonna say…” Trainor and dancers bring down 
a “#1” finger 

Back to singing 

0:57 “Thinkin’ I’m believing every 
word” 

Overhead shot of Trainor on her 
knees, runs hands up her body 
and pops jacket 

 

1:01 “Call me beautiful” Continued splicing with 
overhead shots of Trainor 

 

1:15 “All my ladies listen up” Trainor and dancers strike 
wonder woman pose (hands on 
hips) 

Single chord strike 

1:19 “If that boy ain’t givin’ up” Dancers in black head to toe 
(Jacket over bralette with pants 
and heels) seen marching onto 

Add chord tone  

too.” spoken in combo 
with singing 

2:58 “me too” Closeup to Blackout Everything cuts out 
except final voice 
(small riff on “me”) 
Lower spoken voice 
overdubs “too” 
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platform: splice between Trainor 
with backup dancers and 
platform dancers 

1:25 “My name is no…” Start splicing with overhead of 
Trainor, Trainor with backups 
and silhouette 

Lyrics in spoken 
style 

1:36 “My name is no…” Trainor now on platform in black 
jacket, pants, and heels: splice 
between her on platform, 
silhouette, and close up of 
Trainor on platform  

Lyrics sung 

1:45 “No, no, no…” Close up of Trainor in red trop 
against gray backdrop  

 

1:46 “thank you in advance” Trainor in a sea of black fishnet 
covered legs spliced with image 
of women’s lower half of their 
body running hands (red nail 
polish) up their legs 

 

1:49 “I don’t need your hands all 
over me” 

Dancers put their hands on 
Trainor from waist up 

 

1:52 “If I want a man…” Splices of women in fishnet and 
leather caressing themselves 
and one another 

 

2:05 “No, no, no…” Close up of Trainor in red trop 
against gray backdrop  

 

2:07 “All my ladies listen up” Trainor looking at camera from 
all fours; in the middle of women 
in stockings; platform dancers 

spoken 

2:17 “My name is no…” Trainor with backup dancers 
backlit only 

spoken 

2:21 “You need to let it go” Close up of Trainor in red  
2:22 “You need to let it go” Trainor with backup dancers, 

silhouette, Trainor on platform: 
body roll 

 

2:27 “My name is no” Trainor with platform dancers 
thigh slap 

sung 

2:28 “My sign is no…” Splicing of Trainor with 
backups/silhouette/Trainor on 
platform/overhead 

 

2:37 “I’m feeling untouchable…” Trainor in center of circle of 
backup dancers with spotlight 
caressing herself 

 

2:39 “I’m feeling untouchable…” Splicing of all scenarios  
2:57 “All my ladies…” Trainor walks around the center 

of circle looking her backup 
dancers 

 

2:59  Trainor in red (self-hype)  
3:08  Hair whip SILENCE 
3:09 “My name is no” Trainor in red (hype) spliced with 

other dance scenes 
Backup/hype vocals 
become more 
pertinent than 
spoken lyrics 

3:28 “no, no, no.” Woman in narrow hall with a 
stick of dynamite in each hand 

 

3:29 “untouchable…” Crosses the dynamite in an “x” in  
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front of her  
3:30 “untouchable…” Dynamite lady spliced in with 

other scenes 
 

3:42 “no, no, no.” End on Trainor in front of back 
up dancers. Fade to black. 

Instruments fade 
out as vocals finish 
statement. 
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