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ABSTRACT 

Most works on rock music are l i m i t e d  t o  c o n s i d e r a t i o n  of  

popu la r  pe r fo rmers ,  h i t  r eco rds  o r  s p e c i a l  t o p i c s  such as 

p a r t i c u l a r  genres .  These works u s u a l l y  i g n o r e  t h e  s o c i a l  con- 

t e x t s  t h a t  g e n e r a t e  t h e  mus ica l  forms and g i v e  on ly  b r i e f  

a t t e n t i o n  t o  t h e  p a r t  p layed  by commercial f o r c e s  i n  t h e  shap ing  

o f  music and taste. This  t h e s i s  focuses  on t h e  s o c i a l  and 

commercial r o o t s  o f  t h e  music as w e l l  as o f f e r i n g  a c h a r a c t e r -  

i z a t i o n  o f  t h e  main genres .  

The f i r s t  c h a p t e r  p r e s e n t s  a t y p o l o g i c a l  fo rmula t ion  o f  

t h e  c o r e  concep t s ,  "community" and "marketplace" ,  and i n d i c a t e s  

how t h e  term community w i l l  be  a p p l i e d  t o  an urban con tex t .  

The second c h a p t e r  e x p l a i n s  t h e  r e l a t i o n s h i p  between " f o l k "  

and "pop" music  and g i v e s  a b r i e f  account  of  t h e  h i s t o r y  of  

pop music. I n  t h e  t h i r d  c h a p t e r ,  rock music is examined i n  

terms o f  t h r e e  b a s i c  a r e a s  of  concern: t h e  s u b c u l t u r a l  s i t u a -  

t i o n s  i n  which t h e  v a r i o u s  mus ica l  s t y l e s  have emerged, t h e  

ways i n  which t h e  music i n d u s t r y  (and i n  p a r t i c u l a r  t h e  record- 

i n g  i n d u s t r y )  has  shaped t h e  music and an account  o f  t h e  r e s u l t -  

i n g  music. This  c h a p t e r  covers  f o u r  main phases  i n  t h e  

development o f  rock music: an o r i g i n a l  p e r i o d  of v i t a l i t y  

d u r i n g  which s u b c u l t u r a l  s t y l e s  ga ined  m a s s  p o p u l a r i t y  (1955- 

5 8 ) ,  a p e r i o d  d u r i n g  which t h e s e  s t y l e s  were r e p l a c e d  on t h e  

r a d i o  by f o r m u l i s t i c  concoc t ions  of t h e  music i n d u s t r y  (1959- 

6 3 ) ,  a seCond p e r i o d  o f  v i t a l i t y  du r ing  which many o f  t h e  

o r i g i n a l  s t y l e s  w e r e  r ev ived  and e l a b o r a t e d  upon (1964-69) and 



a second p e r i o d  of d e c l i n e  du r ing  which commercial formulas ,  

became predominant once aga in  (1970-?) . 
On t h e  b a s i s  of t h i s  examination,  t h e  s tudy concludes t h a t  

community and marketplace p l a y  a major r o l e  i n  t h e  shaping of  

rock music. Suggest ions  r ega rd ing  even t s  t h a t  would l i k e l y  

accompany a  resurgence of rock music inc lude  a  weakening of 

t h e  c o r p o r a t e  o l iga rchy  i n  t h e  r eco rd  i n d u s t r y  and t h e  

development of  an urban community wi th  a  s t r o n g  musical  

i d e n t i t y .  

An Appendix t o  t h e  t h e s i s  p r e s e n t s  an o u t l i n e  o f  t h e  

h i s t o r y  of rock music. 
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INTRODUCTION 

Most works on rock music s imply o f f e r  a f a n ' s  account  o f  
1 2 

t h e  major per formers  or t h e  most popu la r  songs ,  a l t hough  

t h e r e  i s  a l s o  a number o f  s e r i o u s  works i n c l u d i n g  b i o g r a p h i e s  
3 

o f  major  f i g u r e s ,  c o n s i d e r a t i o n s  o f  a s p e c t s  o f  t h e  music 
4 5 

b u s i n e s s  o r  ana lyses  o f  v a r i o u s  s t y l e s .  None o f  t h e s e ,  how- 

e v e r ,  g i v e  a coheren t  p i c t u r e  of bo th  t h e  i n d u s t r y  t h a t  l ies  

behind  t h e  music and t h e  s o c i a l  r o o t s  of  t h e  music. Even t h o s e  

works t h a t  c l a i m  t o  be  more comprehensive, such as The R o l l i n g  

S tone  I l l u s t r a t e d  H i s t o r y  of Rock & Rol l ,  B e l z ' s  S t o r y  o f  Rock, 

G i l l e t t '  s Sound Of The C i t y  and Laing'  s Sound Of Our T i m e ,  are 

a l l  l a c k i n g  i n  one o r  bo th  of  t h e s e  a r e a s .  The most r e g u l a r l y  

i gno red  f a c t o r  i s  t h e  s o c i a l  one. 

The R o l l i n g  S tone  book c o n t a i n s  a wea l th  of i n fo rma t ion ,  

b u t  focuses  p r i m a r i l y  on p e r s o n a l i t i e s  r a t h e r  t han  genres  and 

g e n e r a l l y  i g n o r e s  s o c i a l  and commercial f a c t o r s .  

B e l z ' s  h i s t o r y  a t t e m p t s  t o  e x p l a i n  t h e  s o c i a l  r o o t s  o f  

rock by a s s e r t i n g  t h a t  rock i s  a " f o l k  music",  b u t  he  does  n o t  

connec t  h i s  d e f i n i t i o n  of " f o l k "  t o  any p a r t i c u l a r  s o c i a l  

r e l a t i o n s ,  d e f i n i n g  it i n s t e a d  i n  terms of  t h e  amount of  under- 

s t a n d i n g  posses sed  by t h e  a r t i s t .  For  i n s t a n c e ,  he bases  h i s  

d i s t i n c t i o n  between f o l k  and f i n e  a r t s  on t h e  r a t h e r  ques t ion -  

a b l e  b e l i e f  t h a t  " f o l k "  artists ach ieve  t h e i r  e f f e c t s  uncon- 

s c i o u s l y  w h i l e  " f i n e "  ar t is ts  are consc ious  of  t h e  e f f e c t s  t h a t  
6 

t hey  are t r y i n g  t o  ach ieve .  H i s  d i s t i n c t i o n  between f o l k  and 
7 

popu la r  music i s  e q u a l l y  dubious  and h i s  b a s i c  argument i s ,  



Page 2 

t h e r e f o r e ,  unconvincing.  

G i l l e t t ' s  i s  t h e  b e s t  book a v a i l a b l e  on t h e  e v o l u t i o n  o f  

rock music. Unlike t h e  R o l l i n g  Stone book, he focuses  on the 

v a r i o u s  gen res ,  what s t y l e s  i n f l u e n c e d  them, and how they  

i n f l u e n c e d  each  o t h e r .  H e  a l s o  g i v e s  an e x c e l l e n t  h i s t o r y  o f  

t h e  music b u s i n e s s  s i n c e  World W a r  Two, i n c l u d i n g  an account  of 

t h e  r e l a t i o n s h i p  between t h e  major c o p r o r a t i o n s  and t h e  indepen- 

d e n t s ,  b u t  he i s  n o t  a p p a r e n t l y  i n t e r e s t e d  i n  t h e  s o c i a l  

o r i g i n s  of  r o c k ' s  p o p u l a r i t y  a p a r t  from c o n s i d e r i n g  i t s  r o o t s  

i n  t h e  b l a c k  s t y l e s .  

Unl ike  t h e  o t h e r  t h r e e  books, La ing ' s  i s  n o t  an a t t empt  

a t  a s y s t e m a t i c  h i s t o r y  o f  t h e  music. Although he  examines i t s  

development s e q u e n t i a l l y ,  he uses  d i f f e r e n t  methods of  a n a l y s i s  

on d i f f e r e n t  p e r i o d s .  I n  t h e  cou r se  o f  h i s  work, h e  p r e s e n t s  

c e r t a i n  e lements  o f  t h e  music b u s i n e s s  and even e x p l o r e s  t h e  

r e l a t i o n s h i p  o f  t h e  "mod'' s u b c u l t u r e  t o  t h e  music o f  t h e  so- 

c a l l e d  " E n g l i s h  ~ n v a s i o n " ,  b u t  he does n o t  apply t h i s  a n a l y s i s  

t o  o t h e r  p e r i o d s  and it i s  t h i s  l ack  of  s y s t e m a t i c  development 

t h a t  i s  t h e  book ' s  major l i m i t a t i o n .  

The p r e s e n t  work seeks  t o  remedy t h e  shor tcomings of t h e  

above h i s t o r i e s  through a s y s t e m a t i c  p r e s e n t a t i o n  o f  two a r e a s  

t h a t  t hey  have l e f t  on ly  p a r t i a l l y  developed: t h e  s o c i a l  

o r i g i n s  of  t h e  music and t h e  ways t h a t  t h e  music has  been 

shaped by commercial f a c t o r s .  The a n a l y s i s  of  t h e s e  two f a c t o r s  

i s  based  en t h e  d e f i n i t i o n s  w e  have developed f o r  t h e  terms 

"communityn and "marketplace" .  A f t e r  a b r i e f  examinat ion of 
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somewhat s i m i l a r  formulat ions and a  review of o t h e r  i n f l u e n t i a l  

l i t e r a t u r e ,  a  d e f i n i t i o n  of t h e  term "community" i s  developed, 

focus ing  on c e r t a i n  shared f e a t u r e s  of  s o c i a l  groupings. The 

term "marketplace" i s  developed s t r e s s i n g  t h e  r o l e  of l a r g e  

co rpora t ions  i n  t h e  modern commercial world. 

A d i s t i n c t i o n  i s  a l s o  developed between " f o l k "  and "pop" 

music and a  s h o r t  h i s t o r y  of pop music i s  presented  emphasizing 

t h e  r e l a t i o n s h i p  between communities and commercial f ac to r s .  

The bulk of t h e  t h e s i s  i s  then taken up wi th  an examination 

i n t o  each of t h e  f o u r  main phases i n  t h e  development of rock 

music. (The d i v i s i o n  of t h e  music i n t o  f o u r  phases i s  based on 

an o u t l i n e  of t h e  h i s t o r y  of rock music which forms t h e  Appendix 

of t h i s  t h e s i s . )  Each of t h e s e  phases is examined i n  terms of 

t h r e e  b a s i c  themes: t h e  ways t h a t  commercial f a c t o r s  have 

shaped t h e  music; t h e  r e l a t i o n s h i p  of t h e  music t o  var ious  

urban communities; and t h e  way t h e s e  two f a c t o r s  have inf luenced 

t h e  music. 

The " F i r s t  Wave" (1955-58) , t h e  name we g ive  t o  t h e  f i r s t  

of t h e s e  phases ,  was t h e  o r i g i n a l  pe r iod  of v i t a l i t y  f o r  rock 

music. I n  our  cons idera t ion  of t h i s  pe r iod  we examine var ious  

commercial developments which, taken  t o g e t h e r ,  destroyed t h e  

c o n t r o l  t h a t  t h e  major record companies and rad io  networks had 

previous ly  exe rc i sed  over popular  music. We a l s o  examine t h e  

b lack  g h e t t o  communities and t h e  "greasers"  (an adolescent  

community) w i t h i n  which t h e  musical  s t y l e s  which came t o  be 

known a s  "rock music", were developed. 



t h e s e  s t y l e s  w e r e  rep laced  on t h e  r a d i o  by f o r m u l i s t i c  concoc- 

t i o n s  of t h e  music indus t ry .  The reasons f o r  t h i s  s h i f t  a r e  

examined. 

During t h e  "Second Wave" (1964-69) many of  t h e  s t y l e s  of 

t h e  F i r s t  Wave were revived  and e labora ted  upon. This  second 

per iod  of rock music v i t a l i t y  was shaped by c e r t a i n  commercial 

f a c t o r s ,  such a s  a s t r u g g l e  between major American record  

companies and t h e i r  English coun te rpa r t s ,  and c e r t a i n  s o c i a l  

f a c t o r s ,  such as t h e  emergence, i n  England, of t h e  "mods" 

(another  adolescent  community) ; s h i f t s  i n  t h e  self-image o f  t h e  

b lacks  i n  America; and t h e  rise of t h e  h ipp ie  movement. 

S t y l e s  rooted  i n  t h e s e  s o c i a l  developments d e t e r i o r a t e d  

a f t e r  1969 and musical  s t y l e s  based on commercial formulas 

gradual ly  became predominant once again.  This coincided wi th  

a resurgence of power by t h e  major record companies and an 

e ros ion  of t h e  s o c i a l  movements of t h e  s i x t i e s .  This  f o u r t h  

phase we simply term "The Sevent ies" .  

The a n a l y s i s  is concluded wi th  a s ta tement  i n d i c a t i n g  t h a t  

community and marketplace,  a s  def ined  i n  t h e  f i r s t  chap te r ,  

have played major r o l e s  i n  t h e  shaping of  rock music. On t h e  
- 

b a s i s  of t h e  preceding examination, the  suggest ion i s  made t h a t  

a new per iod  of v i t a l i t y  f o r  rock music would be accompanied 

by an e ros ion  of t h e  power of t h e  corpora te  o l iga rchy  t h a t  

e x i s t s  i n  , the  music bus iness  and by t h e  emergence of new 

musical s t y l e s  rooted  i n  an urban community. 



Page 5 

A t  t h e  end o f  t h e  main t e x t  i s  an Appendix which p resen t s  

an o u t l i n e  of t h e  major musical events  i n  t h e  h i s t o r y  of rock 

music - t h e  major phases i n  i t s  development, t h e  major genres 

t h a t  evolved during each of t h e s e  phases,  and t h e  major a r t i s t s  

t h a t  opera ted  i n  each of these  genres.  The main t e x t  of t h e  

t h e s i s  i s  w r i t t e n  wi th  t h e  assumption t h a t  t h e  r e a d e r  has a 

b a s i c  understanding of t h i s  ma te r i a l .  For many readers ,  there-  

f o r e ,  it might be b e s t  t o  begin wi th  t h e  Appendix. 
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Community and Marketplace 

The invas ion  of t h e  community by t h e  new and r e l a t i v e l y  
impersonal and mechanical modes of combined human 
behavior  i s  t h e  outs tanding  f a c t  of  modern l i f e ,  and 
t h e  Grea t  Soc ie ty  c r e a t e d  by steam and e l e c t r i c i t y  may 
be a s o c i e t y  b u t  it i s  n o t  a community. 

- John Dewey 8 

Cent ra l  t o  the  view taken i n  t h i s  work i s  t h e  not ion  t h a t  \ 

music s t y l e s  a r e  developed i n  "communities" (where they  se rve  
, 

an i n t e g r a t i v e  func t ion)  and a r e  then commoditized by commercial 

i n t e r e s t s  ( f o r  whom they s e r v e  t h e  funct ion  of  economic enr i ch -  

ment),  and t h a t  t h e s e  two processes  a r e  major in f luences  on t h e  

development of t h e  popular  music form known a s  "rock". The 

t a s k  undertaken i n  t h i s  t h e s i s  i s  t o  examine, wi th in  t h e  o u t l i n e  

of t h e  major phases i n  t h e  h i s t o r y  of rock ( a s  o f f e r e d  i n  the  

Appendix), t h e  communities from which t h e  a s s o r t e d  s t y l e s  of  

rock have emerged and t h e  a c t i v i t i e s  of and alignments wi th in  

t h e  music i n d u s t r y  t h a t  have accompanied t h e  popu la r i za t ion  of 

t h e s e  s t y l e s .  To explore  t h e s e  f a c t o r s  we have evolved a method 

of a n a l y s i s  which examines t h e  va r ious  phases of t h e  music ' s  

h i s t o r y  i n  terms of t h e  d e f i n i t i o n s  we have developed f o r  two 

core  concepts:  "community" and "marketplace". /' 

1. Community and Marketplace Defined 

There i s  a long t r a d i t i o n  i n  s o c i a l  thought of developing 

t o o l s  of a n a l y s i s  based on t h e  d i f f e r e n c e s  between t h e  kind of 

s o c i a l  r e l a t i o n s  found i n  r u r a l ,  kinship-based systems and those 

found in,urban,  commercially r egu la ted  systems. (Sorokin 

sugges ts  t h a t  even Confucius used a v a r i a n t  of  t h i s  
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9 
methodology. ) Since  l a t e  i n  t h e  n ine teen th  century t h i s  

d i s t i n c t i o n  has been developed i n  terms of p a i r s  o f  " i d e a l  

types".  These 'I types" are n o t  developed as accura te  charac ter -  

i z a t i o n s  of  e x i s t i n g  s o c i a l  s i t u a t i o n s ,  b u t  r a t h e r  as oppos i te  

ends of  a  continuum of  p o s s i b l e  s o c i a l  systems. The po les  o f  

such a  continuum a r e  used "as  a  b a s i s  of comparison wi th  l i f e  
10 

s i t u a t i o n s " ,  and, through such comparisons, exp lana t ions  of 

var ious  f e a t u r e s  of t h e  empi r i ca l  s i t u a t i o n s  a r e  suggested.  

The method used i n  t h i s  t h e s i s  i s  a  v a r i a n t  of t h e  method- 

ology of  i d e a l  types  ( o r  " typo log ica l  formulat ion")  and, a s  

our  b a s i c  o r i e n t a t i o n  has been shaped somewhat by t h e  work i n  

t h i s  a r e a  of Ferdinand ~ o n n i e s ,  Robert Redf ie ld  and Charles 

Horton Cooley, a  b r i e f  d e s c r i p t i o n  of  t h e i r  work i s  included 

below. Because of h i s  widely recognized c o n t r i b u t i o n  i n  t h i s  

f i e l d ,  an o u t l i n e  of  Emile Durkheim's "mechanical" and "organic"  

forms of s o l i d a r i t y  is  a l s o  included,  although h i s  in f luence  on 

t h e  p r e s e n t  work i s  minimal. 

~ o n n i e s  (1855-1936), a  German s o c i o l o g i s t ,  was t h e  f i r s t  t o  

make e x p l i c i t  use of i d e a l  types  (which he termed "normal 
11 

types" )  i n  h i s  work Gemeinschaft und Gese l l scha f t  (1887). 

Gemeinschaft (Community) " r e f e r s  t o  t h e  ' community of  f e e l i n g '  

( a  k ind  of a s s o c i a t i v e  un i ty  of  i d e a s  and emotions) t h a t  
12 

r e s u l t s  from l i k e n e s s  and from shared l i fe -exper ience" .  

I t  i s  c h a r a c t e r i z e d  by t h e  in t ima te  r e l a t i o n s  found among 

p a r e n t s  and t h e i r  c h i l d r e n ,  between husband and wi fe ,  and among 

f r i e n d s ,  and it t y p i f i e s  t h e  s o c i a l  l i f e  found i n  r u r a l  a reas .  
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Gemeinschaft r e l a t i o n s h i p s  tend t o  be deep and long l a s t i n g .  

On t h e  o t h e r  hand, people l i v i n g  i n  a  Gese l l scha f t  

(Socie ty)  system tend t o  be more i s o l a t e d  and t o  opera te  on 

t h e  b a s i s  of s e l f - i n t e r e s t .  " I n  such a  s o c i e t y ,  r a t i o n a l  w i l l  

ope ra tes  i n  terms of t h e  l o g i c  of t h e  market place.  Relat ion-  

s h i p s  a r e  con t rac tua l ;  va lues  a r e  monetary. P r o f i t  i s  the  s o l e  
13 

end of t r a d e ,  and one man's ga in  i s  a n o t h e r ' s  l o s s .  I' Gesell-  

s c h a f t  r e l a t i o n s h i p s  t end  t o  c h a r a c t e r i z e  t h e  s o c i a l  l i f e  of 

urban areas .  

Although ~ o n n i e s  be l i eved  t h a t  no s o c i a l  system could be 

pure ly  Gemeinschaft o r  G e s e l l s c h a f t ,  he saw a genera l  h i s t o r i c a l  
1 4  

development from t h e  former t o  t h e  l a t t e r .  

The French s o c i o l o g i s t  E m i l e  Durkheim (1858-1917) came t o  

very d i f f e r e n t  conclusions regarding  t h e  h i s t o r i c a l  development 
I 

of s o c i e t i e s .  Whereas ~ o n n i e s  saw a d e c l i n e  of  t h e  in t ima te ,  

s o c i a l l y - i n t e g r a t e d  Gemeinschaft and an i n c r e a s e  i n  t h e  s o c i a l l y  

i s o l a t i n g  Gese l l scha f t ,  Durkheim saw t h e  two po les  as simply 

d i f f e r e n t  types  of s o c i a l  i n t e g r a t i o n  (which he termed " s o c i a l  

s o l i d a r i t y " ) .  I n  h i s  book The Divis ion  of Labor i n  Socie ty  

(1893),  he introduced t h e  terms "mechanical s o l i d a r i t y "  and 

"organic  s o l i d a r i t y "  around which he developed h i s  charac ter -  

i z a t i o n  of t h e s e  two b a s i c  types.  He def ined  mechanical 

s o l i d a r i t y  a s  a  c h a r a c t e r i s t i c  of s o c i e t i e s  (such a s  fo lk  

I s o c i e t i e s )  where b e l i e f s  and s k i l l s  t end  t o  be shared by a l l  

members afid t h e  d i v i s i o n  of l a b o r  i s  rudimentary. I n  c o n t r a s t  

t o  t h i s ,  organic  s o l i d a r i t y  i s  def ined  a s  a  c h a r a c t e r i s t i c  
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I of urbanized s o c i e t i e s  where an increased  d i v i s i o n  of  l abor  

1 makes people more interdependent .  

I Durkheim s a w  a g e n e r a l  h i s t o r i c a l  development from mech- 

a n i c a l  t o  organic ,  a development which he connected t o  "such 

f a c t o r s  a s  i n c r e a s i n g  populat ion s i z e  and d e n s i t y ,  t h e  growth 
15 

of c i t i e s ,  and improvements i n  communication". 

Durkheim has had a major in f luence  a s  a methodologist  on 

t h e  subsequent development of sociology,  bu t  h i s  cha rac te r i z -  

a t i o n  of mechanical and organic  s o l i d a r i t y  i s  no t  widely 

accepted. The c e n t r a l  problem, a s  poin ted  ou t  by Robert Merton, 

i s  t h a t  Durkheim has  overemphasized t.he degree t o  which t h e  
16 

1 d i v i s i o n  of l a b o r  r e s u l t s  i n  s o c i a l  s o l i d a r i t y .  (Anthropo- 

l o g i c a l  r e sea rch  s i n c e  Durkheim's t i m e  has a l s o  i n d i c a t e d  t h a t  

h i s  view of  s o c i a l  r e l a t i o n s  i n  fo lk  s o c i e t y  was somewhat 
17 

s i m p l i s t i c .  ) 

While ~ o n n i e s  can be seen a s  a d i r e c t  i n f l u e n c e  on t h e  

formulat ion developed f o r  use i n  t h i s  t h e s i s ,  Durkheim's 

in f luence  has  been n e g l i g i b l e  except  t o  t h e  e x t e n t  t h a t  he 

inf luenced Robert Redfield.  Redf ie ld  (1897-1958) , an American 

an th ropo log i s t ,  claimed t h a t  he was indebted  t o  both  ~ o n n i e s  

and Durkheim f o r  t h e  development of h i s  terms " fo lk"  and 
18 

"urban". R e d f i e l d ' s  f o l k  s o c i e t y  i s  c h a r a c t e r i z e d  by: 

. . .a  smal l  c o l l e c t i v i t y  conta in ing  no more people 
wi th in  it than  can know each o t h e r  wel l .  I t  i s  an 
i s o l a t e d ,  n o n l i t e r a t e ,  homogeneous grouping wi th  a 
s t r o n g  sense  of s o l i d a r i t y .  Technology i s  s imple,  
and ,*as ide  from t h e  d i v i s i o n  of funct ion  between t h e  
sexes ,  t h e r e  i s  l i t t l e  o t h e r  d i v i s i o n  of  labor ;  hence 
t h e  group i s  economically independent of o t h e r  groups ... The more remote ends of l i v i n g  a r e  taken a s  given; 
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hence t h e  f o l k  s o c i e t y  e x i s t s  n o t  s o  much on t h e  
b a s i s  of  exchange o f  u s e f u l  f u n c t i o n s  as i n  common 
unders tandings  as t o  what i s  t o  be  done. 19 

Redf i e l d  d i d  n o t  make an e x p l i c i t  c h a r a c t e r i z a t i o n  o f  

urban s o c i e t y  excep t  as t h e  p o l a r  o p p o s i t e  of t h e  f o l k  soc i e ty .  

H i s  unique c o n t r i b u t i o n  t o  t h e  method w a s  h i s  examination 

o f  t h e  impact  of t h e  modern urban wor ld  (and e s p e c i a l l y  t h e  

e f f e c t  o f  p a r t i c i p a t i o n  i n  a  commercial economy) upon f o l k  
20 

s o c i e t i e s .  H e  conducted h i s  examina t ion  i n  t h e  Yucatan a r e a  

o f  Mexico where he compared a  c i t y ,  a town, a v i l l a g e  and a 
21  

t r i b a l  s e t t l e m e n t  t o  h i s  i d e a l  t y p e  o f  a f o l k  s o c i e t y .  H e  

used t h i s  s t u d y  t o  tes t  t h e  h y p o t h e s i s  t h a t  " p r o g r e s s i v e  l o s s  

o f  i s o l a t i o n ,  when a s s o c i a t e d  w i t h  an i n c r e a s e  i n  h e t e r o g e n e i t y ,  

produces  s o c i a l  d i s o r g a n i z a t i o n ,  s e c u l a r i z a t i o n  and ind iv idua l -  
22 

i z a t i o n "  . Evidence confirmed h i s  hypo thes i s ,  a l though  

Redf i e ld  d i d  n o t  b e l i e v e  t h a t  conc lus ions  about  o t h e r  s o c i a l  

sys tems shou ld  be  drawn from t h e  s tudy  o f  t h i s  s i n g l e  example. 

The methodology of i d e a l  t y p e s  i s  based  p r i m a r i l y  on t h e  

work o f  ~ o n n i e s  and Durkheim (and t o  a lesser e x t e n t  Henry 

Maine, an Eng l i sh  h i s t o r i a n  o f  l e g a l  sys t ems) .  Redf i e ld  and 

o t h e r  t h e o r i s t s  i n  t h i s  t r a d i t i o n ,  such as Parsons ,  Becker and 
23 

Sorokin,  have b u i l t  upon t h e  c o n t r i b u t i o n s  o f  t h e s e  European 

p redeces so r s .  

The American, Char les  Horton Cooley (1864-1929), does n o t  

I 

fit t h i s  p a t t e r n ,  however. Without any appa ren t  i n f l u e n c e  from 

1 ~ o n n i e s  o r  Durkheim, he  developed a v a r i a n t  o f  t h e  t y p o l o g i c a l  

method. 
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Cooley was concerned wi th  t h e  process  of s o c i a l i z a t i o n  - 
how o u r  " s e l f "  i s  cons t ruc ted  and sus ta ined  i n  soc ie ty .  Cen t ra l  

t o  t h i s  process  i s  what Cooley termed t h e  "primary group", which 

he cha rac te r i zed  by: 

1) Face-to-face as soc ia t ion .  
2) The unspecia l ized  c h a r a c t e r  of t h a t  a s soc ia t ion .  
3)  Rela t ive  permanence 
4)  The small  number of persons involved. 24 
5) The r e l a t i v e  intimacy among t h e  p a r t i c i p a n t s .  

Typica l  primary groups a r e  t h e  family o r  t h e  old-fashioned 

neighborhood. Cooley d i d  n o t  develop an e x p l i c i t  cha rac te r -  

i z a t i o n  of an oppos i te  type of s o c i a l  grouping, although he 

s t a t e d  t h a t  t h e  process  o f  urbaniza t ion ,  with i t s  "crowded 

tenements" and i t s  "genera l  economic and s o c i a l  confusion" had 
25 

severe ly  eroded t h e  primary group. (Subsequent s o c i o l o g i s t s  

have used t h e  term "secondary" t o  i d e n t i f y  t h e  k inds  of s o c i a l  
26 

r e l a t i o n s  c h a r a c t e r i z e d  by impersonal i ty .  ) 

The above t h i n k e r s  shaped t h e  b a s i c  methodological or ien-  

t a t i o n  used i n  t h i s  t h e s i s .  The s p e c i f i c  formulation o f  our  

terms, however, i s  based on o t h e r  works. 

a )  Community 

There seems t o  be a f a i r  amount of confusion among s o c i a l  

t h e o r i s t s  about how t h e  term "community" w i l l  be used. The p a s t  

s i x t y  o r  seventy y e a r s  have seen various at tempts  t o  develop a 

workable d e f i n i t i o n .  During t h e  twenties  and t h i r t i e s ,  under 
* 

t h e  in f luence  of t h e  "Chicago School", a number of d e f i n i t i o n s  

were cons t ruc ted  which were based on " t e r r i t o r y "  o r  "area" .  
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A l l  people  l i v i n g  wi th in  a  de f inab le  l o c a t i o n  were considered 

t o  be members of a community ( r e g a r d l e s s  o f  t h e i r  own descr ip-  

t i o n  of t h e i r  r e l a t i o n s h i p  t o  o t h e r s  l i v i n g  i n  t h a t  same a r e a ) .  

The i n t e r e s t s  and b e l i e f s  of the  i n h a b i t a n t s  w e r e  n o t  important  

elements of the  d e f i n i t i o n .  An example of  t h i s  approach i s  

found i n  Robert  E. Pa rk ' s  1929 d e f i n i t i o n :  

Community, i n  the  broades t  sense  o f  t h a t  term, has 
a  s p a t i a l  and a  geographical  connotat ion.  Every 
community has a  loca t ion ,  and t h e  i n d i v i d u a l s  who 
compose it have a  p lace  of res idence  wi th in  t h e  
t e r r i t o r y  which t h e  community occupies.  27 

Park a l s o  saw t h a t  a  major l i m i t a t i o n  of such a  d e f i n i t i o n  

was t h a t  it could inc lude  a  town, a  c i t y  o r  t h e  whole world -- 
28 

any t e r r i t o r i a l l y  de f inab le  s o c i a l  grouping. Because of t h i s  

l i m i t a t i o n ,  a t tempts  were made t o  inc lude  o t h e r  f e a t u r e s  i n  t h e  

t e r r i t o r i a l  d e f i n i t i o n  s o  t h a t  i t s  s c a l e  was n o t  simply based on 

the  d e c i s i o n  of  t h e  t h e o r i s t .  For i n s t a n c e ,  Louis W i r t h  sug- 

ges ted  t h a t  communities a r e  c h a r a c t e r i z e d  by " c l o s e  l i v i n g  

t o g e t h e r  on t h e  b a s i s  o f  k insh ip  and o rgan ic  interdependence, 

and a common l i f e  based upon t h e  mutual correspondence of 
29 

i n t e r e s t s . .  . " This modif ica t ion  of  t h e  t e r r i t o r i a l  view 

accords f a i r l y  w e l l  wi th  t h e  d e f i n i t i o n  of  community t h a t  we 

w i l l  develop below f o r  use i n  t h i s  t h e s i s .  I t  does not  seem t o  

have been widely embraced, however. 

I n  1950, Amos H. Hawley o f f e r e d  t h e  fol lowing d e f i n i t i o n :  

"From a s p a t i a l  s tandpoin t ,  t h e  community may be def ined  a s  

comprising t h a t  a r e a  t h e  r e s i d e n t  popula t ion  of which i s  i n t e r -  

r e l a t e d  and i n t e g r a t e d  with r e fe rence  t o  i t s  d a i l y  requirements,  



Page 13  

30 
whether i t s  con tac t s  be d i r e c t  o r  i n d i r e c t . "  S u p e r f i c i a l l y ,  

t h i s  d e f i n i t i o n  appears  t o  be s i m i l a r  t o  Wir th ' s ,  bu t  the  

c e n t r a l  d i f f e r e n c e  i s  t h e  i n c l u s i o n  of  t h e  phrase "whether i t s  

con tac t s  be d i r e c t  o r  i n d i r e c t "  (our  emphasis),  which renders  

it almost a s  genera l  a s  Park ' s .  Even t h e  i d e a  t h a t  t h e s e  i n t e r -  

r e l a t i o n s h i p s  should be " d a i l y "  does n o t  add much firmness t o  

t h e  d e f i n i t i o n  when w e  cons ide r  t h a t  modern telecommunications 

systems d a i l y  l i n k  up most of t h e  major s o c i a l  se t t l ement s  i n  

t h e  world. Fur the r ,  when w e  cons ide r  t h e  c e n t r a l  importance of  

imported automobiles, o i l  and f o o d s t u f f s  t o  any modern s o c i a l  

system, we can s e e  t h a t  Hawley's d e f i n i t i o n  amounts t o  l i t t l e  

more than  saying  t h a t  t h e  world i s  a community. Nonetheless 
31 

Hawley's d e f i n i t i o n  o r  ones l i k e  it remain popular  and seem 

t o  be considered adequate c h a r a c t e r i z a t i o n s  of c e r t a i n  elements 
32 

of modern soc ie ty .  

Fecognizing t h a t  modern t echno log ica l  and commercial devel- 

opments have reduced t h e  p o s s i b i l i t y  of  a t e r r i t o r i a l  community, 

a more recen t  view of community has  developed d e f i n i t i o n s  

'around a narrow range of shared  " i n t e r e s t s " ,  such as  "occupa- 

t i o n a l  a c t i v i t i e s ,  l e i s u r e  past imes,  s o c i a l  r e l a t i o n s h i p s ,  o r  
33 

i n t e l l e c t u a l  p u r s u i t s .  " I n  t h i s  view, t h e  sha r ing  of a 

common t e r r i t o r y  i s  considered unnecessary. I n  f a c t ,  members o f  

communities of i n t e r e s t  seem t o  have only l i m i t e d  a s s o c i a t i o n  

with one another  (if any),  

Like t h e  t e r r i t o r i a l  community, t h e  community of i n t e r e s t  

depends t o  a g r e a t  e x t e n t  on t h e  formulat ion of a s o c i a l  
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t h e o r i s t  f o r  i t s  ex i s t ence .  Through t h i s  method, a community 

can be e s t a b l i s h e d  among any number of  more o r  l e s s  unre la ted  

i n d i v i d u a l s  simply by i n d i c a t i n g  t h a t  they happen t o  s h a r e  a 

c e r t a i n  narrow range of  c h a r a c t e r i s t i c s .  Hence ca rpen te r s ,  

unmarried mothers, o r  axe murderers could a l l  be s a i d  t o  form 

communities of  i n t e r e s t ,  even i f  they have no percept ion  of 

themselves as belonging t o  such communities. The number of 

communities of  i n t e r e s t  t h a t  people l i v e  i n  seems t o  be l i m i t e d  

only by t h e  imaginat ion of s o c i o l o g i s t s .  

Although d e f i n i t i o n s  of community based on shared  i n t e r e s t s  
34 

have c e r t a i n  p r a c t i c a l  a p p l i c a t i o n s  they seem t o  s h a r e  wi th  

most d e f i n i t i o n s  based on t e r r i t o r y  t h e  l i m i t a t i o n  t h a t ,  using 

t h e s e  methods, a c o l l e c t i o n  of  people become a cornuni ty simply 

by be ing  def ined  a s  such (whether o r  no t  these  people have any 

bu t  t h e  most nebulous behaviora l  r e l a t i o n s h i p s  with one anoth- 

e r ) .  These d e f i n i t i o n s  have been presented  he re  t o  g ive  some 

i n d i c a t i o n  of t h e  b read th  of usages t o  which t h e  term "comun- 

i t y "  i s  put.  They have con t r ibu ted  very l i t t l e  t o  t h e  formul- 

a t i o n  used i n  t h i s  t h e s i s .  

Our d e f i n i t i o n  i s  based p r imar i ly  on t h e  formulat ions of  

Robert Nisbet  and Fred Brown. N i s b e t ' s  use of t h e  t e r m  is no t  

based on geographica l  l o c a t i o n  o r  t h e  i n t e r e s t s  and h a b i t s  of  

ind iv idua l s .  I n  The Ques t  f o r  Community (1953),  he views' 

community as a c h a r a c t e r i s t i c  of  c e r t a i n  k inds  of human s o c i a l  

groupings * in  which people sha re  a broad range of va lues  and 
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Community i s  t h e  product  of  people working toge the r  
on problems, of  autonomous and c o l l e c t i v e  f u l f i l l m e n t  
o f  i n t e r n a l  o b j e c t i v e s ,  and of t h e  experience of l i v i n g  
under codes of a u t h o r i t y  which have been s e t  i n  l a r g e  
degree by t h e  persons involved. 35 

I Nisbet  b e l i e v e s  t h a t  t h e  cond i t ions  of modern l i f e  (and i n  

I p a r t i c u l a r  t h e  r o l e  played by t h e  s t a t e )  have eroded o r  a r e  

I p r e s e n t l y  e roding  t h e  community, a s  he d e f i n e s  it. 
1 

I Community i s  def ined  i n  terms of a number of t h e  same 

I c h a r a c t e r i s t i c s ,  such a s  shared  g o a l s ,  i n t e g r a t e d  behavior,  and 

I s o c i a l  autonomy, i n  Fred Brown' s unpublished paper  "Nos tos"  . 

I The c h a r a c t e r i s t i c s  which a r e  presented  below amount t o  a some- 

what modified and abbrevia ted  form of t h e  terms developed i n -  
36 

t h a t  paper. For t h e  purposes of t h i s  t h e s i s ,  a community has  

I t h e  fo l lowing f e a t u r e s ,  a s  def ined  below: a shared awareness, 

I a sense  of s c a l e  t o  t h e  s o c i a l  grouping, and autonomy of t h e  

I s o c i a l  group from o the r s .  

I A c e n t r a l  c h a r a c t e r i s t i c  of shared  awareness i s  t h e  sha r ing  

I of a world view o r  cosmology. This  shared  world view i s  he ld  

I s t a b l e  by a common language, b u t  it involves  t h e  sha r ing  of 

I o t h e r  behaviors  a s  w e l l  a s  words. The people i n  a community 

I sha re  a r e p e r t o i r e  of s o c i a l l y  learned  h a b i t s  ( o f t e n  c a l l e d  

customs) t h a t  a r e  common throughout t h e  community. This c r e a t e s  

I a common world of behavior  t h a t  i s  t h e  b a s i s  of t h e i r  shared 

I manner of  naming and desc r ib ing  events .  Thei r  world view i s  

I no t  only genera l ,  bu t  a l s o  p a r t i c u l a r ,  f a m i l i a r  s i t u a t i o n s  

I ( inc lud ing  a common h i s t o r y )  which a l l  members of t h e  community 
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The shared world view of t h e  community a l s o  inc ludes  t h e  
\ 

sha r ing  of i n t e n t i o n s  which means t h a t  t h e  community's behaviors  

a r e  d i r e c t e d  towards s i m i l a r  ends. I d e a l l y  t h e s e  goa l s  would be 

formulated by t h e  whole community, n o t  imposed upon it by a 

h ierarchy from wi th in  t h e  community o r  from without ,  

The second e s s e n t i a l  c h a r a c t e r i s t i c  of a  community is  i t s  

sca le .  The s o c i a l  grouping has an optimum s i z e  beyond which t h e  

people involved can no longer  remain i n  touch with one another.  

Beyond a  c e r t a i n  s c a l e ,  t h e i r  shared  cosmology, which i s  prod- 

uced i n  s o c i a l  s i t u a t i o n s  which a r e  f a m i l i a r ,  breaks down, 

This is because t h e  s o c i a l  s i t u a t i o n s  which genera ted  t h e  

f a m i l i a r  world c e a s e  t o  e x i s t .  A sense o f ' s c a l e  means t h a t  a  

community has  a  boundary o r  l i m i t .  

Autonomy, t h e  t h i r d  c h a r a c t e r i s t i c  of a  community, r e f e r s  

t o  t h e  degree t o  which a  community looks a f t e r  i t s  own needs, 

To t h e  e x t e n t  t h a t  they a r e  dependent upon t h e  o u t s i d e  world 

f o r  t h e  f u l f i l l m e n t  of t h e s e  needs, t h e i r  i n t e r n a l  a l l e g i a n c e s  

a r e  weakened. 

Using t h e  above t h r e e  c r i t e r i a ,  a  hunt ing and ga the r ing  

band more c l o s e l y  approximates an i d e a l  community than  any of 

t h e  American "communities" i n  which we f i n d  t h e  r o o t s  of rock 

music. The t h r e e  f e a t u r e s  a r e  used a s  tendencies ,  however, 

r a t h e r  than  a s  d e s c r i p t i o n s  of a c t u a l  l i f e  s i t u a t i o n s .  

I 
b) Marketplace 

* 
Although t h e r e  i s  a broad range of s o c i o l o g i c a l  concerns 

about "mass" ( o r  " t echno log ica l "  o r  " c a p i t a l i s t "  ) s o c i e t y ,  t h e  
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d e f i n i t i o n  of "marketplace" t o  be developed i n  t h i s  s e c t i o n  has 

a  f a i r l y  narrow scope. I n  a  review of t h e  l i t e r a t u r e  on urban- 

i z a t i o n  ( a  process  which has c l o s e l y  a t t ended  t h e  "massif ica-  

t i o n " ,  " technologiza t ion" ,  and "commercialization" of s o c i e t y )  , 
Leo Schnore p o i n t s  o u t  f o u r  main a r e a s  of t h e o r e t i c a l  concern: 

" s p a t i a l  seg rega t ion  of a c t i v i t i e s  and groups",  "bureaucrat-  
37 

i z a t i o n "  , " s t r a t i f i c a t i o n "  and " a l i e n a t i o n " .  This  l i s t  i s  by 

no means exhaust ive.  Researchers have a l s o  examined t h e  rise 

of t h e  s t a t e ,  t h e  eros ion  of t h e  t r a d i t i o n a l  family,  t h e  devel- 

opment of modern educat ion,  and va r ious  o t h e r  f a c t o r s  bu t ,  

al though t h e s e  s t u d i e s  might be viewed a s  c h a r a c t e r i s t i c s  of a  

p o l a r  oppos i t e  t o  t h e  "community", our  d e f i n i t i o n  of marketplace 

w i l l  be  developed p r imar i ly  i n  terms of commercial f a c t o r s .  

The marketplace i s ,  taken broadly,  t h e  commercial world, / \ 
t h e  c e n t r a l  purpose of which i s  t h e  accumulation of c a p i t a l .  - 
I t  is ,  i n  a  sense ,  t h e  a n t i t h e s i s  of  t h e  community, t h e  

c e n t r a l  purpose of which is  t h e  we l fa re  of i t s  members. The 

marketplace has  been descr ibed  by Marx and Engels i n  t h e i r  

c h a r a c t e r i z a t i o n  of  t h e  "bourgeois  epoch" a s  having " l e f t  no 

o t h e r  nexus between man and man than naked s e l f - i n t e r e s t ,  than 
38 

c a l l o u s  ' cash payment' ". 
The t h r e e  c h a r a c t e r i s t i c s  we asc r ibed  t o  t h e  community a r e  

n o t  t y p i c a l  of t h e  marketplace. For i n s t a n c e ,  i n  t h e  market- 

p l a c e  t h e r e  i s  no shared  awareness of a  p a r t i c u l a r ,  f a m i l i a r  
I 

world, suah a s  e x i s t s  i n  t h e  community and a c t i v i t y  tends t o  : 
i 

be r e g u l a t e d  by bureaucrac ies  o r  managers r a t h e r  than  being 

i i 
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I 39 
d i r e c t e d  by sha red  g o a l s  and a common cosmology. 

I The commercial world  also l a c k s  any i n h e r e n t  s e n s e  o f  

I human s c a l e  (or l i m i t s ) .  I t  s imply grows as it can. 

The need of  a c o n s t a n t l y  expanding market  f o r  i t s  
, produc t s  chases  t h e  b o u r g e o i s i e  ove r  t h e  whole 

s u r f a c e  of  t h e  globe.  I t  must n e s t l e  everywhere, 
s e t t l e  everywhere, e s t a b l i s h  connec t ions  everywhere. 4 0  

I Because t h e  marke tp lace  has  no s e n s e  o f  scale, c u l t u r a l  

I autonomy a l s o  means no th ing .  The market  has  no o r g a n i c  l i m i t s  

I ( excep t  d e s t r u c t i o n  o f  i t s  own ecosystem) which means t h a t  

I t h e r e  a r e  no c u l t u r a l  forms t h a t  are p a r t i c u l a r l y  r e spec t ed .  

I There i s  no th ing  t h a t  remains autonomous from commercial 

I p r e s s u r e s .  I n  f a c t  t h e  marke tp lace  s t a n d s  i n  o p p o s i t i o n  t o  

I autonomy. A s  Marx and Engels  s a i d  "The cheap p r i c e s  o f  i t s  

commodities are t h e  heavy a r t i l l e r y  w i t h  which it b a t t e r s  down 
4 1  I 

a l l  Chinese w a l l s . .  . " 

I An e a r l i e r  phase  i n  t h e  economic e v o l u t i o n  o f  t h e  market- 

p l a c e  w a s  dominated by t h e  i n d i v i d u a l  e n t r e p r e n e u r ,  b u t  the 

I c e n t r a l  f e a t u r e  o f  t h e  modern commercial world  i s  t h e  corpor-  

I a t i o n .  The i n d i v i d u a l  e n t r e p r e n e u r  now c o n t r o l s  on ly  t h e  

I s m a l l e r  bus ines s .  I n  Monopoly C a p i t a l ,  Baran and Sweezy des- 

I c r i b e  o u r  p r e s e n t  economic system as "monopoly c a p i t a l i s m "  

( t h e i r  use  o f  t h e  t e r m  "monopoly" i n c l u d e s  what i s  u s u a l l y  
42 

c a l l e d  "o l igopoly"  ) ,  abou t  which they  say:  

The dominant e lement ,  t h e  prime mover, i s  Big 
Bus iness  o rgan ized  i n  g i a n t  co rpo ra t ions .  These 
c o r p o r a t i o n s  are p r o f i t  maximizers and c a p i t a l  
accum,ulators ... I t  i s  t h e i r  i n i t i a t i v e  t h a t  sets 
t h e  economy i n  motion,  t h e i r  power t h a t  keeps it 
moving, t h e i r  p o l i c i e s  t h a t  g e t  it i n t o  d i f f i c u l t i e s  
and c r i s e s .  Smal le r  b u s i n e s s  i s  on t h e  r e c e i v i n g  
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end, r e a c t i n g  t o  t h e  p ressu res  of Big Business,  
t o  a  c e r t a i n  e x t e n t  shaping and channel ing them, 
b u t  wi thout  e f f e c t i v e  power t o  counter  them and 
s t i l l  less t o  e x e r c i s e  an independent i n i t i a t i v e  
of i t s  own. From t h e  p o i n t  of view of  a theory  of 
monopoly cap i t a l i sm,  smal l e r  bus iness  should pro- 
p e r l y  be t r e a t e d  as a p a r t  of  t h e  environment 
wi th in  which Big Business opera tes  r a t h e r  than an 
a c t o r  on t h e  s t age .  4 3 

The a c t i v i t i e s  o f  t h e  corpora t ion  a r e  d i r e c t e d  by a  cen- 

t r a l i z e d  b u r e a u c r a t i c  adminis t ra t ion ,  t h e  goa l  of  which i s  

" p r o f i t  maximization and c a p i t a l  accumulation". Towards t h i s  

end a t t empts  a r e  made t o  c o n t r o l  (and thereby make more r a t i o n a l  

and e f f i c i e n t )  t h e  va r ious  phases o f  t h e  product ive  process.  

Whether i n  t h e  automobile indus t ry ,  t h e  t e x t i l e s  i n d u s t r y  o r  

t h e  music i n d u s t r y ,  t h i s  r e s u l t s  i n  t h e  ex tens ive  d i v i s i o n  of 

l abor  and t h e  development of assembly l i n e  techniques.  The 

a c q u i s i t i o n  of  raw m a t e r i a l s ,  t h e  t ransformat ion  of these  

m a t e r i a l s  i n t o  f i n i s h e d  products ,  t h e  promotion of t h e s e  prod- 

uc t s ,  and t h e i r  d i s t r i b u t i o n  a r e  a l l  s e p a r a t e  a reas  of spec ia l -  

i z a t i o n  (wi th in  each of which t h e r e  a r e  f u r t h e r  a r e a s  of 

s p e c i a l i z a t i o n )  and a l l  a r e  run a s  r a t i o n a l l y  a s  p o s s i b l e  (from 

the  p o i n t  of view of  t h e  corpora t ions  involved) .  

A s  Baran and Sweezy have pointed o u t ,  t h e  monopolis t ic  

economic system d i f f e r s  from a system of competi t ive c a p i t a l i s m  

i n  o t h e r  ways than simply t h e  replacement of  t h e  i n d i v i d u a l  

en t rep reneur  by t h e  g i a n t  corporat ion.  A major d i f f e r e n c e  i s  

seen i n  t h e  way innovat ions  a r e  handled i n  a monopolis t ic  a s  

compared t o  a  competi t ive system. 
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Under monopoly cap i t a l i sm.  . . innovat ions  a r e  t y p i c a l l y  
introduced ( o r  soon t aken  over)  by g i a n t  corpora t ions  
which a c t  not  under t h e  compulsion of  competi t ive 
p ressu res  bu t  i n  accordance wi th  c a r e f u l  c a l c u l a t i o n s  
of  t h e  profit-maximizing course.  Whereas i n  t h e  com- 
p e t i t i v e  case no one, n o t  even t h e  innovat ing  f i rms  
themselves, can c o n t r o l  t h e  rate a t  which new techno- 
l o g i e s  are g e n e r a l l y  adopted,  t h i s  ceases  t o  be t r u e  
i n  t h e  monopolis t ic  case .  I t  i s  c l e a r  t h a t  t h e  g i a n t  
corpora t ion  w i l l  be guided n o t  by t h e  p r o f i t a b i l i t y  of 
t h e  new method cons idered  i n  i s o l a t i o n ,  but  by t h e  n e t  
e f f e c t  of t h e  new method on t h e  o v e r a l l  p r o f i t a b i l i t y  
of t h e  firm. And t h i s  means t h a t  i n  genera l  t h e r e  
w i l l  be a slower r a t e  of  i n t r o d u c t i o n  of  innovat ions 
than  under compet i t ive  c r i t e r i a .  . . 

We conclude t h a t  from t h e  monopolis t ' s  p o i n t  of 
view, t h e  i n t r o d u c t i o n  of  new techniques i n  a manner 
which involves adding t o  product ive  capac i ty  (demand 
being assumed unchanged) w i l l  normally be avoided. 
He w i l l  p r e f e r  t o  w a i t  u n t i l  h i s  e x i s t i n g  c a p i t a l  i s  
ready f o r  replacement anyway be fo re  i n s t a l l i n g  t h e  new 
equipment. 44  

What t h i s  f e a t u r e  of t h e  monopol is t ic  system means, i n  

terms of t h e  music i n d u s t r y ,  i s  t h a t  t h e  major record companies 

(assuming an unchanged demand f o r  r ecords )  w i l l  no t  in t roduce  a 

' new s t y l e  o r  develop new s t a r s  whi le  t h e  o l d  ones a r e  s t i l l  t 
\ p r o f i t a b l e .  - 

To summarize b r i e f l y ,  t h e  marketplace i s  based on economic 

ga in  and i t s  c e n t r a l  f e a t u r e  i s  t h e  corpora t ion  !important 

c h a r a c t e r i s t i c s  of which a r e  i t s  economic domination of small  

bus inesses  and i t s  r a t i o n a l i z a t i o n  of a l l  elements of t h e  

product ive  p rocess ) .  To t h i s '  d e s c r i p t i o n  we need t o  add t h a t ,  

f o r  t h e  purposes of t h i s  t h e s i s ,  t h e  use  of  t h e  term market- 

\ p lace  does n o t  inc lude  t h e  whole commercial world a s  def ined  
L 
r 

I above. Rather,  it i s  l i m i t e d  t o  t h a t  a s p e c t  of t h e  marketplace 

I 
k 

which i s  &he music i n d u s t r y  i n  North America and Great  B r i t a i n .  
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2. The Urban Communities 

Although t h e  r o o t s  of rock music a r e  t o  be found i n  r u r a l  

~ m e r i c a n  f o l k  c u l t u r e ,  t h e  va r ious  s t y l e s  themselves have 

evolved i n  urban communities. I n  t h i s  s e c t i o n  w e  w i l l  char-  

a c t e r i z e  t h e  two main t y p e s  of urban communities t h a t  have 

in f luenced  t h e  development o f  rock music: b lack  g h e t t o  com- 

muni t ies  and a d o l e s c e n t  communities. Both s h a r e  t h e  cha rac te r -  

i s t i c  t h a t  t h e y  a r e  h e a v i l y  cons t r a ined  by t h e  mass s o c i e t y  i n  

which they  have emerged, and y e t  they a r e  a l s o  ve ry  dependent 

upon it. R e l a t i o n s h i p s  t h a t  a r e  n e g o t i a t e d  w i t h i n  t h e  mass 

s o c i e t y ,  between dominant and subord ina te  c l a s s e s ,  between 

d i f f e r e n t  r a c e s  and e t h n i c  groups,  between young and o l d ,  and 

between t h e  v a r i o u s  s e x  r o l e s ,  a r e  a l s o  expressed ,  o f t e n  

p rob lemat i ca l ly ,  w i t h i n  t h e  urban communities. 

Our examinat ion w i l l  touch on va r ious  i n s t i t u t i o n s  o f  

s o c i a l i z a t i o n  such a s  family and neighborhood, work (and/or 

s c h o o l ) ,  and l e i s u r e  a c t i v i t i e s ,  b u t  w i l l  focus on t h e  l a t t e r  

a r e a  as it i s  h e r e  t h a t  t h e  urban communities can most f r e e l y  

express  t h e i r  s e p a r a t e  i d e n t i t y .  

a )  Black Ghet to  Communities 

The s o c i a l  r e l a t i o n s  of American b lacks  have been con- 

s t r a i n e d  most obvious ly  by racism, a l though c l a s s  oppress ion  

has a l s o  been an impor t an t  f a c t o r .  Immediately fo l lowing  t h e  

C i v i l  War, t h e  b l ack  popu la t ion  was made up almost  e n t i r e l y  of  
* 

southern  p e a s a n t s ,  b u t ,  dur ing  t h e  p a s t  hundred y e a r s ,  t h i s  

Popula t ion  h a s  g r a d u a l l y  migra ted  t o  urban a r e a s ,  p a r t i c u l a r l y  
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\ 
i n  t h e  North and the  West, where they  have become a ghet to ized  

urban p r o l e t a r i a t  ( r ep lac ing  t h e  I r i s h ,  Russian-Jewish and 
45 

 talia an popula t ions  as they have been a s s i m i l a t e d ) .  The pace 

of t h e  b lack  exodus from the  South was p a r t i c u l a r l y  r a p i d  

dur ing  t h e  f o r t i e s  and t h e  f i f t i e s ,  p a r t l y  because of  t h e  

i n c r e a s i n g  i n d u s t r i a l i z a t i o n  of a g r i c u l t u r e ,  which pushed 

l a b o r e r s  o f f  t h e  land,  and p a r t l y  because of inc reased  urban 

i n d u s t r i a l i z a t i o n  which c r e a t e d  new jobs i n  t h e  c i t i e s .  By 

1960, seventy- f ive  percent  of t h e  b lack  popula t ion  i n  America 
46 

was urbanized. 

The i r  s tandard  of l i v i n g  improved wi th  t h e  move t o  t h e  

c i t y .  " I n  o t h e r  words, t h e  bottom of t h e  u rban- indus t r i a l  

l adder  i s  h igher  than  t h e  bottom of t h e  Southern a g r i c u l t u r a l  

ladder ,  and when Negroes s tepped from t h e  one t o  t h e  o t h e r  it 
47 

was a  s t e p  up. I' This immediate improvement was n o t  followed 
4 8  

by f u r t h e r  o p p o r t u n i t i e s  f o r  economic advancement, however. 

Rapid urbaniza t ion  a l s o  meant major changes i n  o t h e r  a reas  

of l i f e  f o r  t h e  blacks.  The i r  family l i f e ,  t h e i r  work and t h e i r  

l e i s u r e  a c t i v i t i e s  were a l l  d i s rup ted .  The extended family,  

and t h e  r u r a l  community t h a t  was i t s  con tex t ,  were s h a t t e r e d .  

The massive,  impersonal s c a l e  of t h e  g h e t t o s  could n o t  reprod- 

uce t h e  s o c i a l  f a b r i c  of t h e  r u r a l  community. However, because 

b lacks  were no t  allowed t o  e n t e r  white  s o c i e t y ,  they were 

fo rced  t o  b u i l d  t h e i r  own s o c i e t y  w i t h i n  t h e  conf ines  of the 

ghet to .  A s  Harold M. Rose has s a i d :  "The e x t e n t  t o  which a  

p e r s o n ' s  l i f e  s t y l e  r e p e r t o i r e  i s  dominated by aspec t s  of 
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g h e t t o  c u l t u r e  i s  a func t ion  of  t h e  e x t e n t  t o  which he i s  
4 9  

bar red  from p a r t i c i p a t i o n  i n  mainstream i n s t i t u t i o n s " .  He 

s a i s  f u r t h e r  t h a t  " t h e  process  of g h e t t o i z a t i o n  l e a d s  t o  t h e  
50 

evo lu t ion  of a black subcul ture" .  Although cons t ra ined  by 

racism, poverty and a v a r i e t y  of commercial f a c t o r s ,  t h e  s o c i a l  

s i t u a t i o n  t h a t  Rose has termed a "subcul ture"  man i fes t s  t h e  

c h a r a c t e r i s t i c s  which we have used t o  desc r ibe  a community. 

For ins t ance ,  a l i f e  of confinement i n  t h e  g h e t t o  produces 

a shared awareness among i t s  inhab i t an t s .  This inc ludes  a 
I 

shared  way of  desc r ib ing  t h e i r  common condi t ion  ( i n  g h e t t o  

s l a n g ) ,  a shared h i s t o r y  and shared  ways of r e l a t i n g  t o  one 

another.  

Ghetto confinement a l s o  g ives  t h e  blacks a community's 

sense  of  s c a l e  o r  l i m i t .  Although coerc ive ly  imposed by t h e  

r a c i s t  white  s o c i e t y ,  i t  i s  nonethe less  r e a l .  

Within t h e  g h e t t o ,  b lacks  a l s o  experience a c e r t a i n  

c u l t u r a l  autonomy which i s  most c l e a r l y  r e f l e c t e d  i n  t h e i r  

l e i s u r e  a c t i v i t i e s .  I n  each of t h e  major black g h e t t o s ,  they 

developed t h e i r  own systems of en ter ta inment ,  with b lack  

dancehal l s  and b a r s ,  black e n t e r t a i n e r s ,  a black record  market 
51 

and, a f t e r  World War Two, b lack  r a d i o  s t a t i o n s .  The r e s u l t  of 

a l l  t h i s  exposure t o  forms t h a t  openly expressed t h e i r  own 

values  and spoke t o  t h e i r  own concerns was a s t rengthened sense  

of a l l e g i a n c e  t o  t h e i r  community and an increased  confidence 

C i n  t h e i r  oyn a b i l i t i e s .  (This confidence can be heard i n  t h e i r  
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The confidence and sense of community d i d  n o t  extend \ 

beyond t h e  ghe t to ,  however. Whereas a  community would i d e a l l y  

c o n t r o l  i t s  own l a b o r  as we l l  as i t s  homelife  and i t s  l e i s u r e ,  

t h e  black comnunity's autonomy was conf ined  t o  t h e i r  homelife 

(which, a s  w e  i n d i c a t e d  above, was d i s r u p t e d  by t h e  process  of 

u rban iza t ion)  and t h e i r  l e i s u r e .  The c o n s t r a i n t s  of r ace  and 

c l a s s  i n  t h e  urban job market ( o r  i n  t h e  school  system) allowed 

f o r  very l i t t l e  express ion  of black confidence and autonomy. 

Racism, as we have s a i d ,  w a s  t h e  un i fy ing  f a c t o r  wi th in  

t h e  ghet to .  To a g r e a t  e x t e n t  it a l s o  u n i f i e d  t h e  var ious  

g h e t t o s  (al though t h e r e  were r e g i o n a l  v a r i a t i o n s  i n  c lo th ing ,  

dances and musical  s t y l e s ) .  

52 
b)  Adolescent Communities 

S o c i o l o g i s t  Hans Sebald has def ined  adolescence a s  " t h e  

uns t ruc tu red  and i l l - d e f i n e d  phase t h a t  l i e s  between childhood 
53 

and adulthood".  According t o  t h i s  d e f i n i t i o n ,  although a l l  

s o c i e t i e s  produce young people,  no t  a l l  s o c i e t i e s  produce 

adolescents .  I n  a g r i c u l t u r a l  and t r i b a l  s o c i e t i e s ,  f o r  

i n s t a n c e ,  t h e  t r a n s i t i o n  from childhood t o  adulthood i s  usual ly  

c l e a r l y  s t r u c t u r e d  and def ined  by customs and t r a d i t i o n s .  

Urban- indus t r ia l  s o c i e t i e s ,  however, genera te  adolescents  

through such f a c t o r s  a s  " t h e  spea ra t ion  of t h e  l o c a t i o n  of 

work from the domici le ,  t h e  h ighly  s p e c i a l i z e d  d i v i s i o n  of 

l a b o r ,  the n e c e s s i t y  of a  long pe r iod  of  educat ion  and t r a i n i n g  

i n  p r e p a r a t i o n  f o r  a  p o s i t i o n  wi th in  t h e  complex urban- 

i n d u s t r i a l  s t r u c t u r e ,  t h e  a v a i l a b i l i t y  t o  t h e  young of  a 
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c o n s i d e r a b l e  s h a r e  of t h e  economic a f f l u e n c e ,  and t h e  r e l a t i v e l y  

h igh  social and geograph ic  m o b i l i t y  s o  c h a r a c t e r i s t i c  o f  urban- 
54 

i n d u s t r i a l  l i f e .  " These f a c t o r s  encourage t h e  decay of t h e  

extended fami ly  and t h e  d e c l i n e  o f  p a r e n t a l  a u t h o r i t y .  Although 

a d o l e s c e n t  communities are n o t  an i n e v i t a b l e  consequence, Sebald  

views them as p r i m a r i l y  a compensation by a d o l e s c e n t s  t o  t h e  
55 

above f a c t o r s .  

I n  t h e  examinat ion o f  t h e  b l a c k  g h e t t o  communities i n  t h e  

p rev ious  s e c t i o n ,  w e  i n d i c a t e d  t h a t ,  because they  a r e  h e a v i l y  

c o n s t r a i n e d  by t h e  su r round ing  s o c i e t y ,  they  are n o t  i d e a l  

examples of  communities. T h i s  i s  t r u e  t o  an even g r e a t e r  degree  

of t h e  a d o l e s c e n t  communities. Whereas t h e  e x p r e s s i o n  o f  

community i d e n t i t y  i n  t h e  g h e t t o  tended  t o  be l i m i t e d  t o  home 

l i f e  and l e i s u r e  a c t i v i t i e s ,  t h e  e x p r e s s i o n  of  i d e n t i t y  i n  t h e  

a d o l e s c e n t  community i s  u s u a l l y  l i m i t e d  t o  l e i s u r e  a c t i v i t i e s  
56 

alone.  (This  i s  p a r t i c u l a r l y  t r u e  of  working c l a s s  a d o l e s c e n t  

communities. I n  a middle  c l a s s  a d o l e s c e n t  community such as 

t h e  " h i p p i e  movement" a c e r t a i n  amount of community i d e n t i t y  i s  

a l s o  exp res sed  i n  such t h i n g s  a s  communal o r  coope ra t ive  l i v i n g  

o r  i n  occupa t ions  such as c r a f t  p r o d u c t i o n  o r  dope dea l ing .  

Even i n  middle  class a d o l e s c e n t  communities, however, t h e  

primary exp res s ion  of  community i d e n t i t y  i s  found i n  l e i s u r e  

a c t i v i t i e s . )  Adolescent  communities g e n e r a t e  s t y l e s  i n  t h e  u se  

of t h e i r  t e r r i t o r y ,  i n  t h e i r  speech,  i n  music, dance,  d r e s s ,  

grooming, apd i n  t h e i r  behav io r  i n  g e n e r a l .  These s t y l e s  are 

consu t ruc t ed  o u t  of i t e m s  and behav io r s  t h a t  are r e a d i l y  



a v a i l a b l e  t o  t h e  members, such a s  ( i n  t h e  case  of t h e  

g l g r e a s e r s " ) ,  t h e  c l o t h i n g  of t h e  working c l a s s  o r  elements of 

the  b lack  c u l t u r e .  By p lac ing  these  elements i n  t h e  con tex t  

of t h e  adolescent  community, however, t h e i r  meanings were 

a l t e r e d .  For i n s t a n c e ,  t h e i r  use o f  l e a t h e r  motorcycle j acke t s  

o r  t h e  aggress ive  d i s p l a y  of  denim work c l o t h e s  gave a  c e r t a i n  

symbolic power t o  t h e s e  i tems. The same was t r u e  of  t h e  use 

of black dance music o r  o t h e r  black c u l t u r a l  elements.  I t  is, 

perhaps,  d i f f i c u l t  t o  understand t h e  power of t h e s e  i tems i n  

r e t r o s p e c t .  For i n s t a n c e ,  denim has been commonplace f o r  years  

a s  has  music based on black r & b ,  but  i n  t h e  m i d - f i f t i e s  t h i s  

b i z a r r e  new combination was viewed a s  th rea ten ing .  

The p rocess  of s e l e c t i n g  t h e  elements of a  community 

i d e n t i t y  is ,  of course,  e c l e c t i c .  I tems and behaviors  associa-  

t e d  wi th  ( o r  ca r ry ing)  what a r e  viewed a s  outmoded responses t o  

t h e  world a r e  r e j e c t e d  and t h e  meaning of those  elements t h a t  

a r e  appropr ia t ed  i s  modified according t o  t h e  needs of the  

members . 
\ 

Through t h e i r  s t y l e s  urban communities, i n  a  sense ,  resist 

symbolical ly  t h e  a u t h o r i t y  of t h e  o u t s i d e  world. The s t y l e s  

have a  s o c i a l l y  i n t e g r a t i v e  funct ion  and g ive  t h e  members of  

t h e  community t h e  experience of having c o n t r o l  over  t h e i r  own 

world. (Ul t imate ly ,  however, the  r e s o l u t i o n  of t h e i r  problems 

i s  only_ symbolic. The community can only be a t  b e s t  a  p a r t i a l  

so lu t ion .  I n  t h e  o u t s i d e  world, the  family cont inues  t o  decay, 
f 

low paying manual l abor  o r  unemployment s t i l l  awai ts  them, and 



t h e y  remain incapab le  of  succeeding  i n  t h e  e x i s t i n g  e d u c a t i o n a l  

system. ) - 
11. Folk Music and POD Music 

1. Folk and Pop Defined 

The produc t ion  and care of  human be ings  i s  t h e  source  
of  a l l  t h e  arts.  

- Fred Brown 57 

The c e n t r a l  c o n s i d e r a t i o n  upon which t h e  d i s t i n c t i o n  

between f o l k  music and pop music i s  based  i s  t h e  f u n c t i o n  of  

t h e  music w i t h i n  i t s  s o c i a l  c o n t e x t .  

The community and t h e  marke tp lace  n a t u r a l l y  have d i f f e r i n g  \ 

views on music (and on a l l  o t h e r  a r t s ) .  I n  t h e  community, music 
58 

i s  i n t e g r a t i v e .  A s  w e l l  as n a r r a t i n g  impor t an t  f e a t u r e s  of  

t h e  cosmos, it e x p r e s s e s  t h e  sha red  rhythm o f  behavior  t h e r e .  

Hear ing o r  making t h i s  rhythm through  song o r  dance r e a f f i r m s  

t h e  s o c i a l l y  recognized,  s h a r e d  behav io r s  o f  t h e  group and 

t h e r e b y  r e a f f i r m s  t h e  r e l a t i o n s h i p s  of  t h o s e  i n  t h e  group t o  

one ano the r .  Of cou r se  d i f f e r e n t  s ea sons  ( h a r v e s t ,  s p r i n g ,  

w i n t e r )  i nvo lve  d i f f e r e n t  s h a r e d  behav io r s ,  s o  they  n a t u r a l l y  

have d i f f e r e n t  rhythms a s  t o  d i f f e r e n t  sha red  e v e n t s  such a s  

dea th ,  b i r t h  o r  mar r iage  and t h e  music f o r  each  e v e n t  v a r i e s  

acco rd ing ly .  Such musics a r e  termed " f o l k  musics".  

The a r t s  of  t h e  marke tp lace  b e a r  an e s s e n t i a l l y  p a r a s i t i c  
/ 

r e l a t i o n s h i p  t o  f o l k  (and " f i n e  a r t " )  forms. Clement Greenburg 

has  s a i d  of popu la r  c u l t u r e  ( f o r  which he u s e s  t h e  Geman 

word " k i t d c h " )  t h a t  i t s  p r e c o n d i t i o n  " i s  t h e  a v a i l a b i l i t y  c l o s e  
.- 

a t  hand of  a f u l l y  matured c u l t u r a l  t r a d i t i o n ,  whose 



d i scover ie s ,  a c q u i s i t i o n s ,  and p e r f e c t e d  self-consciousness  

k i t s c h  can t ake  advantage of  f o r  i t s  own e n d s . . . I t  draws i t s  

l i f e  blood, s o  t o  speak, from t h i s  r e s e r v o i r  of accumulated 
59 

experience.  " "Popular" o r  "pop" music has borrowed i t s  forms \ 

from t h e  musical  t r a d i t i o n s  o f  r u r a l  communities, g h e t t o  sub- 
60 

c u l t u r e s ,  youth s u b c u l t u r e s  and from c l a s s i c a l  music. 

The development of  popular  music was o r i g i n a l l y  a s soc ia ted  

with urbaniza t ion .  The rap id  development of c i t i e s  t h a t  

accompanied t h e  p rocess  of i n d u s t r i a l i z a t i o n  involved the  

displacement of people from v a r i o u s  r u r a l  communities. This  

meant t h a t  t h e  i n t e g r a t e d  s e t s  of  customs and t h e  f a m i l i a r  l i f e  

of t h e  community w a s  rep laced  by t h e  somewhat r egu la ted ,  b u t  

s o c i a l l y  d i s i n t e g r a t e d ,  l i f e  o f  t h e  c i t y .  With t h e  disappear-  

ance of t h e  community t h a t  had generated and s u s t a i n e d  t h e  f o l k  

forms, f o l k  musics a s  such tended t o  d i e  o u t  and be replaced  by 

popular music (which drew upon t h e  a s s o r t e d  f o l k  forms).  

This  use  of forms developed elsewhere has  remained t h e  

c e n t r a l  f e a t u r e  of  popular  music. The con tex t s  i n  which t h e  

forms were o r i g i n a l l y  genera ted  a r e  destroyed,  however, by t h e  

same processes  t h a t  draw t h e  music i n t o  t h e  marketplace.  

Popular music i s  n o t  an i n t e g r a t i v e  element i n  any k ind  of  

community, nor  does it pre tend  t o  be. I t  i s  simply e n t e r t a i n -  
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ment and it i s  commoditized and s o l d  as such. 

Because it l a c k s  any genera t ive  context ,  however, it must 

Constantlyi prey upon those  c o n t e x t s  where musical forms s t i l l  

t h r i v e .  The h i s t o r y  of  t h i s  p reda t ion  i s  the  h i s t o r y  of 



popu la r  music. 

2. POD Music: A S h o r t  H i s t o r v  

a) Music H a l l s  and M i n s t r e l  Shows 

Before  t h e  development of e l e c t r o n i c  media, t h e  music 

b u s i n e s s  w a s  based on t h e  l i v e  performance of music i n  music 

h a l l s  o r  t r a v e l l i n g  shows and on t h e  sale o f  s h e e t  music. O f  

cou r se  t h e s e  two a s p e c t s  of t h e  b u s i n e s s  over lapped.  I f ,  f o r  

i n s t a n c e ,  a prominent  music h a l l  per former  cou ld  be  persuaded 

t o  add a newly w r i t t e n  song t o  h i s  o r  h e r  r e p e r t o i r e ,  t h e  s a l e s  

of t h a t  song would most c e r t a i n l y  i n c r e a s e .  

I n  England ( p a r t i c u l a r l y  i n  London and o t h e r  major  urban 

a r e a s ) ,  t h e  p u b l i c  performance of  music  occu r red  p r i m a r i l y  i n  

t h e  music  h a l l s ,  which were b a s i c a l l y  d r i n k i n g  e s t a b l i s h m e n t s  

t h a t  encouraged t h e i r  customers ' pa t ronage  by p rov id ing  l i v e  

e n t e r t a i n m e n t .  H e r e  bu r l e sque ,  pantomime and v a u d e v i l l e  a l l  

co -ex i s t ed  w i t h  popu la r  song. Music h a l l s  t h r i v e d  du r ing  t h e  

n i n e t e e n t h  c e n t u r y ,  b u t  w e r e  l a r g e l y  k i l l e d  o f f  du r ing  t h e  
62 

n i n e t e e n  t w e n t i e s  by t h e  p o p u l a r i t y  of  t h e  new movie houses.  

I n  t h e  middle o f  t h e  n i n e t e e n t h  c e n t u r y ,  t r o u p e s  o f  music 

h a l l  pe r fo rmers  began t o u r i n g  t h e  e a s t e r n  Uni ted S t a t e s  

i n s p i r i n g  American per formers  t o  c r e a t e  s i m i l a r  t roupes .  One 

o f  t h e  c h a r a c t e r s  t h e  Eng l i sh  t r o u p e s  i n t r o d u c e d  was t h e  

s o - c a l l e d  " n i g g e r  m i n s t r e l " ,  which was a wh i t e  music ian who 

rubbed b u r n t  cork on h i s  f a c e  and pa rod ied  t h e  music and 
C 

behav io r  of  American b l acks .  T h i s  c h a r a c t e r  was extremely 

p o p u l a r  w i t h  wh i t e  American audiences  (who a l s o  en joyed  
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p a r o d i e s  of I r i s h  and German immigrants)  and became such a \ 

s t a p l e  o f  t h e  American v a r i e t y  t r o u p e s  t h a t  t hey  became known 

as " m i n s t r e l  shows". 

b) Tin  Pan Al l ey  and t h e  C e n t r a l i z a t i o n  of Pop Music 

Not u n t i l  t h e  end o f  t h e  c e n t u r y  w i t h  t h e  enactment 
and p o l i c i n g  of  f i r m e r  c o p y r i g h t  l a w s  enac t ed  i n  1870, 
1897 and 1909 and t h e  c o n s o l i d a t i o n  o f  t h e  Tin Pan 
Al l ey  music b u s i n e s s  i n  N e w  York, d i d  s h e e t  music pub- 
l i s h i n g  become t h e  c e n t e r  o f  t h e  popu la r  music i n d u s t r y .  

-Pe te rson  and Berger  64 

The music b u s i n e s s ,  made up l a r g e l y  of  t o u r i n g  mus ica l  

t r o u p e s  and t h e  p u b l i s h e r s  of b roads ide  b a l l a d s ,  remained 

d e c e n t r a l i z e d  th roughout  most of  t h e  n i n e t e e n t h  cen tu ry .  The 
-sa 

p r o c e s s  o f  c e n t r a l i z a t i o n  began w i t h  an i n c r e a s e d  demand f o r  
, _A- 

s h e e t  music f o r  home p i anos .  Song p u b l i s h e r s  competed f o r  t h e  -- 
a t t e n t i o n  of  t h e  customers  who n a t u r a l l y  t ended  t o  buy material 

w i t h  which t h e y  w e r e  f a m i l i a r .  

'--,\ This  meant t h a t  t h e  t a s k s  o f  t h e  music b u s i n e s s  came t o  - - 

i n c l u d e  n o t  on ly  song w r i t i n g  and p u b l i s h i n g  b u t  a l s o  song 

exposure  which w a s  termed "song plugging".  I n  t h e  l a t e  e i g h t e e n  
1 

hundreds  and t h e  e a r l y  decades  of t h i s  cen tu ry ,  t h i s  meant 

i n t r o d u c i n g  songs t o  t h e  music buying p u b l i c  by means of  min- 

s trel  show and music h a l l  per formers .  Performers  w e r e  p a i d  t o  

p l a y  songs o r  w e r e  g iven  c o - c r e d i t  f o r  w r i t i n g  t h e  songs i n  

r e t u r n  f o r  performing them. 

To h i r e  song p l u g g e r s  and t o  pay t h e  necessary  b r i b e s  

r e q ~ i r e d ~ c a p i t a l  and a s  s m a l l e r  companies e i t h e r  went bankrupt  

o r  w e r e  absorbed by l a r g e r  p u b l i s h e r s ,  t h e  i n d u s t r y  i n c r e a s i n g l y  
I 

c e n t r a l i z e d .  
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The c e n t r a l i z a t i o n  of t h e  i n d u s t r y  while  a t tempt ing  t o  

appeal  t o  buyers of s h e e t  music f o r  home performance a l s o  

brought about  a change i n  t h e  music i t s e l f .  Whereas - the songs 
* - 

of t h e  e igh teen th  and n ine teen th  century had o f t e n  been 
65 - 

t o p i c a l ,  t h e  product ions of Tin Pan Alley d e a l t  almost -- 
exc lus ive ly  wi th  s t a g e s  of t h e  cour t sh ip  r i t u a l .  This  change - 
i n  t o p i c  occurred because t h e  publ i sh ing  f i rms  f e a r e d  offending 

any p a r t  of  t h e i r  buying publ ic .  So t h e  songs were w r i t t e n  

about ga in ing  o r  l o s i n g  love and were c a r e f u l  n o t  t o  p lace  

these  emotions " i n  any l a r g e r  i n s t i t u t i o n a l  o r  emotional 
66 

framework". The musical  complexity of t h e  song was a l s o  

determined by t h e  audience.  The songs had t o  be kep t  very 

simple and mechanical so  t h a t  they  could be e a s i l y  mastered by 

t e c h n i c a l l y  i n e p t  p iano p laye r s .  I n  d i scuss ing  t h i s  process  

of song w r i t i n g  and plugging Peterson  and Berger suggest :  

" I n  l a r g e  p a r t  t h e  Tin Pan Alley formula-tune was a product  of 

t h e  o l i g o p o l i s t i c  concen t ra t ion  of t h e  music i n d u s t r y  i n  a few 
67 

firms".  

c) From Folk Roots t o  Ragtime 

I n  h i s  book Country Music U.S.A., B i l l  Malone suggests  t h a t  

t h e r e  a r e  b a s i c a l l y  t h r e e  regions  i n  North America t h a t  have 

s t rong  musical  t r a d i t i o n s .  These are:  t h e  Maritimes i n  Eas tern  

Canada, t h e  r u r a l  u p s t a t e  New England region ,  and a v a s t  a r e a  

i n  t h e  South s t r e t c h i n g  from Vi rg in ia  ac ross  t o  Eas tern  Texas 

and extendfng in land  from t h e  coas t  t o  the  Appalachian and Ozark 
68 

mountain ranges. I t  i s  i n  t h e  t h i r d  of t h e s e  regions  t h a t  
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most o f  t h e  mus ica l  forms t h a t  have dominated t w e n t i e t h  

c e n t u r y  popu la r  music have been developed.  

A s  mentioned e a r l i e r ,  f o l k  musics  are c l o s e l y  r e l a t e d  t o  

t h e  rhythms and major  e v e n t s  i n  t h e  l i v e s  of t h e  people  who 

p l a y  them. People  are a b l e  t o  keep a l i v e  a f o l k  music t r a d i t i o n  

on ly  as long  a s  t hey  con t inue  t o  l i v e  t h e  l i f e s t y l e  t o  which 

t h e  mus ica l  forms correspond.  There  w a s  undoubtedly  a  s t r o n g  

mus ica l  t r a d i t i o n  a t  one t i m e  a long  the A t l a n t i c  seaboard 

between Boston and Washington, b u t  t h e  d i s r u p t i o n s  caused by 

t h e  e a r l y  development of  i n d u s t r y  t h roughou t  t h i s  a r e a  even- 

t u a l l y  d i s i n t e g r a t e d  t h i s  t r a d i t i o n .  The South  developed a  

p r i m a r i l y  r u r a l ,  a g r i c u l t u r a l  economy and f o l k  music cont inued  

t o  f l o u r i s h  i n  t h e s e  r u r a l  areas long a f t e r  it had l a r g e l y  d i s -  

appeared i n  t h e  North. 

Because o f  t h e  r u r a l  b i a s  o f  t h e i r  economy, the towns i n  
69 

t h e  South tended  t o  be  sma l l  and somewhat i s o l a t e d .  The 

people  i n  t h e  towns tended t o  be c o n s e r v a t i v e .  The r e s u l t  of 

t h e s e  c h a r a c t e r i s t i c s  was a  f a i r l y  autonomous t i g h t l y  k n i t  

community i n  which a  commonly h e l d  body o f  music p layed  an 

impor t an t  r o l e  as a  s o c i a l  i n t e g r a t o r .  F o r  i n s t a n c e ,  song 

c o l l e c t o r s  w e r e  impressed w i t h  t h e  "p reva l ence  of s i n g i n g  among 
70 

bo th  young and o l d "  i n  t h e  sou the rn  mountain r eg ions .  

AS w e l l  a s  predominance of a  t r a d i t i o n a l  r u r a l  economy, 

t h e  South had one o t h e r  impor t an t  f e a t u r e  t h a t  has  shaped 

American mus ica l  forms and t h a t  was racism.  Because of the * 
s e g r e g a t i o n  of b l a c k s  and w h i t e s ,  two f o l k  t r a d i t i o n s  came t o  



\ 

e x i s t  s i d e  by s i d e  i n  t h e  South.  The whi te  s t y l e s  a r e  u s u a l l y  

lumped t o g e t h e r  a s  coun t ry  o r  count ry  and western music 

(which i s  d e a l t  w i t h  i n  t h e  Appendix). r The b lack  s t y l e s  inc lude  

ragt ime,  j azz ,  b l u e s ,  and gospe l .  These b l ack  s t y l e s  have been 

c e n t r a l  t o  t h e  American music i n d u s t r y  throughout  t h i s  century.  

A f t e r  t h e  American C i v i l  War, r a c i a l  s eg rega t ion  rep laced  

s l a v e r y  a s  a  means of  exc lud ing  b lacks  from the mainstream of  

American s o c i e t y .  Denied a c c e s s  t o  t h e  whi te  commercial world, 

b l acks  developed t h e i r  own c u l t u r e  based on t h e i r  shared  p red i -  
71 

cament. A s  they  moved from r u r a l  t o  urban a r e a s ,  t h e  p r a c t i c e  

of s eg rega t ion  a g a i n s t  them, combined wi th  extreme economic 

e x p l o i t a t i o n ,  fo rced  them t o  l i v e  i n  g h e t t o s .  Because of t h i s  

g h e t t o i z a t i o n ,  b l a c k s  tended  t o  main ta in  t h e i r  s ense  of communal 

i d e n t i t y  even i n  urban a r e a s .  

The musics t h e  b l a c k s  developed i n  t h e  pos t -C iv i l  War 

p e r i o d  combined both  European and* Afr ican  t r a d i t i o n s .  For 

i n s t a n c e ,  European i n s t r u m e n t s  w e r e  u s u a l l y  used (a l though t h e  

banjo,  which was based on an Af r i can  ins t rument ,  was extremely 

popular )  and European song forms were a l s o  common. Vocal 

s t y l e s  and rhythmic e l emen t s  w e r e  o f t e n  t r a c e a b l e  t o  Afr ican  

r o o t s .  The c o n d i t i o n s  o f  l a b o r  shared  by much of t h e  b lack  

community, whether  a s  a g r i c u l t u r a l  workers i n  t h e  South o r  

f a c t o r y  workers i n  t h e  North,  a l s o  shaped t h e i r  music. The 

music s t r e s s e d  very p h y s i c a l  rhythms and t h e  l y r i c s  o f t e n  d e a l t  

wi th  p h y s i c a l  p l e a s u r e s  o r  ha rdsh ips  a t  a  time when t h e  no r the rn  * 
Tin Pan Alley p roduc t ions  w e r e  u s u a l l y  bland,  s e n t i m e n t a l  

evas ions  o f  r e a l i t y .  
h 
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The p o p u l a r i t y  of  t h e  m i n s t r e l  shows i n s p i r e d  b l a c k  

mus ic ians  t o  form t h e i r  own m i n s t r e l  t r oupes .  Whereas i n  t h e  

o r i g i n a l  t r o u p e s  w h i t e  mus ic ians  and dance r s  pa rod ied  b l a c k s ,  

i n  t h e  b l a c k  t r o u p e s ,  t h e  per formers  pa rod ied  w h i t e s  parodying 

b l acks .  The music t h e y  performed w a s  a syncopated v e r s i o n  of 

t h e  popu la r  w h i t e  j i g s  and reels which they  o f t e n  p layed  on a 

ban jo  (an i n s t r u m e n t  on which syncopa t ion  i s  an e a s i l y  produced 

e f f e c t ) .  To syncopa te  music i n  t h i s  manner came t o  be  known as 

making it "ragged" which i s  t h e  e tymolog ica l  s o u r c e  o f  t h e  
72  

term "rag t ime" .  The m i n s t r e l  shows t h a t  p l ayed  t h i s  music 

w e r e  p a r t i c u l a r l y  popu la r  i n  t h e  p i o n e e r  s ta tes  of  Kansas, 
7 3  

Arkansas,  Oklahoma and Missour i  and o t h e r  b l a c k  mus ic ians  i n  

t h e s e  areas adap ted  t h i s  s t y l e  t o  t h e i r  own in s t rumen t s .  

Marching bands and s m a l l  dance bands made t h e i r  music "ragged" 

a s  d i d  t h e  b l a c k  p i a n o  p l a y e r s  i n  t h e s e  p i o n e e r  a r e a s .  This  

"ragged" p i a n o  s t y l e  bacame wide ly  p o p u l a r  th roughout  t h e  

e a s t e r n  Uni ted S t a t e s  i n  t h e  l a t e  e i g h t e e n  n i n e t i e s  and 

remained p o p u l a r  u n t i l  about  t h e  t i m e  o f  t h e  F i r s t  World W a r .  

L ike  j a z z  and rock music a f t e r  it, rag t ime  was l a r g e l y  

gene ra t ed  by t h e  s e g r e g a t e d  b l a c k  community. The mas t e r s  of 

t h e  s t y l e  w e r e  mos t ly  b l a c k  pe r fo rmers ,  few o f  whom e v e r  

r e c e i v e d  r e c o g n i t i o n  o r  money from t h e i r  i nnova t ions ,  b u t  t h e  

people  who became famous and wea l thy  by working i n  t h e  s t y l e  

were mos t ly  whi te .  This  has  been common throughout  t h e  whole 

of t w e n t i e t p  c e n t u r y  American music.  The "King" o f  Ragtime 

was a w h i t e  band l e a d e r  named Mike Bernard,  t h e  "King" of  J a z z  



Page 35 

\ 
was a white  band l eader  named Paul Whiteman, t h e  "King" of  ' 

Swing w a s  Benny Goodman and t h e  "King" of Rock and Roll  was 

E l v i s  Pres ley .  A l l  o f  t h e s e  "Kings" w e r e ,  of course,  proclaimed 

by t h e  whi te  music indus t ry .  

Ragtime broke through t o  a wider p u b l i c  i n  1897 and was 

c a r r i e d  ac ross  the  United S t a t e s  by t h e  "cakewalk", a dance 

c raze  wi th  which it became assoc ia ted .  The cakewalk was a 

b lack  dance s t y l e  which parodied t h e  manners and behaviors  

of whi te  high soc ie ty .  --4. 

The town of S e d a l i a  i n  Missouri  i s  o f t e n  mentioned i n  

connection with t h i s  commercial breakthrough although i t s  fame 

may stem from t h e  f a c t  t h a t  it w a s  t h e  home of S c o t t  J o p l i n ,  

one of t h e  only b lack  composers of ragt ime t o  r ece ive  acclaim. 

S t .  Louis and New Orleans developed l o c a l  s t y l e s ,  b u t  New York, 

t h e  c e n t e r  of t h e  music pub l i sh ing  i n d u s t r y ,  a l s o  became t h e  

ragtime cen te r .  Tin Pan Alley t r e a t e d  ragtime a s  a f ad  and 

cranked ou t  thousands of " rags" .  Ragtime was viewed p r imar i ly  

a s  a p iano  music and t h e  p o p u l a r i t y  of t h e  p l a y e r  piano a t  t h i s  

t i m e  helped t o  spread t h e  Tin Pan Al ley  c r e a t i o n s .  The f a c t  

t h a t  it was o f t e n  played i n  s i l e n t  movie t h e a t r e s  a l s o  added t o  

i t s  popu la r i ty .  

\ 

d )  The Role of Technology i n  t h e  C e n t r a l i z a t i o n  of Pop Music 

The h i s t o r y  of Tin Pan Alley i s  t h e  h i s t o r y  of t h e  commod- 

i t i z a t i o n  of  musical forms ( u s u a l l y  borrowed from f o l k  o r  f i n e  

a r t  sourceS).  This commoditization t akes  d i f f e r e n t  d i r e c t i o n s  

depending l a r g e l y  upon the  s o r t s  of technology being appl ied  
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t o  t h e  process  of  making music. The record  i n d u s t r y  began i n  

1877 with Edison ' s  inven t ion  of t h e  "phonograph" wi th  i t s  

c y l i n d r i c a l  record ,  b u t  even when E m i l e  B e r l i n e r  in t roduced 

t h e  d i s c  record  four teen  yea r s  l a t e r ,  t h e  main bus iness  i n  t h e  

music i n d u s t r y  was song p r i n t i n g  and publ i sh ing .  With t h e  

widespread p o p u l a r i t y  of  t h e  p l a y e r  piano, more complex mater- 

i a l  could be marketed and ragtime was e x p l o i t e d  f o r  t h i s  pur- 

pose, bu t  t h e  w r i t i n g  and pub l i sh ing  of a song and t h e  means of 

g e t t i n g  exposure f o r  it remained t h e  same. 

With t h e  i n t r o d u c t i o n  of t h e  78 rpm record  t h i s  began t o  

change as t h e  market f o r  t h i s  technology blossomed i n  t h e  f i r s t  

two decades of this century.  The p iano dec l ined  i n  p o p u l a r i t y  
- - 

i (and wi th  it ragt ime,  a  p iano music). In  t h e  e a r l y  twent ies  

commercial r a d i o  was developed and it r a p i d l y  took over  from 

m i n s t r e l  shows and music h a l l s  a s  the  most important means of 

"plugging" a song. I t  a l s o  replaced  the  phonograph a t  l e a s t  

temporari ly  a s  t h e  most important  technology of the  music 

indus t ry .  I n  1924 t h e  mechanical recording was replaced  by a  

v a s t l y  s u p e r i o r  e l e c t r o n i c  process  and i n  1927 sound recording  

was a p p l i e d  t o  t h e  movie bus iness  which meant t h a t  it immediate- 

l y  became ano the r  powerful means of "song plugging". 

Each of t h e s e  new technologies  increased  t h e  c e n t r a l i z a t i o n  

of t h e  music i n d u s t r y  because "each increased  t h e  c o s t s  of 

product ion and promotion which had t o  be pa id  before  a  record o r  

a performer who was t o  be promoted i n t o  " s t a r "  s t a t u s  could g ive  
$ 74 

any r e t u r n  on t h e  investment".  



I The prime mechanism f o r  i n s u r i n g  t h e  succes s  of  t h e  
l a r g e  i n i t i a l  inves tments  h a s  been t h e  v e r t i c a l  con- 
c e n t r a t i o n  of t h e  i n d u s t r y .  Music p u b l i s h i n g  c o m -  
p a n i e s  became c l o s e l y  l i n k e d  t o  t h e  record-making 
companies who r e t a i n e d  pe r fo rmers  under  long-term 
e x c l u s i v e  c o n t r a c t s .  These r e c o r d  companies, i n  t u r n ,  
w e r e  l i n k e d  t o  Broadway t h e a t r e s ,  movie s t u d i o s ,  and 
b r o a d c a s t  networks. Thus, th rough  t h e  y e a r s  t h e  v a r i o u s  
f a c t o r s  of p roduc t ion  - t a l e n t ,  r e p u t a t i o n ,  copyr igh t ,  
d i s t r i b u t i o n ,  and promotion - became concen t r a t ed  i n t o  
s e v e r a l  huge combines. 75 

+- 

The dep res s ion  of t h e  e a r l y  t h i r t i e s  f u r t h e r e d  t h i s  p r o c e s s  

by weeding o u t  t h e  s m a l l e r  independent  companies. 

e )  J a z z  and Swing 

New Or leans  Dix ie land  jazz  grew o u t  o f  t h e  a p p l i c a t i o n  o f  

t h e  r a g t i m e - s t y l e  syncopa t ion  t o  s m a l l  band music du r ing  t h e  

f i r s t  couple  of decades  o f  t h i s  c e n t u r y ,  b u t  it d i d  n o t  en joy  a 

s i m i l a r  commercial breakthrough u n t i l  a f t e r  t h e  F i r s t  World War 

and t h e  i n t r o d u c t i o n  o f  r ad io .  Many N e w  Or leans  mus ic ians  had 

moved t o  n o r t h e r n  urban c e n t e r s  i n  s e a r c h  of work and, du r ing  

t h e  e a r l y  t w e n t i e s ,  many worked i n  t h e  Chicago speakeas i e s  

where a new s t y l e  emerged which h a s  been c a l l e d  t h e  Chicago 
7 6  

Dix ie l and  s t y l e .  I t  w a s  t h i s  s t y l e  r a t h e r  t h a n  t h e  N e w  

Or l eans  s t y l e  t h a t  became w e l l  known. I n  t h e  t w e n t i e s ,  jazz  

was s e i z e d  upon by t h e  music i n d u s t r y  as t h e  " fad"  t o  r e p l a c e  

ragt ime.  

The emergence of j azz  was a s  sudden as t h e  e a r l i e r  

emergence o f  Ragtime. Richard A. P e t e r s o n  has  proposed t h r e e  

i n t e r r e l a t e d  e x p l a n a t i o n s  f o r  t h e  break through  of jazz  a t  t h i s  
$ 

t i m e .  The f i rs t  f a c t o r  P e t e r s o n  c o n s i d e r s  i s  t h e  "dynamics of 
77 

p o p u l a r  music fads" .  Although popu la r  mus ic ' s  primary 
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s u b j e c t  m a t t e r  i s  "one s t a g e  o r  ano the r  of  t h e  puppylove t o  

d ivorce  cyc le ,  t h e r e  i s  a r a p i d  success ion  of  formats  i n  which 

t h e  formula tunes  are packaged and t h e r e  i s  a c o n t i n u a l  s ea rch  

f o r  novel  formats .  Thus, pop music i s  c h a r a c t e r i z e d  by a 
78 

success ion  o f  fads" .  By t h e  e a r l y  t w e n t i e s ,  t h e  

c y c l e  of Tin Pan Al l ey  formula tunes  which mixed 
s e n t i m e n t a l  b a l l a d s  wi th  'coon songs '  and o t h e r  
e t h n i c  s t e r e o t y p e s  had become r e p e t i t i o u s  and bor ing  
even t o  t h e  r e l a t i v e l y  u n s o p h i s t i c a t e d  pop audience.  
And a g e n e r a t i o n  of s t a r  per formers  was growing o l d  
whi le  i t s  replacements  w e r e  l i t t l e  more than  p a l e  
i m i t a t i o n s .  F i n a l l y ,  t h e  audience '  s acceptance  of 
jazz  may have been p recond i t ioned  t o  t h e  r a d i c a l l y  
d i f f e r e n t  b e a t  and sound of  jazz  by t h e  e a r l i e r  
i n c u r s i o n s  i n t o  pop music of rag t ime and W.C. Handy- 
type blues .79 

This  d e s c r i p t i o n  of  t h e  c o n d i t i o n  o f  popu la r  music be fo re  

t h e  emergence of j azz  i n  many ways p a r a l l e l s  t h e  cond i t ion  of 

music j u s t  b e f o r e  t h e  appearance of rock and r o l l .  

Pe te r son  cont inues :  

A second l i n e  of e x p l a n a t i o n  f o r  t h e  emergence of  t h e  
v i t a l  f a d  e r a  of jazz  has  t o  do w i t h  t h e  s o c i a l  ferment 
of  t h e  t i m e s  b rought  on by World War 1, r a p i d  urbani-  
z a t i o n  and i n d u s t r i a l i z a t i o n  a s  w e l l  a s  t h e  anguish 
over  p r o h i b i t i o n .  A h igh  degree of geographic  m o b i l i t y  
exposed b lack  f o l k  c u l t u r e  t o  wh i t e  pop c u l t u r e .  What 
i s  more, j azz  and t h e  Roaring Twenties c u l t u r e  i n  which 
it became imbedded provided  a p p r o p r i a t e  symbols of 
r e b e l l i o n  a g a i n s t  t h e  predominant middle-class  Vic to r i an  
mores d e a l i n g  w i t h  s e x u a l  behavior ,  s o c i a l  c l a s s  d i s t i n c -  
t i o n s ,  r a c i a l  a t t i t u d e s ,  l i q u o r ,  female l i b e r a t i o n  and 
i n t e r g e n e r a t i o n a l  c o n f l i c t .  80 

This  r e b e l l i o u s  edge t o  t h e  sub-cu l tu re  i n  which jazz  

"became imbedded" caused it t o  be widely a t t a c k e d  by church 

groups a s  a cause  o f  immoral i ty  j u s t  a s  rag t ime had been 

a t t a c k e d  e&lier  and rock and r o l l  was a t t a c k e d  i n  t h e  f i f t i e s  

and s i x t i e s .  
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The t h i r d  l i n e  of e x p l a n a t i o n  focuses  on d i s l o c a t i o n s  
i n  t h e  i n d u s t r y  which manufactured and d isseminated  
popu la r  music. The o l i g o p o l i s t i c  c o n t r o l  which 
c h a r a c t e r i z e d  t h e  i n d u s t r y  t empora r i ly  gave way t o  
i n t e n s e  compet i t ion and t h u s  t h e  l o g i c  of producing 
carbon c o p i e s  of proven h i t  formulas  gave way t o  
r a p i d  experimentat ion.  Such compe t i t i on  w a s  t r i g g e r e d  
by t h e  r a p i d  d isseminat ion  of new t echno log ies ,  which 
i n  t h e  p o s t  World War 1 e r a  meant t h e  78 rpm phonograph 
and t h e  r ad io .  These t e c h n o l o g i e s  profoundly changed 
t h e  n a t u r e  of performance and i n s t r u m e n t a t i o n  and t h u s  
ushered i n  a whole new wave of per formers .  The r i c h  
o p e r a t i c  b a r i t o n e  which could f i l l  a  t h e a t r e  was rep laced  
by t h e  t h i n  t e n o r  voice  which could  c a r r y  over  t h e  
s u r f a c e  n o i s e  of  t h e  s h e l l a c  r eco rd .  The changes a l s o  
made p o s s i b l e  t h e  e x p l o i t a t i o n  of new markets and 
marke t ing  techniques  f o r  t h e  p roduc t s  of t h e  popular  
music i n d u s t r y .  Where t h e  prime p roduc t  had been t h e  
s a l e  of  s h e e t  music f o r  d i n i n g  h a l l  and home - family 
p i ano  performance i n  a predominant ly  sma l l  town s e t t i n g ,  
t h e  c r u c i a l  new market was recorded  music f o r  c o l l e g e  
youth and urban performance i n  p l a c e s  f e a t u r i n g  dancing 
and d r ink ing .  8 1  

A s  w e  w i l l  d i s c u s s  l a t e r ,  t h e s e  " d i s l o c a t i o n s  i n  t h e  music 

i n d u s t r y "  a l s o  p a r a l l e l  i n  many ways d i s l o c a t i o n s  t h a t  happened 

dur ing  t h e  e a r l y  f i f t i e s ,  

P e t e r s o n  does n o t  stress t h e  whi te  e x p l o i t a t i o n  of  b lack  

musica l  forms, b u t  t h i s  cont inued  dur ing  t h e  J a z z  Age. Tin 

Pan Al ley  once aga in  took over  t h e  product ion  of songs i n  t h i s  

s t y l e  and N e w  York song p u b l i s h e r s  made most of t h e  money o f f  

t h i s  new " f ad" .  

With t h e  depres s ion  tile music b u s i n e s s  went i n t o  d e c l i n e ,  

b u t  by t h e  l a t e  t h i r t i e s  "swing",  a new " b i g  band" s t y l e  of jazz 

was g a i n i n g  mass p o p u l a r i t y .  P ioneered  i n  t h e  l a t e  twen t i e s  

and e a r l y  t h i r t i e s  by b lack  band leade r s  and a r r a n g e r s  such a s  

F l e t c h e r  H$nderson, Don Redman and Duke ~ l l i n g t o n ,  it was no t  

u n t i l  young whi t e  musicians  mastered t h e  s t y l e  t h a t  it broke 
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through t o  l a r g e  whi te  audiences .  Most of t h e  well-known bands 

of t h e  Swing Era w e r e  l e d  by whi t e  musicians  a l though some 

b lack  bandleaders  (such a s  E l l i n g t o n  o r  Count Bas ie )  were 

accepted by white  audiences  and some whi t e  bandleaders  (such 

a s  Benny Goodman) had b lack  musicians  i n  t h e i r  bands. 

Whereas e a r l i e r  j azz  s t y l e s  had s t r e s s e d  a c e r t a i n  amount 

of i n d i v i d u a l  improvisa t ion ,  t h e  swing s t y l e  was c h a r a c t e r i z e d  

by s e c t i o n s  of t rumpets ,  trombones, saxophones and rhythm 

ins t ruments .  Rather than improvis ing  i n d i v i d u a l l y ,  tlle s e c t i o n s  

of in s t rumen t s  played o f f  each  o t h e r  i n  a  manner t h a t  provided 

a  very rhythmic dance music. 

By t h e  e a r l y  f o r t i e s  t h e  swing s t y l e ,  under a t t a c k  by 

church l e a d e r s  a s  a  c o r r u p t e r  of  youth and a t tempt ing  t o  ga in  

wider  acceptance,  had become much sweeter and had s a c r i f i c e d  

much of i t s  rhythmic emphasis. During t h e  l a t e  f o r t i e s  r i s i n g  

wage r a t e s  made it i n c r e a s i n g l y  d i f f i c u l t  t o  suppor t  l a r g e  L 

numbers of musicians and, f a c i n g  compet i t ion  from smal l e r  bands .' 
equipped wi th  new e l e c t r o n i c  in s t rumen t s ,  most of t h e  Big Bands 

broke up. Another major f a c t o r  c o n t r i b u t i n g  t o  t h e  break up 

of  t h e s e  bands was t h e  rea l ignment  of t h e  i n d u s t r y  a t  t h e  t i m e  

of t h e  ASCAP-BMI d i s p u t e  and t h e  P e t r i 1 1 0  Ban. These w i l l  be 

d e a l t  wi th  i n  t h e  next  s e c t i o n .  

f )  Realignments i n  t h e  Music I n d u s t r y  

I n  1941, because of a  "war" between r i v a l  arms of t h e  
* 

en te r t a inmen t  bus iness ,  T in  Pan Al ley  rece ived  a  s e r i o u s  se tback  

i n  terms of t h e  i n d u s t r y ' s  c o n t r o l  over  popular  music. A f t e r  
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t h e  i n t r o d u c t i o n  o f  " t a l k i e s " ,  t h e  Hollywood movie i n d u s t r y  

(and i n  p a r t i c u l a r  Warner Bro the r s )  had q u i c k l y  r e a l i z e d  t h e  

p o t e n t i a l  for  making money from t h e  r o y a l t i e s  of  songs  t h a t  

occur red  i n  t h e i r  movies. A s  a r e s u l t  t h e y  soon bought  o u t  
82  

major T in  Pan A l l e y  p u b l i s h i n g  f i rms .  

The Tin  Pan Al l ey  p u b l i s h e r s  had banded t o g e t h e r  i n  1914 

t o  form t h e  American S o c i e t y  o f  Composers, Authors ,  and Pub l i sh -  

ers (ASCAP), an agency t o  c o l l e c t  t h e i r  r o y a l t i e s  f o r  them. 

When Hollywood bought  o u t  T in  Pan Al l ey ,  it a l s o  ga ined  c o n t r o l  

o f  ASCAP. I n  1941, r ecogn iz ing  t h a t  r a d i o  w a s  growing i n  pop- 

u l a r i t y  and r e a l i z i n g  t h a t  it was keep ing  customers  home from 

t h e  movies, t h e  movie i n d u s t r y ,  through ASCAP, a t t empted  t o  

block t h e  p l a y i n g  o f  r e c o r d s  on t h e  r ad io .  The p l a n  was t o  

double t h e  r o y a l t y  rate on t h e i r  songs. ASCAP was known t o  have 

a l l  the t o p  s o n g w r i t e r s  i n  America under i t s  c o n t r o l ,  s o  t h e  

r a d i o  s t a t i o n s ,  which would be unable  t o  m e e t  t h e  i n c r e a s e d  

r o y a l t y  cha rge ,  would be  unable  t o  p l a y  popula r  music. The 

p l an  b a c k f i r e d  d r a s t i c a l l y .  

A group of  independent  r a d i o  b r o a d c a s t e r s  responded by 

forming Broadcas t  Music Inco rpo ra t ed  ( B M I ) ,  a r i v a l  r o y a l t y  

c o l l e c t i o n  agency. T in  Pan A l l e y ' s  songwr i t e r s  had been 

e x p l o i t i n g  b l a c k  and r u r a l  wh i t e  f o l k  s t y l e s  s i n c e  i t s  incep- 

t i o n .  The a c t u a l  p r a c t i t i o n e r s  o f  t h e  s t y l e s  had n o t  been 

a l lowed,  i n  most c a s e s ,  t o  p u b l i s h  f o r  ASCAP. BMI publ i shed  

them and r a d i o  s t a t i o n s  p layed  t h e i r  m a t e r i a l .  T h i s  gave 
* 

count ry  music and rhythm and b l u e s  an unprecedented a c c e s s  t o  



\ 
the p o p u l a r  market.  Although ASCAP s e t t l e d  wi th  t h e  r a d i o  

i n d u s t r y  w i t h i n  t h e  y e a r ,  T in  Pan A l l e y ' s  g r i p  on popula r  

music  had been broken.  

F u r t h e r  d i f f i c u l t i e s  ensued.  During t h e  p e r i o d  t h a t  r a d i o  

s t a t i o n s  w e r e  unable  t o  p l a y  ASCAP t u n e s  (because of  t h e  new 

r o y a l t y  rates) , they  d i scon t inued  t h e  b r o a d c a s t i n g  o f  l i v e  

music,  a lmos t  a l l  of  which a t  t h a t  t i m e  w a s  c o n t r o l l e d  by ASCAP, 

and s t a r t e d  f avo r ing  r e c o r d i n g s  of BMI t unes .  When t h e  roya l -  

t i e s  con t rove r sy  ended, r a d i o  s t a t i o n s  con t inued  f a v o r i n g  

r e c o r d s  over  l i v e  b roadcas t s .  T h i s  meant t h a t  mus ic ians  w e r e  

b e i n g  h i r e d  less o f t e n .  The American Fede ra t ion  o f  Musicians 

went on s t r i k e  ove r  t h e  i s s u e  o f  r o y a l t y  payments t o  music ians  

performing on recorded  mater ia l .  The s t r i k e  l a s t e d  from 

August 1942 t o  October 1943 and i s  known as t h e  P e t r i l l o  Ban 

a f t e r  t h e  l e a d e r  o f  t h e  mus ic i ans '  union: J a m e s  Caesar 
83 

P e t r i l l o .  Although t h e y  won t h e  s t r i k e  t h e  i n d u s t r y  under- 

went f u r t h e r  changes as a  r e s u l t  o f  it. The r e c o r d i n g  compan- 

ies tu rned  t o  s i n g e r s  who w e r e  n o t  union members. This  l e d  t o  

t h e  p e r i o d ,  i n  t h e  l a t e  f o r t i e s  and e a r l y  f i f t i e s ,  o f  t h e  

"c roone r s " .  The companies a l s o  developed t h e  system of  u s ing  

a "house band" on t h e i r  r e c o r d i n g s .  These two f a c t o r s  c o n t r i -  

b u t e d  t o  t h e  d e c l i n e  of t h e  Big Band p e r i o d  i n  t h a t  t h e  r o l e  

of t h e  band l e a d e r  was deemphasized and o p p o r t u n i t i e s  f o r  a 

band t o  r e c o r d  became less f r e q u e n t .  By 1946 most of  t h e  

bands had d i s s o l v e d .  

Another a s p e c t  of  t h e  music  i n d u s t r y ' s  e f f e c t  on popula r  
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music which needs  t o  be  d e a l t  w i t h  a t  g r e a t e r  l e n g t h  i s  i t s  

commoditizat ion and commerc ia l iza t ion  of  mus ica l  forms. We 

end t h i s  s e c t i o n  w i t h  a quo te  from P e t e r s o n  and Berger  which 

sums up much o f  t h e  music  i n d u s t r y ' s  a c t i v i t y  i n  t h i s  area: 

The i n d u s t r y  s t r u c t u r e  and marke t ing  tactics of  t h e  f i r s t  
h a l f  o f  t h e  c e n t u r y  prov ided  l i t t l e  i n c e n t i v e  f o r  mer- 
chand i s ing  c o n t r o v e r s i a l  t u n e  l y r i c s .  Ra ther ,  i t  was 
more p r o f i t a b l e  t o  w r i t e  songs i n  t h e  accep ted  e s c a p i s t  
love  formula  i n  o r d e r  t o  c a t c h  a s  wide a  segment of  t h e  
market  as p o s s i b l e .  Success  came from marke t ing  a song 
t h a t  w a s  more ' ave rage '  t han  any of t h e  o t h e r s  be ing  
o f f e r e d .  Th i s  s t r a t e g y  w a s  c o d i f i e d  e a r l y :  by 1900 
songs w e r e  l i t e r a l l y  manufactured accord ing  t o  a number 
o f  f i x e d  formulas  and promoted i n  s t a n d a r d  ways.. . The 
economics which i n s u r e d  t h e  homogeneity of p r o d u c t  i n  
t h i s  m a s s  market  i n d u s t r y  are n o t  u n l i k e  t h o s e  t h a t  
produced t h e  formula  Hollywood movies o f  t h e  19301s ,  
t h e  D e t r o i t  au tomobi le  o f  1946-1965, and t h e  TV series 
o f  t h e  1960 's .  

The Tin Pan A l l e y  m a s s  media-disseminated popu la r  music 
r e p r e s e n t s  on ly  t h e  most conspicuous music of  t h e  t i m e ,  
however. Beneath t h e  s u r f a c e  s e v e r a l  s o r t s  of "communal" 
music - t h a t  is ,  music n o t  merchandised through t h e  
mass media b u t  d i s semina ted  p r i m a r i l y  through l i v e  
performance t o  r e l a t i v e l y  homogeneous groups o f  f a n s  - 
developed i n  t h e  f i r s t  h a l f  o f  t h e  cen tu ry .  Each o f  
t h e s e :  b l u e s ;  j a z z ;  coun t ry  and wes t e rn ;  gospe l ;  and 
t r a d e  un ion  and R a d i c a l  L e f t  exp res sed  c o n t r a s t i n g  world 
views and engaged i n  p o l i t i c a l  - s o c i a l  commentary much 
as p o p u l a r  music  had done b e f o r e  it  w a s  commercialized. 
Thus, t a k e n  a s  a whole, popu la r  music c o n s i s t e d  o f  an 
i d e o l o g i c a l l y  s t e r i l e  mass media-disseminated mainstream 
and s e v e r a l  i d e o l o g i c a l l y  r i c h  b u t  segmented communal 
s i d e  streams. 

The c o n t i n u i n g  v i t a l i t y  o f  t h e s e  communal genre  s t r o n g l y  
s u g g e s t s  t h a t  T i n  Pan Al l ey  music d i d  n o t  r e f l e c t  t h e  
range o f  s e n t i m e n t s  t h a t  t h e  mass audience would pay t o  
hear .  Even more t e l l i n g  ev idence  i s  provided  by t h e  
e x p l o s i v e  p o p u l a r  r e a c t i o n  which occu r red  when one o r  
a n o t h e r  o f  t h e  communal musics e n t e r e d  t h e  mainstream. 
The two major  cases a r e ,  o f  course ,  t h e  i n j e c t i o n  of  j azz  
i n  t h e  e a r l y  1 9 2 0 ' s  and t h e  f a r  g r e a t e r  i n c u r s i o n  o f  
b l u e s  and c o u n t r y  music as r o c k ' n ' r o l l  a f t e r  1954.84 

4 
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111. Community and Marketplace i n  Rock Music 

The d i s t i n g u i s h i n g  t r a i t  o f  rock music  i s  i t s  e n e r g e t i c ,  

rhythmic momentum. This  momentum i s  c a r r i e d  by an emphatic,  

phys ica l ly -compel l ing  b e a t  and i s  a c c e n t u a t e d  by v o c a l  and 

i n s t r u m e n t a l  t e c h n i q u e s  which a r e  n o t  c h a r a c t e r i z e d ,  p r i m a r i l y ,  

by v i r t u o s i t y  o r  complexi ty ,  b u t  r a t h e r  by s e n s u a l i t y ,  exu- 

berance  and v i g o r .  

Whether o r  n o t  rock music i s  commercial ized i s  n o t  an 

e s s e n t i a l  c h a r a c t e r i s t i c ;  no r  i s  i t s  r e l a t i o n s h i p  t o  community. 

T h i s  i s  t h e  r e l a t i o n s h i p  between pop and f o l k  musics.  Rock 

can be  e i t h e r .  'For  t h e  r eco rd  c o r p o r a t i o n ,  music p u b l i s h e r  o r  

r a d i o  s t a t i o n ,  rock music i s  packaged and s o l d  f o r  on ly  one 

r e a s o n  - t o  make a  p r o f i t .  When it i s  no longe r  p r o f i t a b l e  

t hey  no l o n g e r  have any i n t e r e s t  i n  it.% Its r o l e  i n  an urban 

community, however, i s  as an i n t e g r a t i v e  element.  (This  

l a t t e r  r o l e  is ,  of  cou r se ,  somewhat ambiguous because,  a s  we 

have s a i d ,  t h e  urban communities are c o n s t r a i n e d  by and y e t  

depend upon t h e  h e a v i l y  commercial ized mass s o c i e t y ,  which i s  

t h e i r  c o n t e x t . )  Whether rock i s  f o l k  o r  pop depends on t h e  

deg ree  t o  which it has  been shaped by t h e  p r o c e s s  of commercial- 

i z a t i o n .  Some music i s  w r i t t e n ,  performed and marketed a s  a  

commercial p roduc t  wh i l e  o t h e r  music b e g i n s  as t h e  music of  a - A  

r a c i a l  o r  a d o l e s c e n t  community and, even a f t e r  it i s  mass 

marketed,  it r e t a i n s  i t s  communal c h a r a c t e r i s t i c s .  The o r i g i n -  

a l  b reak thaough  o f  rock music (which w e  c a l l  t h e  " F i r s t  Wave") 

w a s  dominated by t h e  l a t t e r  t ype  of music a s  was t h e  pe r iod  
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from 1964 t o  1969 (which w e  have termed t h e  "Second Wave"). 
1 

The p e r i o d  between 1959 and 1963 (which w e  have termed t h e  

"Counter-Reformation") and most o f  t h e  S e v e n t i e s  have been 

dominated p r i m a r i l y  by marke tp lace  i n t e r e s t s .  These f o u r  

p e r i o d s  w i l l  be  examined below i n  c h r o n o l o g i c a l  o rde r .  

(The b a s i s  o f  o u r  p r e s e n t a t i o n  of t h e  music i n  terms of  

f o u r  p e r i o d s  i s  an examina t ion  of  t h e  main s t y l e s  or gen res  - 
of pop music ove r  t h e  p a s t  twenty- f ive  yea r s .  Each p e r i o d  i s  

dominated by a s m a l l  number of s t y l e s .  The main s t y l e s  of  

each  p e r i o d  are e x p l o r e d  i n  dep th  i n  t h e  h i s t o r y  o f  rock 
85 

music p r e s e n t e d  i n  t h e  Appendix of t h i s  t h e s i s . )  

A. The F i r s t  Wave: Music of  t h e  Urban Communities 

Reaches a Mass Audience (1955-58) 

I n  t h e  p r e s e n t  c h a p t e r  w e  w i l l  e x p l o r e  t h e  r o l e s  of 

community and marke tp lace  d u r i n g  t h e  F i r s t  Wave, t h e  o r i g i n a l  

p e r i o d  of rock mus ic ' s  v i t a l i t y .  Our procedure  w i l l  b e  t o  

d i v i d e  t h e  i n q u i r y  i n t o  t h r e e  s e c t i o n s :  "developments i n  t h e  

music i n d u s t r y "  ( t h e  r o l e  o f  t h e  marke tp l ace ) ;  " t h e  r o l e  of  

urban canmuni t ies" ;  and " t h e  music i t s e l f 1 ' .  The f i r s t  s e c t i o n  

c e n t e r s  on t h o s e  commercial developments t h a t  a l lowed an a s s o r t -  

ment of new s t y l e s  t o  r e c e i v e  widespread exposure and t h e  ways 

i n  which t h e  i n d u s t r y  a t t empted  t o  d e a l  w i t h  t h e  p o p u l a r i t y  of  

t h e s e  new s t y l e s .  

I n  t h e  s e c t i o n  on urban communities, w e  c h a r a c t e r i z e  t h e  

s o c i a l  g r o u p h g s  i n  which t h e  mus ica l  forms w e r e  o r i g i n a l l y  

gene ra t ed  and s u s t a i n e d .  
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The t h i r d  s e c t i o n  b r i e f l y  examines t h e  major musical  

s t y l e s  of  t h e  F i r s t  Wave, i n  terms of t h e i r  r e g i o n a l  o r i g i n s  

and t h e  i n f l u e n c e  of commercial f a c t o r s .  

1. ; 
Our procedure f o r  examining developments i n  t h e  music 

i n d u s t r y  w i l l  be t o  d i v i d e  ou r  i n q u i r y  i n t o  t h r e e  main phases:  

t h e  procurement of  raw m a t e r i a l s ,  t h e  t r ans fo rma t ion  of raw 

m a t e r i a l s  i n t o  commercial p roduc t s ,  and t h e  d i s t r i b u t i o n  and 

consumption of t h e s e  products .  "Raw m a t e r i a l s "  r e f e r s  t o  both k 

performers  and songs. The t ransformat ion  of t h e s e  raw mater- 

i a l s  r e f e r s  n o t  on ly  t o  t h e  record ing  p rocess ,  b u t  a l s o  t o  t h e  

v a r i o u s  means of "plugging" t h e  product .  Without exposure,  

whether by l i v e  c o n c e r t ,  r a d i o ,  TV o r  whatever,  a r eco rd  i s  n o t  

y e t  a "commercial product" .  " D i s t r i b u t i o n  and consumption" 

r e f e r s  t o  t h e  f a c t  t h a t  t h e  p u b l i c  must be a b l e  t o  f i n d  t h e  

product .  No m a t t e r  how popular  a record ing  o r  a r t i s t  i s ,  i f  

t h e  r eco rd  i s  n o t  adequately  d i s t r i b u t e d  o r  i f  t h e  a r t i s t  i s  

n o t  g iven  media exposure ,  t h e  music i n d u s t r y  cannot  p r o f i t  

from t h a t  p o p u l a r i t y  and, l i k e  any o t h e r  i n d u s t r y ,  " p r o f i t "  

i s  i t s  primary i n t e r e s t .  

a )  The Procurement of Raw M a t e r i a l s  

A s  even a cu r so ry  examination of t h e  h i s t o r y  of popular  

music i n d i c a t e s ,  t h e  music i n d u s t r y  does n o t  9 e n e r a t e  s t y l e s .  

Nor do  i n d i v i d u a l s  gene ra t e  s t y l e s ,  a l though t h e  i n d u s t r y  
@ 

o f t e n  packages performers  a s  i f  they had invented  t h e  s t y l e  

they work i n .  Ray Char les  d i d  n o t  i n v e n t  " sou l "  music, nor  
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d i d  B i l l  Haley i n v e n t  r o c k ' n ' r o l l ,  and t h e  B e a t l e s  d i d  n o t  

i n v e n t  " t h e  Liverpool  sound". A l l  o f  t h e s e  a r t i s t s  d i d  make 

c o n t r i b u t i o n s  t o  t h e  s t y l e s ,  however. 
d ,  

The s t y l e s  t h a t  become p o p u l a r  are gene ra t ed  i n  r e g i o n a l  

communities o r  i n  s u b - c u l t u r e s  as p a r t  of t h e  s o c i a l  f a b r i c .  

The i n d u s t r y  borrows t h e s e  s t y l e s  and fo rmul i ze s  them and 

makes them i n c r e a s i n g l y  " p a l a t a b l e "  u n t i l  t h e y  become bland.  

I n  g e n e r a l  w e  can s a y  t h a t  t h e  more t h e  i n d u s t r y  c o n t r o l s  t h e  

t h r e e  phases  of  p roduc t ion ,  t h e  b l a n d e r  t h e  music becomes 

u n t i l  a "new" s t y l e  c r o s s e s  over  i n t o  t h e  popula r  market and 

t h e  p r o c e s s  beg ins  again.% 
M 

t t h e  end of  t h e  Second World War, an o l i g a r c h y  of  l a r g e  

c o r p o r a t i o n s  w a s  f i r m l y  i n  c o n t r o l  o f  t h e  popula r  market.  Four 

companies, C a p i t o l ,  Columbia, Decca and RCA V i c t o r  c o n t r o l l e d  

t h e  r e c o r d  bus ines s  and between 1948 and 1955 they  accounted 
86 

f o r  o v e r  75 p e r c e n t  of t h e  t o p  t e n  h i t s .  A t  leas t  p a r t  o f  

t h e  remaining 25 p e r c e n t  was t aken  up by two new "major" 

r e c o r d  companies formed a f t e r  t h e  war: MGM r eco rds ,  set  up i n  

1946 as a s u b s i d i a r y  of  t h e  Hollywood f i l m  company, and Mercury 

r e c o r d s ,  formed i n  Chicago i n  1947. These l a r g e  r eco rd  compan- 

ies,  a l l  of which possessed  n a t i o n a l  d i s t r i b u t i o n  systems,  a r e  

r e f e r r e d  t o  a s  t h e  "majors". Although t h e  majors c o n t r o l l e d  

t h e  popu la r  market  t h e y  had l o s t  touch d u r i n g  t h e  w a r  wi th  t h e  

b l a c k  market .  N e w  s t y l e s  had developed among t h e  urbaniz ing  

b l a c k  popu la t ion ,  b u t  t h e  majors  e i t h e r  ignored  t h i s  growing 
87 

market  o r  cont inued t o  push pre-war s t y l e s . &  
d 



ome people no t i ced  t h e  s h i f t s  i n  black t a s t e s ,  however, 

and, i n  response t o  t h i s  new market, dozens of small  indepen- 

den t  companies (known a s  t h e  "independents") sprang up i n  

urban c e n t e r s  wi th  l a r g e  black populat ions.  Among t h e  most 

success fu l  of  t h e s e  were A t l a n t i c  records  i n  New York (founded 

i n  1948) ,  Savoy i n  Newark (1942),  King and i t s  s u b s i d i a r i e s  i n  

C inc inna t i  (1945) ,  Chess (founded a s  A r i s t o c r a t  i n  1947 and 

changed t o  Chess i n  1949) and Vee Jay  (1953) both i n  Chicago, 

Duke i n  Houston (1949),  and Aladdin (1945),  Modern ( l 9 4 5 ) ,  

S p e c i a l t y  (1945),  and Imper ia l  (1947) a l l  i n  Los Angeles. 

These companies, a long with many o t h e r s ,  developed a foothold  

i n  t h e  r e g i o n a l  b lack  markets and, when r & b  crossed over i n t o  

t h e  pop market, they  were a b l e  t o  e x p l o i t  t h i s  s h i f t  a s  w e l l  t 
@he independent Sun Records of Memphis deserves s p e c i a l  

mention. I t  was founded i n  1952 by Sam P h i l l i p s  who had been 

recording v a r i o u s  Memphis b l u e s  performers ( f o r  i n s t a n c e  B.B. 

King and Howlin' Wolf) s i n c e  t h e  l a t e  f o r t i e s  and l e a s i n g  t h e  

masters  t o  independent l a b e l s  such a s  Chess. P h i l l i p s  recog- 

nized e a r l y  t h a t  t h e  music could be popular  wi th  white  audien- 

ces  i f  they  had access  t o  it and he was respons ib le  f o r  

d iscover ing  many whi te  r & b  s i n g e r s  inc luding  E l v i s  P r e s l e y l  

(This i s  d i scussed  a t  g r e a t e r  length  i n  t h e  Appendix i n  t h e  

s e c t i o n  on r o c k a b i l l y )  . 
h h e  majors were o u t  of touch with these  developments. The 

a r t i s t  and r e p e r t o i r e  ( A & R )  people,  whose job i t  i s  t o  d e t e r -  
# 

mine which performers  t o  s i g n  and which songs t o  use,  were 
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u n f a m i l i a r  w i t h  t h e  b l ack  ar t i s ts  and t h e i r  material  and, when, 

i n  t h e  e a r l y  f i f t i e s ,  a  new, a f f l u e n t ,  youth market  embraced 

t h i s  material ,  t h e  majors  were caugh t  o f f  guard.  Some chose 

t o  i g n o r e  it. Others  used t h e i r  e x i s t i n g  w h i t e  a r t i s t s  t o  do 

"cover"  v e r s i o n s  of b l ack  material. T h i s  meant t h a t  t h e y  

would r eco rd  t h e  same mus ica l  arrangement f o r  a  song as t h e  

independent  company had used f o r  t h e i r  v e r s i o n ,  b u t  L4e majors 

would remove a l l  s e x u a l  innuendo from t h e  l y r i c s  and "c lean  up" 

t h e  s t y l e  of  t h e  s i n g e r  (which meant t h a t  t h e  s i n g e r  had. t o  

sound w h i t e ) .  This  system worked a t  f i r s t ,  b u t ,  p a r t i a l l y  

through t h e  i n f l u e n c e  o f  D J ' s  l i k e  Alan Freed ,  who i n s i s t e d  

on p l a y i n g  t h e  o r i g i n a l  v e r s i o n s  of songs ,  t h e  young wh i t e  

audience  s t a r t e d  demanding t h e  b l ack  sound. The o l i g o p o l i s t i c  

c o n t r o l  of  t h e  majors  co l l apsed .  By 1958 t h e  f o u r  majors  

t h a t  had dominated t h e  market  from 1948 t o  1955 had only 36 
88 

p e r c e n t  o f  t h e  h i t s  and t h e y  would n o t  have done even t h a t  

w e l l  i f  RCA had n o t  purchased Sun Records '  t o p  a r t i s t :  E l v i s  

P r e s l e y ,  who had f o u r  t o p  t e n  h i t s  i n  '"4 
b)  The Trans  format ion  I n t o  Commercial P roduc t s  

The p r o c e s s  of r eco rd ing  i s  e s s e n t i a l  t o  t h e  t r ans fo rma t ion  

o f  mus ica l  performance i n t o  commercial p roduc t .  Because of i t s  

c o s t ,  each  new t e c h n o l o g i c a l  i nnova t ion  t h a t  has  improved t h i s  

p r o c e s s  of  mus ica l  cornrnoditization has  tended  t o  c o n c e n t r a t e  t h e  

power t o  comrnoditize i n  fewer and fewer hands. e inven t ion  

of  t a p e  r ec&rd ing  and magnet ic  t a p e ,  however, g r e a t l y  reduced 
89 

t h e  c o s t  o f  r e c o r d i n g  and t a p e  became t h e  t e c h n o l o g i c a l  b a s i s  
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f o r  t h e  independents '  cha l lenge  t o  t h e  majors. With t h e  
\ 

reduct ion  of recording  c o s t s ,  i t  became p o s s i b l e  f o r  a person 

i n  touch wi th  a r eg iona l  music scene t o  record  a r t i s t s  before  

t h e  majors discovered them and perhaps before  t h e  majors even 

discovered t h e  r eg iona l  s c e n d  

u t ,  a s  mentioned above, t h e  process  of recording a 

musical performance does no t  t ransform it i n t o  a commercial 

product  necessa r i ly .  There must be p u b l i c  demand f o r  t h e  

performance before  t h e  record  becomes s a l e a b l e .  This  demand 

i s  c r e a t e d  through media exposure o r  through l i v e  p e r f o r m a n c ~  f 
During the  f o r t i e s  t h e  main means of  exposing a song t o  

t h e  p u b l i c  (known a s  "song plugging") was through l i v e  pe r fo r -  
90 

mance on t h e  radio.  Radio s t a t i o n s  (which were organized 

i n t o  networks) presented a v a r i e t y  of en ter ta inments  throughout 

t h e  day, i n  an a t tempt  t o  appeal  t o  a l l  age groups and markets, 

much a s  TV does today. The l i v e  performance of music was a 

c o s t l y  process  which was pa id  f o r  from ad revenues from these  

network performances. This  process  heav i ly  favored e x i s t i n g  

s t y l e s  of music and e x i s t i n g  s t a r s  who had proven t h e i r  

p o p u l a r i t y  wi th  the  sponsors of such programs. I t  was n a t u r a l l y  

very d i f f i c u l t  f o r  performers from smal l  independent l a b e l s  t o  

have access  t o  network radio .  

The development of TV a l t e r e d  t h i s  s i t u a t i o n  by drawing 
91 

o f f  much of r a d i o ' s  

works t o  co,llapse. 

programming and t h e  

ad revenue which caused the  r a d i o  ne t -  

The family en te r t a inment  formats of network 

expensive s t u d i o  bands disappeared with 
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t h e  networks.  Radio s t a t i o n s  became s i n g l e  market  o r i e n t e d  4 
which meant t h a t  t h e i r  programming no l o n g e r  a t t empted  t o  

p l e a s e  everyone,  b u t ,  i n s t e a d ,  simply a t tempted  t o  c a p t u r e  

a s m a l l  market  such  as, f o r  i n s t a n c e ,  ado le scen t s .  (The 

s i n g l e  market  o r i e n t a t i o n  was a l r e a d y  found, t o  a c e r t a i n  

e x t e n t ,  on b l a c k  s t a t i o n s .  ) 

A f t e r  t h e  c o l l a p s e  o f  t h e  networks,  s t a t i o n s  could  n o t  

a f f o r d  t o  b r o a d c a s t  l i v e  s t u d i o  bands s o  t h e y  t u r n e d  t o  r eco r -  

ded music. A s  mentioned above, t h e  BMI-ASCAP d i s p u t e  a l s o  

c o n t r i b u t e d  t o  t h i s  s h i f t  t o  recorded  music. Radio remained 

t h e  prime means o f  song p lugging  b u t  t h e  p r o c e s s  was no longe r  

s o  c e n t r a l l y  c o n t r o l l e d .  The s t a t i o n  employee who p layed  t h e  

r e c o r d s  ( t h e  d i s c  jockey o r  D J )  became much more i n f l u e n t i a l  

i n  de t e rmin ing  whether  o r  n o t  a song ga ined  exposure .  D J 1 s ,  

such as Alan Freed (who developed,  whi le  a t  W J W  i n  Cleveland i n  

t h e  e a r l y  f i f t i e s ,  t h e  e n t h u s i a s t i c ,  h i g h  energy s t y l e  s t i l l  

found on t o p  twenty r a d i o ) ,  d i scovered  t h a t  young people  seemed 

t o  l i k e  t h e  r a w ,  rhythmic,  b l ack  music and t h i s  i s  what t hey  

i n c r e a s i n g l y  programmed f o r  t h e i r  young audience.  
F 
During t h e  f irst  wave of  rock music, TV, movies, juke 

boxes and l i v e  c o n c e r t s  were a l s o  impor tan t  means o f  song 

plugging.  E l v i s  P r e s l e y ' s  TV appearances  w e r e  impor t an t  f o r  

t h e  growth o f  rock music i n  g e n e r a l  and t h e  u s e  o f  B i l l  Ha ley ' s  

"Rock Around The Clock" a s  t h e  theme music f o r  t h e  movie 

"Blackboard Jungle"  was probably t h e  main reason t h a t  t h e  r eco rd  

became an a l l - t i m e  b e s t s e l  (The r eco rd  has  s o l d  o v e r  
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The i n c l u s i o n  o f  t h e  above media, inc lud ing  rad io ,  i n  t h i s  

s e c t i o n  i s  r a t h e r  a r b i t r a r y .  They could j u s t  a s  e a s i l y  have 

been inc luded i n  t h e  next  s e c t i o n  a s  they  a r e  n o t  only a  means 

of a d v e r t i s i n g  f o r  t h e  record i n d u s t r y ,  b u t  a r e  a l s o  ways i n  

which t h e  music i t s e l f  i s  consumed. Although we w i l l  continue 

i n  t h e  fo l lowing chapters  t o  cons ider  t h e s e  media p r imar i ly  i n  

t e r m s  of t h e i r  r o l e  a s  "record pluggers" ,  t h e i r  funct ion  a s  

consumatory a c t i v i t i e s  i n  t h e i r  own r i g h t  should n o t  be 

fo rgo t t en .  

c )  ~ i s t r i b u t i o n  and Consumption 

he main advantage t h a t  t h e  majors have c o n s i s t e n t l y  main- 

t a i n e d  over  t h e  independents i s  t h a t  L5eir  record d i s t r i b u t i o n  

systems a r e  n a t i o n a l  (and o f t e n  i n t e r n a t i o n a l )  whereas t h e  

independents a r e  e i t h e r  l i m i t e d  t o  r e g i o n a l  d i s t r i b u t i o n  o r  

e l s e  they have t o  l e a s e  t h e i r  records  t o  one of the  major 

When independents develop the  k ind  of s c a l e  t h a t  inc ludes  a  

n a t i o n a l  d i s t r i b u t i o n  sys  tem (which assumes t h a t  they a l s o  

develop t h e  necessary promotional system a s  w e l l ,  such as  

Motown and A t l a n t i c  even tua l ly  d i d ) ,  they  have b a s i c a l l y  become 

a major. 

terms of t h e  kind of competi t ion they faced from t h e  

majors,  i n  such a r e a s  a s  d i s t r i b u t i o n  and promotion, the  only 

exp lana t ion  f o r  t h e  c o l l a p s e  of t h e  majors '  o l igopoly ,  even 
* 

when we c o n s i d e r  t h e  s h i f t s  i n  t h e  r a d i o  bus iness  and t h e  

decreased c o s t  o f  recording,  i s  t h a t  t h e  independents were a b l e  
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t o  supply a product  f o r  which t h e r e  was g r e a t  demand and 

which t h e  majors were unable t o  supply. Between 1954 and 1959 
93 

record  s a l e s  i n  America almost  t r i p l e d  and t h e  independents 

picked up a l a r g e  p ropor t ion  of  t h i s  i n c r e a s  

2.  The Role of Urban Communities 

The two k inds  of community t h a t  inf luenced rock music 

during t h e  F i r s t  Wave were t h e  black g h e t t o  communities and 

the  "greasers"  o r  "hoods". Both of t h e s e  types of communities 

&ad i n  common t h e  f a c t  t h a t  they  were made up p r imar i ly  of  

members ( o r  f u t u r e  members) of t h e  urban p r o l e t a r i a t .  The 

major d i f f e r e n c e s  between t h e  two were based on the f a c t  t h a t  

t h e  black communities were shaped by racism whereas t h e  adoles- 

c e n t  communities were shaped by d i f f e r e n c e s  i n  generat ion.  A s  

adolescents  grew o l d e r  they tended t o  d i s c a r d  t h e i r  s u b c u l t u r a l  I 

c h a r a c t e r i s t i c s  and e n t e r  t h e  mainstream of mass s o c i e t y ,  bu t  

t h i s  rou te  was obviously n o t  open t o  b lacks  who were born i n t o  
4 

t h e i r  community and could never  "grow o u t  of i t " .  Although 

adolescent  communities come and go, black g h e t t o  communities 

p e r s i s t  and t h i s  d i f f e r e n c e  between t h e  two types of commun- 

i t i e s  i s  r e f l e c t e d  i n  t h e  way they a r e  t r e a t e d  throughout t h i s  

t h e s i s .  Adolescent communities a r e  descr ibed i n  terms of the  

immediate circumstances t h a t  produced them and t h e i r  s p e c i f i c  

s t y l i s t i c  and a t t i t u d i n a l  responses t o  those circumstances,  

whereas t h e  b lack  communities a r e  considered p r imar i ly  i n  terms 
$ 

of changes i n  self- image t h a t  occur  wi th in  t h e  ongoing comrnun- 

i ty .  



a )  Black Ghe t to  Communities \ , 

During t h i s  cen tu ry ,  people  i n  t h e  b l a c k  g h e t t o s  have 

shaped t h e i r  r u r a l  f o l k  r o o t s  i n t o  r ag t ime ,  b l u e s ,  j azz ,  swing, 

rhythm and b l u e s ,  r o c k ' n ' r o l l  and s o u l ,  t o  name on ly  t h e  most 

g e n e r a l  c a t e g o r i e s .  Within each  of  t h e s e  t h e r e  w a s  a f u r t h e r  

p r o f u s i o n  o f  s t y l e s .  Over t h e  same p e r i o d  of t i m e  t h e  on ly  

major music t o  have emerged from a r u r a l  w h i t e  background has  

been t h e  c o l l e c t i o n  of  s t y l e s  known as "coun t ry  and western" .  

Although t h e  l a t t e r  s t y l e s  have changed somewhat over  t h e  

y e a r s ,  t h e y  have ~ e n e r a l l y  tended t o  be  r a t h e r  conse rva t ive  

and s t a b l e ,  l end ing ,  perhaps ,  a r e a s s u r i n g  c o n t i n u i t y  t o  t h e  

l i v e s  of  t h o s e  people  who had t h i s  music a s  t h e i r  t r a d i t i o n .  

On t h e  o t h e r  hand t h e  r a p i d  e v o l u t i o n  o f  b l a c k  s t y l e s  has  

sugges t ed  t u r b u l e n c e  r a t h e r  t h a n  c o n t i n u i t y .  

I n  t h i s  s e c t i o n  w e  w i l l  s u g g e s t  two i n t e r r e l a t e d  explan-  

a t i o n s  f o r  t h i s  tu rbu lence .  Our f i r s t  c o n s i d e r a t i o n  i s  t h e  

e f f e c t  o f  commercial p r e s s u r e s  on b l a c k  music. a r i o u s  

mus ica l  s t y l e s  Llat have been developed by t h e  b l ack  commun- 

i t i e s  from rag t ime  t o  rock have been h e a v i l y  comnerc ia l ized  

by t h e  wh i t e  music i n d u s t r y  and t h i s  widespread p o p u l a r i z a t i o n  

h a s  i n e v i t a b l y  meant t h a t  t h e  meanings t h e s e  s t y l e s  h e l d  f o r  

t h e  b l a c k s ,  b e f o r e  t hey  w e r e  commercial ized,  has  been a l t e r e d .  

(This  h a s  neve r  happened t o  t h e  same e x t e n t  t o  t h e  whi te  

c o u n t r y  s t y l e s  a l though  they  have g r a d u a l l y  undergone a p roces s  1 
of  c o m n e r c i ~ l  homogenization which has  c e r t a i n l y  des t royed  t h e  \ 
t r a d i t i o n a l  i n t e g r a t i v e  e f f e c t  t h a t  t h i s  music once had.) Each \ 

\ 
1 
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time t h e  music of t h e  b lack  community i s  a l t e r e d  by o u t s i d e  

f o r c e s ,  i t s  i n t e g r a t i v e  func t ion  i s  impaired. When t h e  music 

no longer  se rves  t h i s  func t ion ,  it i s  abandoned. We might say 

it "goes ou t  of s t y l e " .  I n  summary: one reason f o r  t h e  

r e l a t i v e l y  r a p i d  turnover  of  S lack  music s t y l e s  is t h a t  music 

i n d u s t r y  comrnoditization r e g u l a r l y  makes i t  necessary f o r  

b lacks  t o  r e j e c t  t h e i r  own c u l t u r a l  forms and inven t  new ones. 

We might say t h a t  t h e  music i s  r e j e c t e d  because it has been 

accepted by "honkies" and t h e r e f o r e  i s  no longer  a b a s i s  f o r  

black i d e n t i t y  

The e f f e c t  of e x t e r n a l  cormerc ia l  p ressu res  i s  only a - 
p a r t i a l  explanat ion  however. Another important  cons idera t ion  

has t o  do wi th  changes i n  b lack  self-image. Blacks have had t o  

s t r u g g l e  t o  f r e e  themselves n o t  only from oppressive s o c i a l  

and economic cond i t ions ,  b u t  a l s o  from a self-image t h a t  accepts  

o r  is  res igned t o  such cond i t ions .  A s  t h e i r  image of them- 

s e l v e s  has  changed, s o  has t h e i r  taste i n  music. 

s t y l e s  a s s o c i a t e d  with (and o f t e n  ca r ry ing)  outmoded responses 

t o  t h e  world a r e  r e j e c t e d .  

I n  t h e  1920's t h e  b lues  expressed a r e a l i s t i c  response t o  

t h e  s i t u a t i o n  most b lacks  found themselves in .  During and j u s t  

a f t e r  t h e  war, r & b  expressed an increased  confidence and power. 

By t h e  e a r l y  s i x t i e s ,  however, t h e  e a r l y  r & b  was being viewed 

as an embarrassing reminder of  t h e  r u r a l  world f r o n  which they  
94 

had escaped, I n  t h e  mid-s ix t i e s  a f u r t h e r  inc rease  i n  black 

confidence and p r i d e  was apparent  i n  t h e  r i s e  of "soul"  music 
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which w i l l  be  d i scussed  l a t e r .  

These changes i n  b lack  self-image have been c l o s e l y  con- 

nec ted  t o  s h i f t s  i n  b l ack  popula t ion  from t h e  r u r a l  sou th  t o  

urban a r e a s  ( p a r t i c u l a r l y  t o  t h e  n o r t h  and t o  t h e  w e s t  c o a s t ) .  

I n  1913, t h r e e  q u a r t e r s  of t h e  b l acks  were southern  peasan t s  

and one q u a r t e r  w e r e  
95 

had been reversed .  

A s  i n d i c a t e d  i n  

b l u e s  w e r e  t h e  music 

c i t y  dwel le rs ,  By 1960 t h i s  r e l a t i o n s h i p  

t h e  ~ p p e n d i x ,  t h e  t r a d i t i o n a l  country 

of a  people  who w e r e  somewhat res igned  

t o  f r u s t r a t i n g ,  r u r a l  l i v i n g  cond i t ions .  I n  t h e  twen t i e s ,  

count ry  b l u e s  was viewed by t h e  newly emerging b lack ,  urban, 

middle c l a s s  (and those  who had p r e t e n s i o n s  t o  such a  s t a t i o n )  

wi th  t h e  same contempt t h a t  middle c l a s s  wh i t e s  r e se rved  f o r  

" h i l l b i l l y "  music. The country b l u e s  was an embarrassment t o  

the  a s p i r a t i o n s  of  those  who hoped t h a t  through p o l i t e n e s s ,  

decorum, and a  "good" educa t ion  they might be g ran ted  access  t o  * 
96 

t h e  s o c i e t y  of t h e  whi te  middle c l a s s .  

These t a s t e s  have never  c o n t r o l l e d  t h e  b l ack  market, how- 

e v e r ,  and, when t h e  record  companies d iscovered  i n  t h e  l a t e  

1920 's  t h a t  b l a c k s  would buy t h e  rough count ry  b l u e s  a s  w e l l  

a s  t h e  s l i c k  urban s t y l e s ,  t h e  country b l u e s  were 

By t h e  1940 ' s  t h e  " c l a s s i c "  b l u e s  was looked upon 

of a  d i s a g r e e a b l e  p a s t .  

During t h e  war and a f t e r ,  migra t ion  from t h e  

momentum aqd b l a c k s  poured i n t o  no r the rn  and west  
97 

where a  h i g h e r  s t a n d a r d  of l i v i n g  awaited them.  

recorded, 

a s  a  re l ic  

South ga thered  

c o a s t  c i t i e s  

The migrat ion 
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t o  some a r e a s  was s o  r a p i d  t h a t  i n  Chicago, although o l d e r  and 

more " soph i s t i ca ted"  r e s i d e n t s  frowned upon it, some whole 

blocks became l i k e  "Miss i s s ipp i  v i l l a g e s ,  where country manners 
98 

and behavior  was t h e  norm". The awareness of these  new urban 

immigrants was r a p i d l y  transformed, however, by t h e i r  new 

l i v i n g  condi t ions .  "The Second World War had seen the  involve- 

ment o f  b lacks  i n  a n a t i o n a l  e f f o r t  on an unprecedented s c a l e ,  

i n  t h e  army, t h e  a i r  fo rce ,  t h e  navy, t h e  arms f a c t o r i e s ,  turn-  

i n g  o u t  bombs, tanks,  p lanes  and s h i p s .  The rap id  succession 

of even t s ,  t h e  war, t h e  new jobs,  exper iences  abroad, were a l l  
99 

e n e r g i s i n g  and inv igora t ing .  " 

The improved s tandard  of l i v i n g  which b lacks  experienced 

upon moving t o  t h e  c i t y  (and which was a t  l e a s t  p a r t i a l l y  

r e spons ib le  f o r  t h i s  new i n v i g o r a t i o n )  was no t ,  however, 

followed by f u r t h e r  i n c r e a s e s .  The b lacks  were drawn t o  t h e  

c i t i e s  t o  be given a p o s i t i o n  a t  t h e  economic bottom of t h e  

work f o r c e  which l ed  t o  a g r e a t  d e a l  of f r u s t r a t i o n .  "There 

were s e r i o u s  r i o t s  i n  t h e  war yea r s  and a f t e r ,  i n  Harlem, i n  
100 

D e t r o i t ,  i n  Chicago and elsewhere. " 

I t  was t h e  music of t h e  people l i v i n g  i n  t h e s e  ghe t tos ,  

i n  the  postwar pe r iod ,  which formed t h e  b a s i s  of r o c k t n t r o l l .  

b )  The Greasers:  South and North 

Whereas t h e  black g h e t t o  communities emerged a s  a response 

t o  whi te  racism and c l a s s  oppression,  t h e  "greasers"  emerged, 

i n  both t h e  Southern United S t a t e s  and i n  t h e  North, along t h e  

l i n e s  of c l a s s  and genera t ion .  I n  t h e  South, the  i n d u s t r i a l -  
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i z a t i o n  of a g r i c u l t u r e  drove whi te  

o f f  t h e  l and .  A s  mentioned above, 

l a b o r e r s  as w e l l  as b l a c k s  1 
t h e  move from coun t ry  t o  

c i t y  caused g r e a t  s o c i a l  upheaval  among t h e  b l acks .  Whites 

f aced  a s i m i l a r  problem. 

The e n f o r c e d  m i g r a t i o n  i n  p u r s u i t  of  employment oppor- 

t u n i t i e s  caused an e r o s i o n  of t r a d i t i o n a l  communities and 

extended f a m i l i e s ,  and t h e s e  i n s t i t u t i o n s  w e r e  n o t  r e p l a c e d  by 

any o t h e r  i n t e g r a t i v e  s t r u c t u r e s .  Young people  growing up i n  

t h e  c i t i e s  developed d i f f e r e n t  v a l u e s  than  t h e i r  p a r e n t s  had 

l e a r n e d  i n  t h e  coun t ry ,  which caused a  d e c l i n e  i n  r e s p e c t  by 

t h e  young f o r  t h e i r  p a r e n t s '  v a l u e s  and a f u r t h e r  decay of  

t h e  a l r e a d y  amputated f ami ly  s t r u c t u r e  t h a t  had su rv ived  t h e  

move t o  t h e  c i t y .  

T h i s  d e c l i n e  i n  t h e  a u t h o r i t y  of t h e  fami ly  w a s  o f t e n  

compounded by t h e  demora l i za t ion  of  t h e  p a r e n t s  i n  t h e  f a c e  o f  

unemployment. Modern e d u c a t i o n a l  systems which exposed t h e  

young t o  a wide range of  views,  some o f  which c o n t r a d i c t e d  

t h o s e  found i n  t h e  f ami ly ,  a l s o  c o n t r i b u t e d  t o  a  l oosen ing  of  

f a m i l i a l  t ies. 

The e d u c a t i o n a l  sys tem n o t  on ly  c o n t r i b u t e d  t o  t h e  decay 

o f  t h e  fami ly  and i t s  a u t h o r i t y ,  b u t  it a l s o  con f ron ted  t h e  

young r u r a l  mig ran t s  w i t h  f u r t h e r  d i f f i c u l t i e s .  They found 

themselves  i n  a s c h o o l  system f o r  which they  w e r e  ill prepared ,  

and i n  which t h e y  c o u l d  n o t ,  t h e r e f o r e ,  e x p e c t  t o  do w e l l .  

However, because  of  t h e  i n c r e a s e d  need f o r  " s k i l l s "  i n  t h e  
* 

urban job market ,  t hey  had l i t t l e  p r o s p e c t  of  r e c e i v i n g  
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anyth ing  b u t  t h e  lowest grades of employment i f  they  l e f t  \, 

school .  It  w a s  i n  response t o  t h i s  g e n e r a l l y  bleak s i t u a t i o n  

t h a t  t h e  g r e a s e r  subcul ture  was generated.  

The g r e a s e r s  developed p r i m a r i l y  around l e i s u r e  a c t i v i -  

t ies  ( a s  have o t h e r  working c l a s s  s u b c u l t u r e s ,  such a s  

England's " teddy boys", "mods", and "skinheads") .  Thei r  

choices  i n  t h e s e  a r e a s  expressed t h e i r  f r u s t r a t i o n  and un- 

happiness  wi th  t h e  world a s  it was p resen ted  t o  them. The 

i d e n t i t y  they developed was drawn from a number of sources,  

t h e  most important  of which was t h e  b lack  community. 

They no doubt i d e n t i f i e d  wi th  t h e  oppression of t h e  blacks 

and saw i n  t h e  black response t o  oppress ion  a readymade res- 

ponse f o r  themselves. Blacks had t h e i r  own r a d i o  s t a t i o n s ,  

r ecords ,  danceha l l s ,  e n t e r t a i n e r s ,  and c l o t h i n g  s t y l e s ,  a s  

w e l l  a s  t h e i r  own musical s t y l e s  and even t h e i r  own s lang.  

Young whi tes  adopted much of t h e  b lack  c u l t u r e .  Although it 

was frowned upon by t h e i r  e l d e r s ,  they  l i s t e n e d  t o  black per- 

formers on t h e  jukeboxes and on t h e  black r a d i o  s t a t i o n s ,  they  

used b lack  s l a n g ,  they  o f t e n  adopted t h e  b i z a r r e  c l o t h i n g  

s t y l e s  of t h e  urban b lacks  and even t h e  long greasy h a i r ,  from 

which t h e  g r e a s e r s  g o t  t h e i r  name, w a s  l i k e l y  inf luenced by 

t h e  b lack  "process"  ( a  black i m i t a t i o n  of white  h a i r s t y l e s ) .  

(Once t h e  g r e a s e r  subcul ture  was f i rmly  e s t a b l i s h e d ,  they  a l s o  

had t h e i r  own dances. ) 

The g r e a s e r s  d id  n o t  simply r e j e c t  t h e i r  p a r e n t s '  world 

however. The i r  adoption, perhaps somewhat symbolical ly ,  of 



denim jackets  and b lue  jeans,  f o r  i n s t a n c e ,  was an aggress ive  

a f f i rma t ion  of t h e i r  sharecropper  o r  working c l a s s  backgrounds 

(where denim work c l o t h e s  were common). This  a f f i r m a t i o n  of 

t h e i r  lower c l a s s  r o o t s  gave no consola t ion  t o  l o c a l  author- 

i t i e s ,  however, who viewed it, l i k e  t h e  adoption of elements 

of t h e  b lack  c u l t u r e ,  a s  th rea ten ing .  

When they developed t h e i r  own fus ion  of black and white  

country music s t y l e s ,  t h i s  t o o  w a s  viewed a s  th rea ten ing .  I t  

was t h e  development of t h i s  music which d i s t ingu i shed  t h e  

g r e a s e r s  i n  t h e  South from t h e i r  Northern counterpar ts .  The 

Northerners  w e r e  con ten t  t o  adopt  b lack  r&b  as  t h e i r  own, b u t  

t h e  Southerners  generated t h e i r  own ve r s ion  of it. Southern 

adolescents  from sharecropper  o r  working c l a s s  backgrounds, 

such a s  E l v i s  P res ley ,  C a r l  Perk ins ,  and Gene Vincent,  mixed 

t h e i r  i n h e r i t a n c e  of white  f o l k  s t y l e s  with black r & b ,  

c r e a t i n g  a  new s t y l e  which came t o  be known a s  " rockab i l ly" .  

The response of  working c l a s s  youths i n  t h e  North was 

otherwise s i m i l a r .  Post-war urban development and s h i f t s  i n  

job markets ( a s  we l l  a s  some migrat ion of whites  from t h e  

South) meant t h a t  those  t r a d i t i o n a l  communities t h a t  may have 

e x i s t e d  i n  urban a r e a s  decayed. The extended family eroded 

and customary r e l a t i o n s h i p s  wi th in  i t s  nuclear  h e i r  under- 

went f u r t h e r  decay. 

Through t h e  segregat ion  of l a r g e  pee r  groups of youths 

i n   school?^, away from t h e  opera t ion  of t r a d i t i o n  and i n  t h e  

absence of dependable ma t r i ces  of s o c i a l  r e l a t i o n s ,  adolescent  
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communities a l s o  developed i n  t h e  North. 

A s  i n  t h e  South,  t h e  g r e a s e r s t  main c u l t u r a l  e x p r e s s i o n s  

can be  s e e n  i n  t h e i r  l e i s u r e  a c t i v i t i e s .  Youths adopted b l ack  

r & b  music, b l a c k  s l a n g  and long  ( f o r  t h e  t i m e )  g r easy  h a i r .  

L ike  t h e i r  Southern  e q u i v a l e n t s ,  they  c u l t i v a t e d  an a g g r e s s i v e  

working class image emphasizing b l u e  j eans  and w h i t e  T - s h i r t s .  

They a l s o  o f t e n  wore l e a t h e r  motorcycle  j a c k e t s  which syrnbol- 

i z e d  speed  and danger  and perhaps  evoked t h e  r o l e  Marlon 

Brando p l ayed  i n  t h e  movie "The Wild One". 

The more emot iona l ,  less " s o p h i s t i c a t e d " ,  less European, 

r & b  appea led  t o  t h e  rhythm and s t y l e  o f  t h e  Northern g r e a s e r s .  

A s  soon as w h i t e  D J t s  d i s cove red  t h e  l i s t e n i n g  h a b i t s  of 

wh i t e  you ths ,  r a d i o  s t a t i o n s  began s p e c i a l i z e d  programming w i t h  

t h e  youth  market  i n  mind. Record companies began seek ing  o u t  

w h i t e  pe r fo rmers  t h a t  might appea l  t o  t h i s  market .  The v a r i o u s  

b l and  cove r  v e r s i o n s  made some impact  and B i l l  Haley f o r  a 

s h o r t  t i m e  became a s t a r ,  b u t ,  a l though  he was t h e  f i r s t  whi te  

ar t is t  t o  ach ieve  widespread acc la im i n  r o c k ' n ' r o l l ,  h e  was 

" n o t  t h e  s o r t  o f  f i gu rehead  on which t h e  new g e n e r a t i o n  based 
1 0 1  

t h e i r  f a n t a s i e s " .  

When r a d i o  and TV exposed t h e  Northern g r e a s e r s  t o  South- 

e r n ,  w h i t e  r o c k t n t r o l l  (and,  i n  p a r t i c u l a r ,  E l v i s  P r e s l e y ) ,  

they  adopted it (and him) a s  t h e i r  own. They d i d  n o t ,  however, 

produce any major  per formers  who could  sound a u t h e n t i c  w i t h i n  

t h i s  gen re , , pe rhaps  because,  u n l i k e  t h e  young Sou the rne r s  who 

cou ld  draw upon a l i v i n g  t r a d i t i o n  of whi te  r u r a l  music, t h e  
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Northern c i t y - d w e l l e r s  had only  fragments of a  musical  t r a d i -  

t i o n  on which t o  bu i ld .  

3.  The E f f e c t s  of Community and Marketplace on t h e  Music 

W e  have de f ined  t h e  marketplace i n  t e r m s  of i t s  co rpora t e  

s t r u c t u r e  ( i n c l u d i n g  t h e  f a c t  t h a t  t h e  l a r g e  co rpora t ions  tend  

t o  c o n t r o l  t h e  behavior  of  t h e  sma l l  bus inesses )  and i n  terms 

of t h e  way it shapes i t s  p roduc t s  by means of r a t i o n a l ,  

assembly- l ine techniques .  During t h e  F i r s t  Wave, t h e r e  were 

major d i s l o c a t i o n s  w i t h i n  t h e  pop music marketplace when t h e  

development of a  new e n t e r t a i n m e n t  medium, TV, eroded t h e  ad 

revenue of  t h e  r a d i o  networks; t h e  emergence of r a d i o  s t a t i o n s  

t h a t  s e rved  t h e  b lack  community o f f e r e d  young whi te  people  an 

a l t e r n a t i v e  t o  t h e  s t anda rd  c o r p o r a t e  product ;  and t h e  inven t ion  
* .  

of a  new inexpens ive  r eco rd ing  technique  d e c e n t r a l i z e d  t h e  

r eco rd ing  i n d u s t r y .  The combination of  t h e s e  f a c t o r s  (and 
a 

o t h e r s )  a l lowed a  number of sma l l  bus inesses ,  t h a t  had previous-  

l y  on ly  o p e r a t e d  i n  t h e  b l ack  communities, t o  ga in  a  l a r g e  

s h a r e  of t h e  r eco rd  market. se sma l l  bus inesses  d i d  n o t  

use t h e  assembly-l ine techniques  t o  manufacture t h e i r  music; 

t hey  had simply grown up f u l f i l l i n g  r e g i o n a l  b lack  music t a s t e s  

wi th  r eco rd ings  of  t h e  major b l ack  performers  i n  t h a t  region.  

The e f f e c t  t h e  breakthrough of  t h e s e  smal l  bus inesses  had on 

pop music was t o  in t roduce  t h e  music of t h e s e  b lack  communities 

t o  a  mass audience 
e 
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The d e f i n i t i o n  o f  community w e  p r e s e n t e d  above s t r e s s e d  

t h r e e  main f e a t u r e s :  a sha red  awareness o f  t h e  world ,  a sense  

of  scale or l i m i t  (a  s e n s e  of who be longs  t o  t h e  community 

and who does  n o t ) ,  and a s e n s e  of autonomy (a  c e r t a i n  s o c i a l  

independence) .  A s  w e  have a l s o  i n d i c a t e d ,  t h e  urban cornrnun- 

i t i e s  a r e  communities,  i n  terms of t h e s e  f e a t u r e s ,  i n  only  

l i m i t e d  areas o f  t h e i r  world. A t  work o r  i n  s choo l  ( o r ,  i n  the 

c a s e  o f  t h e  a d o l e s c e n t  communities, a t  home) t h e  s e n s e  o f  

community i s  compromised by t h e  c o n s t r a i n t s  and demands of mass 

s o c i e t y .  But i n  t h e i r  l e i s u r e  a c t i v i t i e s  t h e i r  s e n s e  of 

community i s  f o r c e f u l l y  expressed .  Although l e i s u r e - c e n t r e d  

communities can n o t  u l t i m a t e l y  s o l v e  t h e  l i f e  problems of t h e i r  

members, t h e y  g i v e  them a f r e e  space i n  which t h e y  can move wi th  

conf idence  and perhaps  p r i d e .  The music of t h e s e  communities 

i s  c h a r a c t e r i z e d  by v i g o r  and p h y s i c a l  rhythms. I t  does  no t  

t end  t o  be  c h a r a c t e r i z e d  by f a n t a s y  o r  s e n t i m e n t a l  escapism. 

A s  w e  have i n d i c a t e d  i n  t h e  Appendix, t h e r e  were f i v e  

b a s i c  s t y l e s  of  rock music t h a t  gained mass p o p u l a r i t y  du r ing  

t h e  p e r i o d  between 1955 and 1958. O f  t h e s e  f i v e  s t y l e s ,  t h r e e  

w e r e  b a s i c a l l y  b l ack  s t y l e s  p layed  by b l ack  performers :  "New 

Or leans  dance b l u e s " ,  "Chicago rhythm and b l u e s u ,  and "voca l  

group r o c k ' n ' r o l l " .  (The l a t t e r  s t y l e  w a s  n o t  gene ra t ed  p r i -  

m a r i l y  i n  any one c i t y .  I t  developed i n  Los Angeles and i n  

most of t h e  g h e t t o s  i n  t h e  n o r t h e r n  s t a t e s . )  The two wh i t e  

s t y l e s  o f  r o c k ' n ' r o l l ,  "Memphis count ry  rock" ( b e t t e r  known 
* 

a s  " r o c k a b i l l y " )  and B i l l  Ha ley ' s  "no r the rn  band r o c k ' n ' r o l l " ,  



\ 
also. owed a l a r g e  d e b t  t o  b l a c k  s t y l e s ,  b u t  bo th  a l s o  drew 

on e lements  of  wh i t e  coun t ry  music. B i l l  Ha ley ' s  s t y l e  prob- 

a b l y  has  t h e  l e a s t  c l a im  t o  b e i n g  t h e  music of a community, 

b u t  even it  was c l e a r l y  based on such s t y l e s .  ( I t  w a s  a per-  

s o n a l  b l end  of  "western  swing" and "Kansas C i t y  band b lues"  

t o  which Haley added a more emphat ic  b e a t . )  A 1 1  of  t h e s e  

s t y l e s  c a r r i e d  t o  a m a s s  aud ience  t h e  rhythmic momentum, 

c o n f i d e n t  s e n s u a l i t y  and exuberance of  t h e  urban communities'  

l e i s u r e  l i f e .  This  w a s  t h e  e f f e c t  o f  t h e  urban community on 

pop music. 

The urban community w e  have called t h e  g r e a s e r s  was more 

impor t an t  t h a n  t h i s  b r i e f  d e s c r i p t i o n  might i n d i c a t e .  The 

g r e a s e r s  w e r e  t h e  first w h i t e s  t o  adopt  t h e  v igorous  b lack  

s t y l e s  and it w a s  through t h e  g r e a s e r s  t h a t  American bus ines s  

i n t e r e s t s  d i s cove red  t h e  "youth market" .  The same g e n e r a l  

p r o c e s s  of  commerc ia l iza t ion  t h a t  was used on t h e  g r e a s e r  com- 

munity has  s i n c e  been used on a l l  subsequent  ado le scen t  commun- 

i t i e s .  

e n  t h e  r e c o r d  companies saw t h a t  t h i s  youth market 

e x i s t e d ,  t h e y  n a t u r a l l y  a t t empted  t o  e x p l o i t  it, b u t  t h e  only  -k 
produc t  t h a t  t hey  knew it would buy was r o c k ' n ' r o l l ,  t h e  music 

of t h e  g r e a s e r s .  R C A ' s  promotion of  t h i s  g r e a s e r  music through 

E l v i s  P r e s l e y  w a s  s u c c e s s f u l  beyond t h e i r  w i l d e s t  dreams. Other 

"majors" t r i e d  t o  d u p l i c a t e  t h i s  succes s .  C a p i t o l  a t tempted t o  

make Gene Vincent  i t s  "answer t o  P r e s l e y " ,  ~ o l u m b i a  acqui red  

t h e  s e r v i c e s  of C a r l  P e r k i n s ,  and Decca s igned  Buddy Holly. 
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Through t h e  widespread promotion o f  t h i s  music,  t h e  growth of  

t h e  g r e a s e r s  w a s  a c c e l e r a t e d ,  b u t  c o n t r o l  of t h a t  growth f e l l  

i n t o  t h e  hands of commercial i n t e r e s t s .  f The community cou ld  
&' 

n o t  s u r v i v e  t h i s  k ind  of  exposure  and it f i r s t  became d i l u t e d  

and t h e n  g r a d u a l l y  decayed. 

The p r o c e s s  o f  commerc ia l iza t ion  has  had a s i m i l a r  e f f e c t  

on a l l  a d o l e s c e n t  communities. commerc i a l i z ing  any community 

s t y l e  a l t e r s  i t s  meaning, which impai r s  t h e  s t y l e  ' s s o c i a l l y  

i n t e g r a t i v e  func t ion .  I n  i t s  development w i t h i n  t h e  community, 

t h e  s t y l e  i s  g iven  a c l e a r  d e l i n e a t i o n ,  b u t  i n  t h e  marke tp lace  

t h e  form becomes a c o n t e x t u a l  - it i s  s o l d  as m e r e  f a sh ion .  

The members of  t h e  community are then  conf ron ted  by bo th  

meanings. Unless  t h e  community changes,  t h i s  ambiguity r e s u l t s  

i n  s o c i a l  d i s i n t e g r a t i o n .  

* * *  

I n  concluding ou r  examinat ion of  t h e  F i r s t  Wave, t h e r e  

are t h r e e  c e n t r a l  p o i n t s  t h a t  should be-emphasized.  These are 

as fo l lows:  

1) t h a t ,  d u r i n g  t h e  e a r l y  f i f t i e s ,  t h e  c o r p o r a t e  o l igopo ly  

c o n t r o l l i n g  t h e  pop music marketplace  s u f f e r e d  s e r i o u s  comrner- 

c i a 1  d i s l o c a t i o n s ;  

2 )  t h a t ,  d u r i n g  t h i s  p e r i o d  of  d i s l o c a t i o n ,  t h e  music of  

t h e  g r e a s e r  and b l a c k  g h e t t o  communities gained mass p o p u l a r i t y ;  

and 

3 )  t h a t  t h e  p e r i o d  from 1955 t o  1958 was a p e r i o d  o f  

v i t a l i t y  f o r  rock music. 
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I n  t h e  p rev ious  c h a p t e r  w e  examined c e r t a i n  urban commun- 

i t i es  and a d e c e n t r a l i z i n g  tendency i n  t h e  pop music  market-  

p l a c e ,  bo th  o f  which accompanied t h e  emergence o f  r o c k ' n ' r o l l  

(which w e  b r i e f l y  cons ide red  i n  terms of  t h e s e  f a c t o r s ) .  I n  

t h e  p r e s e n t  c h a p t e r  w e  w i l l  i n v e s t i g a t e  t h e  r e t a l i a t i o n  of  t h e  

music i n d u s t r y  a g a i n s t  t h e  i n c u r s i o n  of t h e s e  community forms. 

The c h a p t e r  i s  d i v i d e d  i n t o  t h r e e  s e c t i o n s :  "The Search  f o r  

t h e  Magic Formula", an a n a l y s i s  of  t h e  r e s u r g e n t  T in  Pan Al ley  

formulas  t h a t  came t o  dominate music p roduc t ion  d u r i n g  t h i s  

p e r i o d ;  "The C o n t i n e n t a l  Look and t h e  F o l k i e s " ,  a c o n s i d e r a t i o n  

of t h e  a d o l e s c e n t  communities t h a t  succeeded t h e  commercially 

e roded  g r e a s e r s ;  and "The Musical  R e s u l t s " ,  a  b r i e f  cons ider -  

a t i o n  of t h e  e f f e c t s  on t h e  music of  t h e s e  commercial and s o c i a l  

developments. 

The music  o f  t h i s  "Counter-Reformation" h a s  much less t o  

do w i t h  f o l k  music o r  community t han  d i d  t h e  music of  t h e  F i r s t  

Wave, and much more t o  do w i t h  pop music and t h e  s t r a t e g i e s  of  

t h e  marketplace .  

1. The Sea rch  For The Magic Formula 

During t h e  f i r s t  wave, r a p i d  s h i f t s  i n  t h e  pop r eco rd  

market  b rough t  a number of r&b per formers  t o  prominence us ing  

f a i r l y  u n d i l u t e d  s t y l e s .  These a r t i s t s  made f e w  concess ions  

t o  t h e  tastes and p r a c t i s e s  of t h e  e s t a b l i s h e d  music i n d u s t r y .  

A f t e r  t h e i r * i n i t i a l  s u r p r i s e ,  however, bo th  t h e  majors  and t h e  

independents  a t t empted  t o  reduce t h i s  u n s t a b l e ,  new phenomenon, 
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r o c k ' n ' r o l l ,  t o  a series of formulae t h a t  would guarantee them 

h i t  records.  Now t h a t  t h e  indus t ry  was aware of t h e  new youth 

market, they  would "c rea te"  performers and songs aimed a t  young 

people. This  meant t h a t ,  i n s t e a d  of t h e  major f i g u r e s  i n  music 

being performers who emerged because of a s p e c i a l  t a l e n t ,  t h e  

major f i g u r e s  dur ing  t h e  counter-reformation were songwri ters ,  

producers and song pluggers .  

a )  Raw Mate r i a l s  

A s  mentioned i n  Chapter 11, t h e  two main raw m a t e r i a l s  of 

t h e  music indus t ry  a r e  performers and songs. CAfter r o c k l n ' r o l l  

broke through, record  companies t r i e d  t o  r e - e s t a b l i s h  t h e i r  

c o n t r o l  over t h e  p rocess  of producing a h i t  record and t h i s  

inc luded r e g u l a t i n g  t h e  product ion and use of performers and ---', 

songs. I n  terms o f  performers ,  most companies looked t o  RCA's  

phenomenal success  wi th  E l v i s  P res ley  and t r i e d  t o  f i n d  o r  

develop t h e i r  own vers ion .  The way they went about t h i s  w a s  

e i t h e r  t o  p u t  a premium on s t r o n g  voca l  a b i l i t i e s  o r  t o  ignore  

t h e  i s s u e  o f  s i n g i n g  and f i n d  a sexy, marketable young male. 

Most of t h e  majors sought a s t r o n g  v o c a l i s t  with an 

i d i o s y n c r a t i c  s t y l e d  RCA acqui red  Sam Cooke from Keen Records. 

Decca's s u b s i d i a r y ,  Brunswick, s igned t h e  Dominoes' former 

l ead  s i n g e r ,  J a c k i e  Wilson. MGM l u r e d  another  former Domino, 

Clyde McPhatter away from A t l a n t i c  Records (and a year  l a t e r  

he moved t o  Mercury) . Former S p e c i a l t y  Records performer,  
6 

Lloyd P r i c e ,  s igned wi th  ABC-Paramount ( a  new major) ,  a s  d id  
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Ray Char les  a f t e r  he l e f t  A t l a n t i c .  With t h e  except ion of 2 
P r i c e ,  who sang i n  a v a r i a n t  of  t h e  New Orleans dance b lues  

s t y l e ,  a l l  t h e s e  s i n g e r s  were noted f o r  t h e i r  gospel-influenced 

vocal  s t y l e s  which t h e  majors may have be l i eved  they  could 

mould i n t o  an "easy- l i s t en ing"  commercial a l t e r n a t i v e  t o  

r o c k ' n ' r o l l ,  b u t  a l though gospel  d id  evolve i n t o  a commercial 

s t y l e  dur ing  t h e  s i x t i e s ,  it d i d  s o  wi th in  t h e  b lack  subcul ture ,  

n o t  a s  a  r e s u l t  of co rpora te  dec i s ions .  I n  t h e  l a t e  f i f t i e s ,  

no s e c u l a r  forms e x i s t e d  i n  which t h e  s k i l l s  of t h e s e  s i n g e r s  

could be e x p l o i t e d  and they  i n v a r i a b l y  were forced  t o  try a 

v a r i e t y  of  song s t y l e s  (which were o f t e n  weakened f u r t h e r  by 

unsympathetic arrangements).  They a l s o  f r equen t ly  were encour- 

aged t o  a t t empt  o t h e r  vocal  s t y l e s .  I n  most cases  (Sam Cooke 

i s  t h e  main e x c e p t i o n ) ,  t h e  a b i l i t i e s  of t h e s e  performers were 

g radua l ly  eroded by t h i s  process .  

e second formula,  mentioned above, was t o  use a  good- 

looking,  whi te  maledwhether  he could s i n g  o r  n o t )  i n  an at tempt  

t o  d u p l i c a t e  t h e  success  of E l v i s  ( o r  perhaps Pa t  Boone, a  

c lean-cut  s i n g e r ,  who had become popular doing cover ve r s ions  

of r & b  songs l i k e  F a t s  ~ o m i n o ' s  "Ain ' t  I t  A Shame" and L i t t l e  

Richard '  s "Tutti-~rutti") . This  s t r a t e g y  was based on t h e  
I 

i d e a  t h a t  t h e  per former ' s  primary appeal  was h i s  phys ica l  image i 
i 

and t h e  companies t h a t  used t h i s  formula usua l ly  had access  t o  1 
1 

e i t h e r  t h e  American   and stand program o r i g i n a t i n g  on WFIL-TV 

i n  P h i l a d e l g h i a  o r  t o  a  ~ollywood-produced, TV program a s  a  

means o f  "plugging" t h e i r  product. Of course  some of t h e s e  TV- 
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produced " t e e n  i d o l s "  cou ld  s i n g ,  b u t  r a r e l y  i n  a r o c k ' n ' r o l l  

s t y l e .  (The main e x c e p t i o n  t o  t h i s  w a s  Ricky Nelson, a r e g u l a r  

on t h e  "Ozzie and Harriet1' TV program, who sang i n  t h e  rocka- 

b i l l y  s t y l e . )  Much more common w a s  t h e  pre-rock c rooning  s t y l e  

found i n  such songs as P a u l  ~ n k a ' s  "Pu t  Your Head On My 

Shoulder"  (1959) ,  F r a n k i e  Avalon ' s  "Venus" (1959) o r  Bobby 

R y d e l l ' s  "Volare" (1960) .  ~ o n n i e  F r a n c i s  produced a female 

e q u i v a l e n t  o f  t h i s  c rooning  s t y l e  which can be hea rd  on such 

songs  as "Everybody's  Somebody's Fool" (1960) o r  "Where The 

Boys Are" (1961).  

* * *  

i n d i c a t e d  above, t h e  s t a n d a r d  music i n d u s t r y  response  

t o  any popula r  new s t y l e  of  music has  been t o  t u r n  it i n t o  a 

formula  which would a l l o w  t h e  i n d u s t r y  t o  e x p l o i t  t h e  p u b l i c ' s  

en thus iasm f o r  t h e  new s t y l e .  N a t u r a l l y ,  t h i s  was a l s o  done 
/ 

t o  t h e  songs o f  r o c k ' n ' r o l l  A s  t h e  r e c o r d  i n d u s t r y ' s  demand a 

f o r  new " t e e n "  o r i e n t e d  songs i n c r e a s e d ,  New York's  Tin  Pan 

A l l e y  r e - too led  i t s  assembly l i n e s  and came o u t  w i t h  appropr i -  

a te  p roduc t s .  

The p r o f e s s i o n a l  w r i t i n g  of  rock songs d i d  n o t  beg in  

w i t h  t h e  re-emergence o f  T in  Pan Al l ey ,  however. For many 

y e a r s ,  t h e r e  had been r & b  s o n g w r i t e r s  l i k e  Jesse Stone ,  who 

wro te  and a r ranged  f o r  A t l a n t i c  Records; Dave Bartholomew, who 

had a s i m i l a r  r o l e  a t  I m p e r i a l  r eco rds ;  O t i s  Blackwell ,  who 

wrote  songs f o r  E l v i s  and J e r r y  L e e  Lewis among o t h e r s ;  and 

t h e  duo of J e r r y  Le ibe r  and Mike S t o l l e r  who wrote f o r  E l v i s ,  
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t h e  Coas t e r s ,  t h e  D r i f t e r s  and many o t h e r s .  The work of  t h e s e  

composers w a s  u s u a l l y  based on an unders tanding  of  and r e s p e c t  

f o r  the r & b  s t y l e s ,  b u t  t h e  new g e n e r a t i o n  o f  T in  Pan Al l ey  

w r i t e r s  r a r e l y  s u f f e r e d  any such c o n s t r a i n t .  The formula  t h a t  

they  worked from w a s  t o  t a k e  t h e  t r a d i t i o n a l  romant ic  concerns  

of  T in  Pan Al l ey  and t r a n s l a t e  them i n t o  teenage  concerns  
102 103 104 

such as dances ,  p a r t i e s ,  p a r e n t a l  d i s a p p r o v a l  O r  t 

because many o f  t h e  songs w e r e  recorded  by groups o f  female 
105 

s i n g e r s ,  songs  about  "boys". The s e n t i m e n t a l  o r  melo- 

d rama t i c  t r e a t m e n t  g iven  most t o p i c s  was somewhat f o r e i g n  t o  

r o c k ' n ' r o l l ,  b u t  r a d i o  s t a t i o n  managers p r e f e r r e d  it t o  t h e  
106 

b l a c k e r ,  r&b  sounds t h a t  they  cons ide red  t o  be  " j u n g l e  music" 

and t h i s  meant t h a t  t h e y  would g i v e  it exposure  which, as we  

have i n d i c a t e d ,  was c e n t r a l  t o  s u c c e s s  i n  t h e  r e c o r d  bus ines s .  

The m a t e r i a l  w r i t t e n  by t h e  new Tin Pan Al ley  composers 
107 

a f t e r  t h e  name of  i s  sometimes known as " B r i l l  Bui ld ing  Pop" 1 

t h e  b u i l d i n g  i n  which many prominent song p u b l i s h i n g  companies 

w e r e  l oca t ed .  The most p rosperous  of  t h e s e  companies w a s  

Aldon Music which was formed i n  1958 by Don Ki r schne r  ( i n  

con junc t ion  w i t h  A 1  Nevins) who ga the red  t o g e t h e r  a c o l l e c t i o n  

o f  song w r i t i n g  duos t h a t  i nc luded  Caro le  King and Gerry 

Goff in ,  Barry  Mann and Cynthia  W e i l ,  and Howard G r e e n f i e l d  and 

N e i l  Sedaka. Each of  t h e s e  duos wro te  a number of  commercially 

s u c c e s s f u l  songs as d i d  t h e  Doc Pomus-Mort Shurnan and E l l i e  

Greenwich-Jkff Barry  duos,  a l though  n e i t h e r  of  t h e  l a t t e r  two 

p a i r s  worked f o r  Aldon Music. Between 1959 and 1964 t h e s e  t e n  
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composers wro te  or co-wrote a t  l e a s t  t h i r t y - n i n e  t o p  t e n  h i t s ,  
108 

twenty-four  of which w e r e  pub l i shed  by Aldon Music. Most 

of t h e s e  had o n l y  a tenuous connec t ion  t o  r o c k ' n ' r o l l ,  b u t  a 

few, l i k e  "The Loco-Motion" and "Up On The Roof" by Goffin 

and King o r  "Da Doo Ron Ron" and " D o  Wah Diddy Diddy" by 

Barry  and Greenwich, remain q u i t e  r e s p e c t a b l e  rock songs. 

I n  P h i l a d e l p h i a ,  songwr i t ing ,  l i k e  t h e  p roduc t ion  of 

" t e e n  i d o l s " ,  w a s  connected t o  t h e  a v a i l a b i l i t y  o f  a l i v e  p l u g  

on Dick C l a r k ' s  "American Bandstand" TV show and t h i s  encour- 

aged t h e  w r i t i n g  of  songs t h a t  emphasized t h e  p h y s i c a l  image 

of t h e  per former .  Th i s  meant t h a t  P h i l a d e l p h i a  composers used 

ve ry  d i f f e r e n t  formulae  than  t h o s e  developed i n  t h e  B r i l l  

Bui ld ing .  A t  f i rs t  t h e y  produced songs f o r  t h e i r  c lean-cu t ,  

young c r o o n e r s ,  b u t  they  they d i scove red  (wi th  Chubby Checker 's  

"The Twis t"  on Parkway i n  1960) t h a t  dance songs coupled wi th  a 

TV demons t r a t i on  of  t h e  dance would a l s o  s e l l  r eco rds .  Being 

based  i n  P h i l a d e l p h i a ,  t h e  Cameo l a b e l  ( a long  w i t h  i t s  Parkway 

s u b s i d i a r y )  w a s  most  s u c c e s s f u l  a t  f o r m u l i z i n g  and e x p l o i t i n g  

t h e  new dance c r a z e .  The b a s i c  formula  t h e y  developed w a s  t o  

t a k e  an  emphat ic ,  danceable ,  rock rhythm and l a y e r  i t  wi th  a 

simple-minded l y r i c  about  a "new" dance. Apar t  from "The 

Twist"  (which w a s  w r i t t e n  by Hank ~ a l l a r d )  , composer-owner Kal 

Mann and h i s  s t a f f  p roducer ,  Dave Appel l ,  were r e s p o n s i b l e  f o r  

w r i t i n g  most of t h e  h i t s  f o r  Cameo-Parkway. 

@ 

b)  The Trans fo rma t ion  I n t o  Commercial P roduc t s  

During t h e  counte r - re format ion ,  p roduc t ion  was a l s o  
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r e f i n e d  i n t o  a series of  formulae.  The p roduce r ' s  job on 

e a r l y  r o c k ' n ' r o l l  r e c o r d s  w a s  b a s i c a l l y  t o  document t h e  

performance o f  t h e  song, Sometimes producers ,  such a s  Jesse 

Stone a t  A t l a n t i c  o r  Dave Bartholomew a t  Imper i a l ,  w e r e  a l s o  

a r r a n g e r s ,  b u t  t h e i r  ar rangements  w e r e  on ly  a means of enhan- 

c i n g  t h e  e x i s t i n g  s t y l e .  Even a s t u d i o  t r i c k  l i k e  Sam 

P h i l l i p s '  use  of  e c h o  on E l v i s  P r e s l e y ' s  vo i ce  simply gave 

p re sence  t o  an a l r e a d y  s t r o n g  voca l .  The p r o d u c e r ' s  job w a s  

n o t  cons ide red  t o  be t h e  "c rea t ion1 '  o f  t h e  record.  

I t  was J e r r y  L e i b e r  and Mike S t o l l e r  (who w e r e  a l s o  

mentioned above as  e a r l y  r o c k ' n ' r o l l  songwr i t e r s )  who changed 

t h i s  p roces s .  T h e i r  e a r l y  p roduc t ion  work w a s  w i t h  a group 

c a l l e d  t h e  Coas t e r s .  Le ibe r  and S t o l l e r  wro te  t h e  songs,  

produced them and a c t u a l l y  gave t h e  group i t s  c h a r a c t e r  as 

c i t y -wi se  humor i s t s ,  which can  be hea rd  on songs l i k e  "Yakety 

Yak" (1958) ,  " C h a r l i e  Brown" (1959) ,  and "Along Came Jones"  

(1959)-  The p roduc t ion  on t h e s e  numbers (and on o t h e r  r o c k ' n '  

r o l l  c l a s s i c s  l i k e  "Young BloodI1 (1957) and "Poison Ivy" (1959))  

w a s  used t o  b r i n g  o u t  v a r i o u s  f e a t u r e s  o f  t h e  g roup ' s  v o c a l  

r e s o u r c e s ,  r a t h e r  t h a n  t o  e m b e l l i s h  or bury t h e s e  f e a t u r e s  

behind "sweetening".  By i t s  n a t u r e ,  r o c k ' n ' r o l l  i s  a lmost  

i n v a r i a b l y  weakened by any sweetening o r  embell ishment.  

The Coas t e r s  were r eco rded  f o r  A t l a n t i c  Records, wi th  whom 

Le ibe r  and S t o l l e r  had an " independent"  p roduc t ion  arrangement. 

T h i s  meant , that  t h e y  made t h e i r  p roduc t ion  d e c i s i o n s  w i t h o u t  

any r e c o r d  company i n t e r v e n t i o n ,  which i s  a common arrangement 
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today, b u t  w a s  unheard of i n  t h e  f i f t i e s .  I n  1959, A t l a n t i c  

gave Leiber  and S t o l l e r  the  oppor tuni ty  t o  produce t h e  

D r i f t e r s ,  another  black vocal  group. The i r  f i r s t  product ion 

with t h e  D r i f t e r s  was "There Goes My Baby" (1959) which found 

them sweetening l e a d  s i n g e r  Ben E .  King's gospel -s ty led  voice 

by adding s t r i n g s .  (This record  i s  considered the  f i r s t  rock 
109 

record ing  t o  incorpora te  s t r i n g s .  ) They a l s o  sof tened the  

rhy thrni c impact of t h e  song adding l i g h t ,  La t in  rhythms. 

These product ion  innovat ions were probably based on commercial 

c a l c u l a t i o n s ,  b u t  whether they  were o r  n o t ,  they  allowed the  

D r i f t e r s  t o  r ece ive  widespread a i r -p lay  on white  r a d i o  

s t a t i o n s .  The innovat ions soon became a formula f o r  sweetening - 

black s t y l e s ,  and black s i n g e r s  were i n c r e a s i n g l y  reduced t o  

t h e  s t a t u s  o f  being simply v e h i c l e s  f o r  producers '  commercial 

c a l c u l a t i o n s .  Some of t h i s  work, such a s  P h i l  S p e c t o r ' s  

product ions  f o r  t h e  Crys ta l s ,  t he  Ronettes and l a t e r  t h e  

Righteous Brothers ,  was a t  t imes i n s p i r e d ,  bu t  most o f t e n ,  

o r c h e s t r a l  embellishment weakened t h e  impact of t h e  black 

s t y l e s .  

Although t h e  producers who worked f o r  t h e  independents,  

l i k e  Leiber  and S t o l l e r  fo r  A t l a n t i c ,  Luther Dixon f o r  Scepter ,  

and P h i l  Spector  who worked f o r  A t l a n t i c  be fo re  founding h i s  

own P h i l l e s  Records, a l l  seemed t o  p r e f e r  working with vocal  

groups,  t h e  producers  who worked f o r  t h e  majors produced t h e  

voca l  s t y l i s t s  mentioned above, such a s  Sam Cooke, J a c k i e  

Wilson, Clyde McPhatter, Lloyd P r i c e  and Ray Charles.  The 



product ion processes  were s l i g h t l y  d i f f e r e n t .  Whereas t h e  

producers of t h e  vocal  groups s t a r t e d  with a  song and then used 

va r ious  techniques and ins t ruments ,  inc lud ing  voices ,  t o  b u i l d  

a  commercial product ,  t h e  producers  of t h e  vocal  s t y l i s t s ,  

such a s  Hugo and Luigi ,  San Cooke' s producers a t  RCA, o r  

Ralph Burns, who arranged some of  Ray Char les '  ma te r i a l ,  began 

wi th  t h e  a r t i s t ' s  voice  and used va r ious  means, inc luding  t h e  

song, t o  enhance t h e  s i n g e r ' s  s t r e n g t h s .  The r e s u l t s  were 

r a r e l y  impressive.  The voca l  s t y l e s  involved, rooted  i n  f o l k  

s t y l e s  l i k e  gospel  and b l u e s ,  were unsui ted  t o  Tin Pan Alley . 

t unes  o r  t o  l a v i s h  o r c h e s t r a t i o n .  Without t h e i r  n a t u r a l  con- 

t e x t ,  t h e  voca l  s t y l e s  o f t e n  sounded excess ive ly  formalized 

and t h e  a r t i s t  u s u a l l y  d e t e r i o r a t e d  s t y l i s t i c a l l y .  Ray Charles '  

s ing ing ,  s i n c e  about 1960, i s  a  prime example of t h i s  d e t e r i o r -  

a t ion .  

* * *  

I n  t h e  same way t h a t  E l v i s  dominated t h e  f i r s t  wave of 

rock, Dick Clark dominated t h e  counter-reformation t h a t  l a r g e l y  

e l imina ted  rock from t h e  airwaves between 1959 and 1963. 

Whereas E l v i s  r ep resen ted  t h e  t h r e a t  of  l i b e r a t e d  s e x u a l i t y  and 

r e b e l l i o n ,  Dick Clark rep resen ted  r e s p e c t  f o r  a u t h o r i t y  and 

business .  And whereas Alan Freed, probably t h e  s i n g l e  most 

important  non-performing proponent of rock i n  i t s  e a r l y  y e a r s ,  

found h i s  c a r e e r  ru ined  by t h e  "payola" scandal ,  Dick Clark 

simply fount) himself r i c h e r .  

Dick Clark was n o t  a  performer.  He was the  emcee of t h e  
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most popular  teenage dance show i n  America: "American 

Bandstand", which o r i g i n a t e d  on WFIL-TV i n  Phi ladelphia .  I f  

a  song o r  performer managed t o  g e t  on "American Bandstand", 
-.. 

t h e  continent-wide exposure almost guaranteed success.  A r t i s t s  

who o f t e n  rece ived  exposure on C l a r k ' s  program included t h e  

Rays and Bobby Rydel l ,  who recorded f o r  Cameo; Frankie Avalon 

and Fabian, who recorded f o r  Chancellor;  and Freddie "Boom 

Boom" Cannon, who recorded f o r  Swan. Clark had a  f i n a n c i a l  
110 

i n t e r e s t  i n  a l l  t h r e e  companies which meant t h a t  he p r o f i t e d  

from t h e  p o p u l a r i t y  o f  these  a r t i s t s .  

Clark was t h e  most prominent and t h e  most powerful "song 

plugger" i n  America, b u t  t h e r e  were a l s o  many powerful D J ' s  

who could i n f l u e n c e  t h e  success  o r  f a i l u r e  of a  record  by 

determining whether o r  n o t  it would rece ive  exposure. To 

i n c r e a s e  t h e  p o p u l a r i t y  of t h e i r  records ,  record  promoters 

o f t e n  p a i d  prominent D J ' s  t o  p lay  t h e i r  records  o r  gave t h e m  

p a r t i a l  composer's c r e d i t  which meant t h a t ,  i f  t h e  record s o l d ,  

t h e  D J  would r e c e i v e  r o y a l t i e s .  This  system was c a l l e d  

"payola". 

A s  mentioned above i n  t h e  sec t ion  on Tin Pan Alley,  

b r i b e r y  has been a s t andard  means of ga in ing  exposure f o r  new 

m a t e r i a l  s i n c e  t h e  days of t h e  t r a v e l l i n g  m i n s t r e l  shows. I n  

t h e  e a r l y  19001s,  t h e  l a r g e r  song publ i sh ing  houses i n  New York 

were a b l e  t o  b u i l d  an o l i g o p o l i s t i c  c o n t r o l  over the  music 

i n d u s t r y  by p r i c i n g  song plugging out  of t h e  market f o r  * 
smal le r  p u b l i s h i n g  f i rms .  When new media i n d u s t r i e s  l i k e  
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cinema, r ad io ,  and phonograph came t o  dominate t h e  indus t ry ,  

t h e  o l i g a r c h i c a l  s t r u c t u r e  remained. The es tabl i shment ,  i n  

1941, of t h e  BMI song r o y a l t y  c o l l e c t i o n  agency a s  a r i v a l  t o  

t h e  Tin Pan Alley-based ASCAP agency had th rea tened  t h e  o l i -  

garchy i n  t h e  publ i sh ing  indus t ry ,  b u t  ASCAP had remained 

dominant. With t h e  r i s e  of r o c k t n t r o l l ,  however, whi le  the  

major r ecord  companies l o s t  t h e i r  c o n t r o l  over  t h e  record 

market, t h e  ASCAP-af f i l i a t e d  music p u b l i s h e r s  l o s t  c o n t r o l  

over  music publ ishing.  This happened because BMI had 

a f f i l i a t e d  with most of t h e  p u b l i s h e r s  of t h e  inc reas ing ly  

popular  r & b  songs. 

The ASCAP pub l i she r s  seemed t o  b e l i e v e  t h a t  they  had l o s t  

t h e i r  c o n t r o l  over t h e  i n d u s t r y  because of t h e  use of payola 

by t h e  independent record companies. They a l s o  be l ieved t h a t ,  

i f  payola were stopped, they would rega in  t h e i r  con t ro l .  I n  

1959, some ASCAP composers urged t h e  House L e g i s l a t i v e  Over- 

s i g h t  subcommittee, which was i n v e s t i g a t i n g  r igged TV quiz  

programs, t o  examine t h e  p r a c t i s e  of payola i n  t h e  broadcas t  
111 

i n d u s t r y .  Hearings began i n  February,  1960 and brought t o  

l i g h t  a  g r e a t  d e a l  of co r rup t ion  and des t royed t h e  c a r e e r s  of 

a  few D J ' s  such as Alan Freed, b u t  a l though t h e  ABC-TV network 

fo rced  Dick Clark t o  se l l  h i s  s h a r e s  i n  music-related f i rms,  
112 

"American Bandstand" remained t h e  prime means of plugging new 

songs. 

K a j o r  changes happened, a t  t h i s  t ime, however, i n  t h e  

a r e a  of r a d i o  broadcast .  Chain ownership of r a d i o  s t a t i o n s  had 
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been i n c r e a s i n g  s i n c e  t h e  l a t e  f o r t i e s  and, w i t h  it, format 

r ad io .  A t  t h e s e  s t a t i o n s ,  i n f l u e n t i a l  " s t a r "  D J ' s  no  l o n g e r  

chose t h e  r e c o r d s  t h e y  played.  S t a t i o n  owners h i r e d  "program 

managers" who c r e a t e d  ranked l i s ts  o f  songs t h a t  t h e  D J ' s  

had t o  g i v e  s a t u r a t i o n  p lay .  The l i s ts  w e r e  changed eve ry  week 

a s  new songs w e r e  r e l e a s e d  and o l d e r  songs  were dropped from 

t h e  l i s t .  Because, i n  many minds, t h e  payola  s c a n d a l  was 

connected t o  r o c k ' n '  r o l l ,  t h e  more u n d i l u t e d  rock s t y l e s  w e r e  

k e p t  o f f  t h e  l ists.  There g r a d u a l l y  came t o  be f o r t y  o r  less 

songs on t h e  l i s t s ,  t h e  t o p  t e n  o f  which w e r e  p l ayed  most 

f r e q u e n t l y ,  and t h i s  format  of r a d i o  programming became known 

as " t o p  40" r a d i o .  The p i o n e e r i n g  D J ' s  o f  t h e  e a r l y  y e a r s  o f  

r o c k ' n ' r o l l ,  whose s t y l e  had been t o  e n t h u s i a s t i c a l l y  s h a r e  

t h e i r  f a v o r i t e  r e c o r d s ,  g r a d u a l l y  d i s a p p e a r e d 4  

A s  f o r  t h e  ASCAP composers, who had r e v e a l e d  t h e  payola  

s canda l ,  t h e y  w e r e  t o  remain d i sappo in t ed .  ASCAP d i d  n o t  

r e g a i n  c o n t r o l  of  t h e  r a d i o  a i rwaves .  

c )  D i s t r i b u t i o n  and Consumption 

The majors  r e t a i n e d  t h e i r  advantage ove r  t h e  independents  

i n  t h i s  a r e a ,  a l t hough ,  even w i t h  t h e  r e t u r n  of T in  Pan Al ley  

and a new wave of  c roone r s ,  t h e  independents  seemed t o  have 

c o n s o l i d a t e d  t h e i r  i n r o a d s  i n t o  t h e  r eco rd  market.  By t h e  

beg inn ing  of  t h i s  p e r i o d ,  however, two new majors  had been 

formed. By 1956, ABC-Paramount, a TV and f i l m  concern,  had 
* 

s e t  up a r e c o r d  company s u b s i d i a r y  and, i n  1958, Warner 

Bro the r s  d i d  t h e  same. Both had n a t i o n a l  promotion and 



d i s t r i b u t i o n  systems and had been formed t o  market movie \ 

soundtracks,  a l though they soon moved i n t o  t h e  popular  music 

f i e l d .  

2. The Con t inen ta l  Look and The Fo lk ies  

I t  i s  i n  examining t h e  pe r iod  from 1959 t o  1963 t h a t  t h e  

i n f l u e n c e  of commercial f o r c e s  on t h e  g e n e s i s  of adolescent  

communities becomes c l e a r e r .  During t h e  v i t a l  phases of e a r l y  

rock music, t h e  express ion  of a  s t r o n g  community i d e n t i t y  was 

apparent.  This  i d e n t i t y  was then heav i ly  commercialized which 

a c c e l e r a t e d  i t s  growth b u t  took c o n t r o l  of t h a t  growth away 

from t h e  members of t h e  community and gave it t o  commercial 

i n t e r e s t s .  

With t h e  emergence of rock In1 r o l l ,  t h e  commercial world 

woke up t o  t h e  p o s s i b i l i t i e s  of  a  new youth market. A t  f i r s t  

they simply commercialized t h e  g rease r s .  (RCA' s promotion of 

E l v i s  was an example of t h i s . )  The F i r s t  Wave was dominated 

by these  working c l a s s  tendencies ,  a l though the  appeal  of t h e  

g r e a s e r s  among young people was f a r  from un ive r sa l .  Many 

young people,  p a r t i c u l a r l y  those from middle c l a s s  backgrounds, 

were s t i l l  o r i e n t e d  towards t r a d i t i o n a l  va lues .  

a t t empts  t o  e x p l o i t  t h e  a f f l u e n c e  of t h e  whole youth 

market, commercial powers g radua l ly  evolved a  s a n i t a r y  image 

of youth t h a t  would appeal  ( they hoped) t o  a l l  segments.  his 

image of youth a s  n i c e ,  clean-cut s e n t i m e n t a l i s t s  a l s o  had 

g r e a t e r  appe*al f o r  r a d i o  s t a t i o n  program managers, many of 

whom had n o t  l i k e d  t h e  wild,  " jungle"  music of the  ~ i r s t  wave.) 



The main p roduc t s  t h a t  w e r e  aimed a t  t h i s  market  w e r e  t eenage  

b a l l a d s  cons&cted acco rd ing  t o  v a r i o u s  formulae t h a t  t h e  

i n d u s t r y  had d e v e l o ~ e u  The s e n t i m e n t a l  o r  melodramatic l y r i c s  

u s u a l l y  a f f i rmed  such  t r a d i t i o n a l  i n s t i t u t i o n s  as marr iage  and 

r e l i g i o n  and imp l i ed  t h a t  t h e r e  was no th ing  wrong w i t h  t h e  

p r e s e n t  c o n d i t i o n  o f  s o c i a l  r e l a t i o n s  i n  America. The s i n g e r s  

of t h i s  m a t e r i a l  u s u a l l y  d r e s s e d  i n  expensive s u i t s  and looked 

l i k e  " s o p h i s t i c a t e d "  young businessmen. T h i s  music d i d  n o t  

a f f i r m  g r e a s e r  v a l u e s  and w a s  n o t  exper ienced  a s  i n t e g r a t i v e  by 

t h a t  community. I t  was meant f o r  m a s s  consumption. 

Rock music  l a r g e l y  d i sappea red  from t h e  r a d i o  d u r i n g  t h i s  

p e r i o d  and t h e  g r e a s e r  community decayed. The decay was n o t  

complete,  however. Many young people  r e j e c t e d  t h e  i n d u s t r y -  

produced schmal tz  and produced t h e i r  own c o n t e x t s  f o r  t h e  

consumption of music w i t h  t h e i r  own members as music ians .  

Local  " l i v e "  music s c e n e s  took ove r  from r a d i o  s t a t i o n s  a s  

s o u r c e s  of rock music  f o r  t h e  audiences  t h a t  wanted it. A 

c e r t a i n  community s t y l e  a l s o  developed around s o p h i s t i c a t e d ,  

" c o n t i n e n t a l "  o r  " I t a l i a n a t e "  c l o t h i n g  s t y l e s  -- long,  narrow 

p a n t s ,  po in ted- toed  shoes ,  and s h o r t  r a i n c o a t s .  The s t y l e  

began a s  somewhat o f  a commercial impos i t i on ,  b u t  it was 

embraced i n  such a manner t h a t  it expressed  a c e r t a i n  group 

s o l i d a r i t y  and an "oppos i t i on"  t o  t h e  e x i s t i n g  s o c i a l  s i t u a -  

t i o n .  Although t h i s  amounted t o  a  r e t r e a t  from t h e  a g g r e s s i v e  

s t y l e  of t H e  g r e a s e r ,  it n o n e t h e l e s s  a l lowed some youths  t o  

r e t a i n  a communal s o c i a l  f a b r i c .  
* * *  
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The t e r m  " coun te r - cu l tu re" ,  as used h e r e ,  r e f e r s  t o  an \ 
a d o l e s c e n t  community w i t h  an o v e r t  o p p o s i t i o n  t o  v a r i o u s  

i n s t i t u t i o n s  of t h e  m a s s  s o c i e t y  ( such  as t h e  army, t h e  cor-  

p o r a t i o n ,  mar r i age  or  t h e  u n i v e r s i t y ) .  The membership of a 

c o u n t e r - c u l t u r e  g e n e r a l l y  comes from a p r o f e s s i o n a l  c l a s s  o r  

wh i t e  c o l l a r ,  working c l a s s  background. I ts  s o c i a l  i n t e g r a t i o n  

i s  much more d i f f u s e  t h a n  t h a t  of  t h e  working c l a s s  communities 

which t e n d  t o  have a  s t r o n g  t e r r i t o r i a l  base and a s t r o n g  sense  

o f  boundary. The b e a t n i k s ,  t h e  c i v i l  r i g h t s  - f o l k  movement, 

the h i p p i e s ,  t h e  l a t e  s i x t i e s  new l e f t ,  t h e  f e m i n i s t  movement 

and t h e  gay r i g h t s  movement a r e  among t h e  v a r i o u s  forms t h a t  

c o u n t e r - c u l t u r e s  have taken.  

I t  w a s  d u r i n g  t h e  l a t e  f i f t i e s  t h a t  a  coun te r - cu l tu re  

f i r s t  ach ieved  widespread p o p u l a r i t y .  (The b e a t n i k  movement 

of t h e  l a t t e r  h a l f  of  t h e  f i f t i e s  marked t h e  postwar  o r i g i n  

of t h e  c o u n t e r - c u l t u r e ,  b u t  was numer i ca l ly  s m a l l . )  The 

" c i v i l  r i g h t s  - f o l k  movement" was c e n t e r e d  among u n i v e r s i t y  

s t u d e n t s .  They r e j e c t e d  t h e  schmal tz  produced by t h e  music 

i n d u s t r y  and embraced t r a d i t i o n a l  American music s t y l e s  a s  

t h e i r  own. The music was consumed a t  c o n c e r t s  on c o l l e g e  

campuses and i n  c o f f e e  houses ,  and most of t h e  per formers  w e r e  

menhers of t h e  s u b c u l t u r e .  

W e  have termed t h i s  coun te r - cu l tu re  t h e  " c i v i l  r i g h t s  - 
f o l k  movement" because two of i t s  most obvious  f e a t u r e s  w e r e  

t h e  i n t e r e s t  i n  f o l k  music and t h e  p a r t i c i p a t i o n  of  many young 

people  i n  t h e  c i v i l  r i g h t s  movement. This  movement became t h e  
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c e n t r a l  fo'cus f o r  an awakening p o l i t i c a l  awareness on t h e  
\ 

p a r t  of  many c o l l e g e  s t u d e n t s  and o t h e r  young people ,  a l though  

t h e r e  w e r e  a l s o  o t h e r  concerns  such as pove r ty  and n u c l e a r  

disarmament. (The l a t t e r  concern d e c l i n e d  i n  importance a f t e r  

t h e  s i g n i n g  i n  1963 o f  t h e  T e s t  Ban Trea ty . )  

T h i s  new p o l i t i c a l  awareness  came t o  be known as t h e  "new 

l e f t " ,  an  American r a d i c a l  movement c h a r a c t e r i z e d  more by i t s  

en thus iasm and i t s  w i l l i n g n e s s  t o  a c t  t han  by any s p e c i f i c  

ideo logy .  The new l e f t  took i n s t i t u t i o n a l  form i n  1962 w i t h  

t h e  founding of  t h e  S t u d e n t s  f o r  a Democratic Soc ie ty  (SDS) and 

t h e  r e l e a s e  of  t h e  P o r t  Huron S ta tement ,  a s t a t emen t  o f  b e l i e f s  

and o b j e c t i v e s .  

During 1963 and 1964 many young c i v i l  r i g h t s  workers from 

t h e  North were "going South" t o  p a r t i c i p a t e  i n  demons t ra t ions  

f o r  b l a c k  r i g h t s  and t o  h e l p  i n  v o t e r  r e g i s t r a t i o n  campaigns. 

Many a l s o  a t tempted  t o  o rgan ize  t h e  poor i n  Northern slums. 

The American government a t tempted  t o  co-opt t h e s e  i d e a l i s t i c  

young people  w i th  such programs as t h e  Peace Corps. 

A t  t h i s  s t a g e  of i t s  development, t h e  t a c t i c s  used by 

v a r i o u s  c i v i l  r i g h t s  o r g a n i z a t i o n s ,  such a s  t h e  S tuden t  Non- 

v i o l e n t  Co-ordinat ing Committee (SNCC), inc luded  s i t - i n s ,  

b o y c o t t s ,  demons t ra t ions  and c ther  non-v io len t  t a c t i c s .  I n  

1964, t h e  M i s s i s s i p p i  Freedom Democratic P a r t y  w a s  r e f u s e d  

o f f i c i a l  r e c o g n i t i o n  a t  t h e  Democratic Convention and t h i s  

e v e n t  had a  s t r o n g  i n f l u e n c e  on bo th  whi te  and b l ack  c i v i l  * 
r i g h t s  workers. Many became convinced c i v i l  r i g h t s  could no t  
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be ach ieved  by " p e a c e f u l  means". I n  a s e n s e  t h i s  e v e n t  

s p e l l e d  t h e  end o f  t h e  b i - r a c i a l  c i v i l  r i g h t s  movement and 

caused t h e  d e c l i n e  of t h e  c i v i l  r i g h t s  - f o l k  movement 

(a l though  a  s h i f t  i n  i n t e r e s t  of many f o l k  music e n t h u s i a s t s  

t o  t h e  deve lop ing  f u s i o n  of  f o l k  and rock music a l s o  had a  

d i s i n t e g r a t i v e  e f f e c t  on t h e  movement). 

3 .  The Musica l  R e s u l t s  

The f u n c t i o n i n g  of t h e  pop music marke tp lace  was much 

more s t a b l e  and o r d e r l y  d u r i n g  t h i s  p e r i o d  and t h i s  meant a 

r e t u r n  t o  t h e  u s e  o f  assembly- l ine  manufac tur ing  methods. A s  

a r e s u l t ,  most  o f  t h e  mus ica l  i n n o v a t i o n s  of t h e  Counter- 

Reformation cou ld  be  b e t t e r  d e s c r i b e d  a s  commercial develop- 

ments, t han  as new mus ica l  s t y l e s  and,  a s  such,  w e  have a l r e a d y  

examined them i n  o u r  s e c t i o n  on t h e  marke tp l ace ' s  " sea rch  f o r  

t h e  magic formula".  The r e d u c t i o n  o f  v a r i a b l e s ,  such a s  

vo ice ,  appearance ,  song w r i t i n g ,  r e c o r d  p roduc t ion ,  and pro- 

motion, t o  a series o f  assembly- l ine  t echn iques  l e d  t o  a 

m u l t i t u d e  of  i n o f f e n s i v e  c roone r s  s i n g i n g  s e n t i m e n t a l  a f f i rm-  

a t i o n s  of  c o n v e n t i o n a l  m o r a l i t y  (w i th  an emphasis on t h e  

s i n g e r s '  c l e a n c u t  appearance  o r  t h e i r  a b i l i t y  t o  do  v o c a l  

gymnast ics ,  r a t h e r  t h a n  on t h e  mus ic ) .  C l e a r l y ,  t h i s  p r o c e s s  

d i d  n o t  g i v e  a prominent  p l a c e  t o  music gene ra t ed  i n  an urban 

community and was an i m p o r t a n t  f a c t o r  i n  t h e  d e c l i n e  o f  such 

musics. The v a r i o u s  urban communities bore  ve ry  l i t t l e  

i n f l u e n c e  ofi t h e  mainst ream of  pop music d u r i n g  t h i s  per iod .  

T h i s  was n o t  s imply because  of t h e  d e c l i n e  of  such 
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communities. A s  we have i n d i c a t e d ,  t h e  commerc ia l iza t ion  of 

t h e  g r e a s e r s  l e d  t o  t h e  decay o f  t h a t  community, b u t  t h e y  were 

r e p l a c e d  by a " c o n t i n e n t a l "  o r  " I t a l i a n a t e "  a d o l e s c e n t  movement 

and most c i t i e s  cont inued  t o  s u p p o r t  a number o f  rock bands, 

even  i f  t h e s e  bands w e r e  r a r e l y  recorded .  

Fur thermore,  a l t hough  w e  have n o t  d i s c u s s e d  t h e  b l ack  

communities i n  t h i s  c h a p t e r ,  t h e y  c o n t i n u e d  t o  g e n e r a t e  dynamic 

new s t y l e s  (which would c o l l e c t i v e l y  become known i n  t h e  mid- 

s i x t i e s  as "soul"  mus ic ) .  Such gospe l -based  songs a s  t h e  

I s l e y  Bro the r s '  "Shout" (1959) ,  I k e  and Tina  T u r n e r ' s  " I t ' s  

Gonna Work Out Fine" (1961) ,  o r  t h e  Fa l cons '  " I  Found A Love" 

(1962) (none of  which w e r e  major  h i t s )  , a l l  came from t h i s  

source .  

Although it w a s  n o t  based on rock music,  the " f o l k i e s "  

w e r e  a n o t h e r  urban community w i t h  a s t r o n g  mus ica l  i d e n t i t y .  

The p o i n t  w e  a r e  t r y i n g  t o  sugges t  w i t h  t h e s e  examples i s  t h a t  

t h e  music  i n d u s t r y  d i d  n o t  r e t u r n  t o  t h e  u se  o f  formula t unes  

because  they  had "used  up" a l l  t h e  a v a i l a b l e  music. They 

s imply chose t o  i gno re  t h e  music o f  t h e  urban communities i n  

f a v o r  of  t h e  l e s s  t u r b u l e n t ,  more dependable  music of t h e i r  

own c r e a t i o n .  

* * *  

I n  conc lud ing  t h i s  examina t ion  of  t h e  p e r i o d  w e  have 

termed t h e  Counter-Reformation, t h e r e  a r e  c e r t a i n  p o i n t s  t h a t  

a r e  c e n t r a l ,  t o  t h e  argument w e  are deve lop ing  i n  t h i s  t h e s i s  

and t h a t ,  t h e r e f o r e ,  de se rve  p a r t i c u l a r  emphasis. These a r e  

a s  fo l lows :  
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1) t h a t  t h e  pop music of t h i s  pe r iod  was p r i m a r i l y  

manufactured through t h e  use of assembly-line techniques;  

2 )  t h a t  t h e  r a c i a l  and adolescent  urban communities 

e x e r t e d  very l i t t l e  i n f l u e n c e  on t h e  pop music of t h i s  per iod;  

and 

3 )  t h a t  t h i s  was n o t  a pe r iod  of v i t a l i t y  f o r  rock music. - 
'- 

C. The Second Wave: The Return of t h e  Music of t h e  Urban 

Communities (1964-69) 

The F i r s t  Wave occurred because var ious  d i s l o c a t i o n s  i n  

t h e  pop music marketplace allowed t h e  music of t h e  b lacks  and 

t h e  g r e a s e r s  t o  reach a mass audience. Something s i m i l a r  

happened i n  t h e  e a r l y  s i x t i e s .  Whereas t h e  F i r s t  Wave had 

grown ou t  of a s t r u g g l e  between t h e  major record  corpora t ions  

and a number of smal l  " independents" ,  t h e  major d i s l o c a t i o n  

t h a t  allowed t h e  Second Wave t o  begin was a s t r u g g l e  between 

EMI, t h e  l a r g e s t  Engl i sh  record  company, and i t s  American 

coun te rpa r t s .  The invas ion  of t h e  American airwaves by English 

rock bands brought t h e  music of t h e  "mods", an English,  working 

c l a s s ,  adolescent  community, t o  American adolescents .  

1. Developments i n  t h e  Pop Music Marketplace 

I n  1963, before  t h e  Engl ish  Invasion,  the  major American 

record  companies were n o t  a t tempt ing  t o  s i g n  white rock groups. 

Meanwhile, i n  c lubs ,  b a r s  and dancehal l s  and a t  high school 

dances and s t a t e  f a i r s ,  a g r e a t  d e a l  of new music was develop- 
a 

i ng  wi th  which most of t h e  indus t ry  was o u t  of touch. A rock 



h i t  l i k e  t h e  ~ i n g s m e n ' s  "Louie, Louie" (1963) w a s  j u s t  t h e  t i p  

o f  t h e  i c e b e r g .  On t h e  W e s t  Coast ,  t h e  s u r f  sound had evolved;  

independent  "b lack"  l a b e l s ,  such a s  Motown and A t l a n t i c ,  were 

making i n r o a d s  i n t o  t h e  AM r a d i o  c h a r t s  w i t h  new gospel-based 

s t y l e s  t h a t  would come t o  be  known a s  " s o u l " ;  and, a t  t h e  same 

t i m e ,  many young c o l l e g e  s t u d e n t s  w e r e  consc ious ly  r e j e c t i n g  

t h e  Top F o r t y  schmal tz  t h a t  dominated t h e  r a d i o  and w e r e  

embracing f o l k  music. 

These new sounds were beg inn ing  t o  cha l l enge  t h e  popular-  

i t y  of t h e  s t a n d a r d  r a d i o  f a r e ,  b u t  w i t h  t h e  appearance o f  a 

v igo rous ,  e n t h u s i a s t i c ,  unsen t imen ta l  music from England, t h e  

AM c h a r t s  underwent a r e v o l u t i o n .  Rock music r e t u r n e d  t o  t h e  

r ad io .  

a )  The Procurement of Raw M a t e r i a l s  

The r a w  m a t e r i a l s  o f  t h e  Second Wave w e r e  found i n  t h e  

v a r i o u s  g r a s s r o o t s  music scenes .  I n  England, ambi t ious  young 

h u s t l e r s ,  such as Brian E p s t e i n  and Andrew Loog Oldham, discov-  

e r e d  t h a t  v a r i a n t s  o f  t h e  American r o c k ' n ' r o l l  and r & b  s t y l e s  

w e r e  p o p u l a r  i n  t h e  l o c a l  c lubs .  E p s t e i n  and Oldham each  

became t h e  manager of a popula r  l o c a l  dance band (Eps t e in  

w i t h  t h e  L ive rpoo l  band, t h e  B e a t l e s ,  and Oldham w i t h  t h e  

R o l l i n g  S t o n e s ,  a  London band) .  When t h e  bands w e r e  r ecorded ,  

t h e y  bo th  ach ieved  almost  immediate n a t i o n a l  p o p u l a r i t y ,  which 

t h e i r  managers sought  t o  s u s t a i n  by c a r e f u l l y  shap ing  t h e  

images of  tAeir bands. Although t h e s e  e n e r g e t i c  young managers 

w e r e  i m p o r t a n t  t o  t h e i r  bands1 s u c c e s s ,  however, t h e  major 
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reason f o r  t h e  success  was t h a t  t h e  bands were working i n  

s t y l e s  t h a t  were a l r eady  popular  be fo re  they  reached t h e  

radio .  Other major Engl i sh  bands, such as the  Animals, Yard- 

b i r d s ,  Kinks and Who, came from s i m i l a r  backgrounds. 

On t h e  e a s t  c o a s t  of  America, A l b e r t  Grossman, through 

h i s  understanding of t h e  t a s t e s  of t h e  young middle c l a s s  f o l k  

audience,  had success  managing Peter, Paul  and Mary and then 

Bob Dylan. Grossman's method p a r a l l e l e d  t h a t  of Epstein and 

0 ldham. 

The g r a s s r o o t s  l e v e l  seems, i n  re t rospeCt ,  a r a t h e r  

obvious p l a c e  t o  look f o r  new s i n g e r s  and songwri te rs ,  but ,  i n  

t h e  e a r l y  s i x t i e s ,  t h e  A&R departments  of t h e  major record  

companies seemed o b l i v i o u s  t o  t h i s  p o s s i b i l i t y .  

Building popular  r e g i o n a l  a c t s  i n t o  n a t i o n a l  o r  i n t e r -  

n a t i o n a l  s t a r s  was n o t  t h e  only  way t o  e x p l o i t  one ' s  under- 

s t and ing  of g r a s s r o o t s  t a s t e s ,  however. A t  Motown Records 

i n  D e t r o i t  and i n  t h e  Los Angeles music scene, modified 

ve r s ions  of t h e  success  formulas of t h e  Counter-Re formation 

were used, b u t  whereas t h e s e  formulas had previous ly  been used 

t o  produce schmaltz,  they  were now used t o  produce s t y l e s  of 

rock. 

A t  Motown, gospel- inf luenced r & b  songs were w r i t t e n ,  

arranged and produced us ing  assembly l i n e  techniques.  A l l  

a s p e c t s  of t h e  product ion of r ecords  and l i v e  a c t s  were care-  

f u l l y  choreographed. (There w e r e  a l s o  o t h e r  independent l a b e l s  
C 

t h a t  marketed t h e  new gospel- inf luenced music. Stax-Volt and 

A t l a n t i c  both discovered a number of dynamic young black 
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performers i n  t h e  va r ious  r eg iona l  music scenes.  However, 

n e i t h e r  of t h e s e  l a b e l s  exerc ised  such complete c o n t r o l  over  

t h e i r  performers  a s  d i d  Motown.) 

Los Angeles had a t t r a c t e d  a  number o f  t a l e n t e d  young 

musicians and songwri te rs  and, a l though no s i n g l e  l a b e l  of t h e  
1 1 4  

importance of  Motown emerged, t h e s e  people kept  t h e i r  hands 

on t h e  p u l s e  of  Southern ~ a l i f o r n i a  music t rends .  When a  new 

s t y l e  l i k e  " s u r f "  o r  " f o l k  rock" evolved, they would quickly  

master it and produce records f o r  t h e  l o c a l  market. Musicians 

such a s  Hal Bla ine ,  Leon Russel l ,  Glen Campbell and Larry 

Knechtal and songwri te rs  such a s  P. F. Sloan,  Steve B a r r i ,  

Roger C h r i s t i a n ,  Sonny Bono and Brian Wilson appeared i n  

va r ious  combinations on dozens of records.  

e reason t h a t  Motown and t h e  Los Angeles musicians and 

songwri te rs  were s u c c e s s f u l  using formulaic  techniques while  

t h e  major r e c o r d  companies were n o t  i s  t h a t ,  u n l i k e  t h e  majors,  

they had remained i n  touch with t h e  popular  r eg iona l  music 

-. s t y l e s  and they  were the re fo re  ab le  t o  e x p l o i t  new developments$a 

b) Transformation I n t o  Commercial Products 

A t  t h e  beginning of t h e  Second Wave, most white  bands 

were recorded i n  such a  manner a s  t o  cap tu re  t h e  energy and 

impact o f  t h e i r  l i v e  a c t .  This semi-documentary product ion 

s t y l e ,  used by Engl ish  b e a t  groups and r&b bands and a l s o  by 

t h e  e a r l y  psychede l i c  bands, avoided such s t u d i o  embellish- 

ments a s  o r d h e s t r a l  s t r i n g s  o r  chora l  backings.  

Meanwhile, t h e  black recordings made a t  Motown were based 



on t h e  much more s o p h i s t i c a t e d  p roduc t ion  t echn iques  p ioneered  

by P h i l  Spec to r  (a l though  t h e  Motown p roduc t ion  emphasized 

rhythmic impact  r a t h e r  t h a n  s e n t i m e n t ) .  The r eco rd ings  done 

by Stax-Vol t  and A t l a n t i c  were a l s o  more s o p h i s t i c a t e d ,  

t a k i n g  advantage of complex arrangements  and t h e  h i g h l y  s k i l l e d  

mus ic i ansh ip  of t h e  house bands a t  such s t u d i o s  as Rick H a l l ' s  

Muscle Shoa l s  S t u d i o  i n  Alabama o r  t h e  S t a x  S t u d i o  i n  Memphis. 

(Motown a l s o  main ta ined  a  very  p r o f e s s i o n a l  house band.) 

6 h e  b l ack  r eco rds  were h i g h l y  r e s p e c t e d  by t h e  whi te  

mus ic i ans ,  who began i n c o r p o r a t i n g  Spec toresque  produc t ion  

t e c h n i q u e s  i n t o  t h e i r  own work. However, whereas t h e  b lack  

p roduce r s  had used t h e s e  p roduc t ion  t echn iques  t o  enhance 

t h e i r  music,  t h e  wh i t e  groups had a tendency t o  u s e  t h e  fancy 

p roduc t ion  t o  de-emphasize t h e  music wh i l e  g i v i n g  g r e a t  

importance t o  o r i e n t a l  i n s t r u m e n t a t i o n  o r  symphonic accompani- 

ment. The Beatles'  Se rgean t  P e p p e r ' s  Lonely Hear t s  Club Band, 

t h e  R o l l i n g  S tones '  T h e i r  S a t a n i c  M a j e s t i e s  Request and t h e  

Beach Boys' "Good V i b r a t i o n s "  a r e  a l l  examples o f  t h i s  

tendency 

* * *  

Between 1964 ,and  1966, Top F o r t y  AM r a d i o  remained t h e  

c h i e f  means o f  song plugging.  However, around 1966, AM 

s t a t i o n s  d i scove red  t h a t  r a t i n g s  i n c r e a s e d  i f  they  used 

s h o r t e r  p l a y l i s t s .  I nc reased  r a t i n g s  meant i nc reased  ad 

revenue,  sq t h e  Top For ty  was r ep l aced  by t h e  Top Twenty. Th i s  

meant t h a t  t h e  number of  songs b e i n g  p layed  on t h e  r a d i o  w a s  
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g r e a t l y  reduced,  which i n  t u r n  meant t h a t  t h e  t r a d i t i o n a l  

means of exposure  f o r  new acts w a s  t h e r e b y  e l i m i n a t e d  ( o r  a t  

l e a s t  g r e a t l y  reduced)  a s  compe t i t i on  f o r  a i r p l a y  i n c r e a s e d .  

N e w  avenues f o r  expos ing  songs and groups w e r e ,  however, 

evolving.  Smal l  dance and c o n c e r t  h a l l s  developed i n  most 

American c i t i e s  and, from 1967 onwards, " p r o g r e s s i v e "  o r  

"underground" F M  s t a t i o n s  became popu la r  a l t e r n a t i v e s  t o  AM 

r ad io .  The FM s t a t i o n s  had a more r e l a x e d  format ,  i n  which 

t h e r e  w e r e  no r i g i d  p l a y l i s t s  and d e e j a y s  w e r e  o f t e n  a b l e  t o  

make t h e i r  own d e c i s i o n s  about  what they  would p l a y ,  i n c l u d i n g  

songs t h a t  w e r e  l o n g e r  t han  t h e  u s u a l  two o r  t h r e e  minute AEll 

l i m i t .  I n d i v i d u a l  d e e j a y s  became i n f l u e n t i a l  once again .  

The FM format  e f f e c t e d  t h e  a c t u a l  p roces s  of  producing 

music f o r  r a d i o  a i r p l a y .  Many groups w e r e  a b l e  t o  e x p l o r e  

complex mus ica l  i d e a s  and albums came t o  have a g r e a t e r  import -  

ance than  they  had p r e v i o u s l y  had. 

C )  D i s t r i b u t i o n  and Consumption 

A s  mehtioned above,  t h e  Second Wave began w i t h  a power 

s t r u g g l e  between t h e  l a r g e s t  Eng l i sh  r eco rd  company, EMI ,  and 

i t s  American c o u n t e r p a r t s .  This  s t r u g g l e  had begun many y e a r s  

e a r l i e r .  I n  1954, EM1 had bought a c o n t r o l l i n g  i n t e r e s t  i n  one 

of t h e  American "majors" ,  C a p i t o l ,  and i n  1960 an a t t e m p t  w a s  

made t o  b reak  i n t o  t h e  American market  w i th  an Eng l i sh  p e r f o r -  
115 

mer, C l i f f  Richards .  Th i s  f i r s t  a t t empt  f a i l e d ,  b u t ,  i n  

1964, t hey  Ctried a g a i n ,  t h i s  t ime wi th  t h e  B e a t l e s ,  and were 

s u c c e s s f u l .  Other  Eng l i sh  b e a t  and r & b  groups fol lowed i n  t h e  
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wake of t h e  Beat les .  

The major American record companies were unable t o  combat 

t h i s  invas ion  because they  were, once again ,  o u t  of touch with 

t h e  va r ious  s t y l e s  of rock be ing  developed i n  America, which 

meant t h a t  t h e  Engl ish  companies had a product  t h a t  t h e  

American majors could no t  supply. Some of t h e  American inde- 

pendents w e r e  a b l e  t o  supply it, however. m u r i n g  t h e  F i r s t  

Wave it had been t h e  independent l a b e l s  t h a t  had discovered 

and developed t h e  new t a l e n t  and, t o  a g r e a t  e x t e n t ,  t he  same 

t h i n g  happened dur ing  t h e  Second Wave. W e  have a l r eady  noted 

the  s i g n i f i c a n c e  of  Motown, Stax-Volt  and A t l a n t i c  i n  t h e  

development of s o u l  m u s i c 3  Other important  independents 

inc luded Vanguard and E l e c t r a ,  bo th  o f  which g o t  t h e i r  s t a r t  

du r ing  t h e  f o l k  boom and l a t e r  s igned prominent psychedel ic  

groups such a s  Country Joe  and t h e  Fish  and t h e  Doors. 

Meanwhile, s h i f t s  i n  t a s t e  were merely followed by t h e  

majors ,  and they attempted v a r i o u s  means of  c o r r e c t i n g  t h i s  

problem. For ins t ance ,  unable t o  determine which performers 

had p o t e n t i a l  and which ones lacked it, they  went on s igning  

s p r e e s ,  such a s  t h a t  of Cl ive  Davis ( p r e s i d e n t  of Colubmia 
- 

Records) who went t o  t h e  Monterey Pop ~ e s t i v a l  i n  1967 and 
116 

"waved t h e  co rpora te  cheque book". The i d e a  behind these  

s p r e e s  was t h a t  i f  they recorded enough of t h e  contemporary 

groups,  some of them were bound t o  s e l l .  Those t h a t  d i d  n o t  

were n o t  allowed t o  record  a second album. This  s t r a t e g y  met * 

wi th  only l i m i t e d  success ,  however, because t h e  independents, 

who were i n  touch with t h e  l o c a l  scenes ,  were s t i l l  ab le  t o  
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s i g n  many o f  t h e  b e s t  per formers .  

o t h e r  means of c o u n t e r a c t i n g  t h e  s u c c e s s  o f  the 

independents  w a s  t o  buy them o u t ,  which i s  what ABC-Paramount 

d i d  t o  Dunh i l l  i n  1966, Un i t ed  A r t i s t s  d i d  t o  L i b e r t y  i n  1967, 

and WaLners d i d  t o  A t l a n t i c ,  a l s o  i n  1967. Buying o u t  indep- 

enden t s  w a s  t o  become v e r y  p o p u l a r  i n  t h e  e a r l y  s e v e n t i e s  3 
But it w a s  n o t  s i g n i n g  s p r e e s  o r  buying  o u t  independents  4 

t h a t  p u t  t h e  majors  back i n  c o n t r o l  d u r i n g  t h e  s i x t i e s .  A s  

w e  have a l r e a d y  mentioned,  t h e  major  labels always have t h e  

advantage i n  t h e  d i s t r i b u t i o n  end of t h e  r e c o r d  bus ines s .  

A f t e r  t h e  E n g l i s h  i n v a s i o n ,  t h i s  w a s  t h e  on ly  area where t h e  

American majors  had t h e  upper  hand, b u t  i t s  importance became 

obvious.  Because of l e a s i n g  arrangements ,  t h e y  c o n t r o l l e d  

t h e  d i s t r i b u t i o n  r i g h t s  on impor t s ,  which meant t h a t  t h e  

popu la r  Eng l i sh  groups w e r e  s o l d  i n  America on t h e  l a b e l s  of  

t h e  majors.  T h i s  w a s  an a r e a  i n  which t h e  independent com- 

p a n i e s  cou ld  n o t  compete and i t  gave t h e  majors  a l a r g e r  

s h a r e  of t h e  market  than  they  had had a t  any t i m e  s i n c e  rock 
117 

music had taken  ove r  t h e  c h a r t s  i n  1957. 

2. Urban Communities of  t h e  second Wave 

I n  examining t h e  F i r s t  Wave and t h e  Counter-Reformation 

t h e  on ly  urban communities r e l e v a n t  t o  o u r  t o p i c  were t h e  

b l a c k  g h e t t o  communities and t h e  ado le scen t  communities of  

A m e r i c a .  During t h e  Second Wave, however, t h e  rock music 

t h a t  o r i g i n a t e d  i n  England was roo ted  i n  Engl i sh  a d o l e s c e n t  

communities, such as t h e  mods and rocke r s ,  and f o r  t h e  f i r s t  



t i m e  t h e s e  communities became impor t an t  t o  o u r  a n a l y s i s .  

Although o u r  pr imary concern i n  t h i s  s e c t i o n  i s  w i t h  t hose  

communities which occur red  between 1964 and 1970, w e  a l s o  

examined t h e  o r i g i n s  of postwar  Eng l i sh  a d o l e s c e n t  communities 

i n  t h e  f i f t i e s  and e a r l y  s i x t i e s .  

Our examina t ion  o f  t h e  rise o f  b l a c k  power a l s o  i n c l u d e s ,  

as background, e v e n t s  t h a t  occur red  b e f o r e  1964. 

a )  The R i s e  of Black Power 

I n  t h e  l a t t e r  h a l f  o f  t h e  f i f t i e s ,  a movement f o r  c i v i l  

r i g h t s  developed from w i t h i n  t h e  b l ack  s u b c u l t u r e  i n  t h e  

s o u t h e r n  Uni ted  S t a t e s .  The movement w a s  o rgan ized  and 

d i r e c t e d  by v a r i o u s  b l ack  r e l i g i o u s  l e a d e r s ,  t h e  most promin- 

e n t  o f  which w a s  D r .  Mart in  Luther  King. They advocated t h e  

use  of  non -v io l en t  c i v i l  d i sobedience  t a c t i c s ,  such a s  s i t - i n s ,  

s t r i k e s ,  b o y c o t t s ,  marches and demons t ra t ions ,  i n  o r d e r  t o  

draw a t t e n t i o n  t o  t h e i r  demands f o r  r a c i a l  e q u a l i t y .  They 

a t t a c k e d  v a r i o u s  r a c i s t  p o l i c i e s  and i n s t i t u t i o n s  such a s  

t h e  r equ i r emen t  t h a t  b l acks  r i d e  i n  t h e  back of  p u b l i c  buses  

(which l e d  t o  t h e  1956 Montgomery bus s t r i k e )  o r  t h e  s t a t e  

laws which r e q u i r e d  seg rega t ed  e d u c a t i o n a l  systems. ( A  con- 

f r o n t a t i o n  ove r  t h e  l a t t e r  w i t h  Governor Faubus o f  Arkansas 

l e d  t o  t h e  u se ,  i n  1957, of f e d e r a l  t r o o p s  t o  i n t e g r a t e  a 

s c h o o l  i n  L i t t l e  Rock.) 

T h i s  movement drew n a t i o n a l  and i n t e r n a t i o n a l  a t t e n t i o n  

and, p a r t i c \ l a r l y  a f t e r  a  lunch coun te r  s i t - i n  i n  Greensboro, 

North C a r o l i n a ,  i n  1960, it rece ived  a s s i s t a n c e  from many 



Page 9 3  

whi t e  c o l l e g e  s t u d e n t s  from t h e  North. Th i s  phase of t h e  

c i v i l  r i g h t s  movement f l o u r i s h e d  u n t i l  1964, when ( a s  men- 

t i o n e d  above i n  t h e  s e c t i o n  on t h e  f o l k  movement) an a t t e m p t  

w a s  made t o  seat an a n t i - s e g r e g a t i o n  d e l e g a t i o n ,  t h e  M i s s -  

i s s i p p i  Freedom Democratic P a r t y ,  as o f f i c i a l  d e l e g a t e s  a t  

t h e  Democratic Convention. The r e j e c t i o n  of  t h i s  d e l e g a t i o n  

marked a symbolic end t o  t h e  non-v io l en t ,  b i - r a c i a l  c i v i l  

r i g h t s  movement. 

Many b l a c k s  became i m p a t i e n t  w i th  K ing ' s  non-v io len t  

c i v i l  d i sobedience  and t h e  p a c i f i s m  o f  such o r g a n i z a t i o n s  as 

t h e  PJational Assoc ia t ion  f o r  t h e  Advancement of  Colored People  

(NAACP). Marches and s i t - i n s  were viewed a s  i n e f f e c t i v e  and 

a new phase began which drew i n s p i r a t i o n  over  t h e  nex t  f o u r  

o r  f i v e  y e a r s  from more m i l i t a n t  spokespeople such a s  Malcolm 

X,  S t o k e l y  Carmichael,  H. Rap Brown and v a r i o u s  Black Panther  

l e a d e r s .  These "black power" l e a d e r s  a f f i rmed b lack  n a t i o n a l -  

i s t  g o a l s  r a t h e r  than r a c i a l  i n t e g r a t i o n  and encouraged b l ack  

p r i d e  i n  t h e  s t y l e s  of music,  c u i s i n e ,  d r e s s  and s l a n g  found 

i n  t h e  b l ack  subcul tu re .  Some a l s o  went beyond " c i v i l  r i g h t s "  

and demanded economic power. A popu la r  s logan  of t h e  t i m e ,  

"b l ack  i s  b e a u t i f u l " ,  i s  i n d i c a t i v e  o f  t h e  change t h a t  took 

p l a c e  i n  t h e  self- image of many b lacks .  

During t h e  pe r iod  between 1964 and 1 9 6 8  t h e r e  were a 

number o f  b l ack  r i o t s  i n  t h e  g h e t t o s  of t h e  North and on t h e  

W e s t  Coast , ,most  of which grew o u t  of  an i n c i d e n t  i n  which a 

b l a c k  person  was k i l l e d  by a wh i t e  person  ( u s u a l l y  a member 
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of  t h e  p o l i c e ) .  I n  1964 t h e r e  w e r e  major r i o t s  i n  Harlem, 

i n  1965 i n  Watts, and i n  1967 i n  D e t r o i t  and Newark. I n  

A p r i l ,  1968, t h e r e  w a s  widespread r i o t i n g  i n  Washington, 

Chicago, and many o t h e r  c i t i e s  and towns fo l lowing  t h e  

a s s a s s i n a t i o n  o f  Mar t in  Lu the r  King, b u t  King ' s  d e a t h  or 

perhaps  t h e  p o l i c e  murder of Fred Hampton t h e  n e x t  y e a r  could  

be  viewed as t h e  symbol ic  end o f  t h i s  p e r i o d  o f  b l a c k  con f id -  

ence.  By 1969, most o f  t h e  major b lack  l e a d e r s  w e r e  e i t h e r  

i n  h i d i n g ,  i n  j a i l  o r  dead. Severe  p o l i c e  r e p r e s s i o n  and 

p o l i t i c a l  s e c t a r i a n i s m  had made t h e  m i l i t a n t  b l a c k  s t a n c e  no 

more e f f e c t i v e  i n  changing t h e  s o c i a l  and economic c o n d i t i o n  

of  t h e  b l a c k s  t h a n  King ' s  c i v i l  d i sobedience  had been. 

* * *  

The a g g r e s s i v e  a f f i r m a t i o n  of  b l ack  s u b c u l t u r a l  s t y l e s  

was most c l e a r l y  r e f l e c t e d  i n  t h e  s t y l e  o f  b l a c k  music which 

g r a d u a l l y  emerged i n  t h e  e a r l y  s i x t i e s  and f l o u r i s h e d  between 

1964 and 1969. T h i s  s t y l e ,  known a s  " sou l "  music, openly 

a f f i rmed  t r a d i t i o n a l  b l a c k  musics such a s  gospe l  and b l u e s ,  

w i thou t  making major  concess ions  t o  wh i t e  t a s t e s .  

b )  Eng l i sh  Adolescen t  Communities 

S i n c e  t h e  Second World War, t h e  s o c i a l  s i t u a t i o n  i n  

England h a s  g e n e r a t e d  a s e r i e s  o f  working class a d o l e s c e n t  

communities (most o f  which have o r i g i n a t e d  i n  t h e  working 

c l a s s  neighborhoods i n  t h e  E a s t  End o r  i n  South London). The 

f i r s t  o f  t h e s e  w a s  t h e  " t eddy  boys" ( o r  " t e d s " )  whose name 

was d e r i v e d  from t h e  v e l v e t - c o l l a r e d ,  Edwardian-style j a c k e t s  
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t h a t  they  wore. The t e d s  developed f o r  many of t h e  same 

reasons as t h e  nor thern  g r e a s e r s  i n  t h e  United S t a t e s .  Post-  

war urban redevelopment schemes broke up many working c l a s s  

neighborhoods and r e l o c a t e d  people i n  apartment blocks t h a t  

were s u i t e d  t o  nuc lea r  f a m i l i e s  r a t h e r  than  extended f a m i l i e s  

( o r  t h e  i n t e g r a t e d  r e l a t i o n s h i p s  of a neighborhood). 

The e ros ion  of t h e  family and neighborhood, combined 

wi th  an a l i e n a t i n g  educa t iona l  system and poor employment 

p rospec t s ,  gave English working c l a s s  adolescents  an outlook 

s i m i l a r  t o  t h e  one developed by t h e i r  American counterpar ts .  

The s t y l e s  t h a t  a r e  chosen by communities a r e  chosen 

because they  s u i t  the  a c t i v i t i e s  and out looks  of t h e  members. 

I n  t h e  e a r l y  f i f t i e s ,  when t h e  t e d s  adopted them, t h e  Edward- 

i a n  j a c k e t s  were popular among middle c l a s s  adolescents ,  and 

t h e  t e d s  were probably express ing  t h e i r  own a s p i r a t i o n s  of 
118 

upward mobi l i ty .  When t h e  j a c k e t s  became a s s o c i a t e d  with 4 

t h e  working c l a s s ,  middle c l a s s  ado lescen t s  qu ick ly  l o s t  i n t e r -  

est ,  b u t  the t e d s  r e t a i n e d  t h e  s t y l e  because they  had a l ready 

developed a community i d e n t i t y  around it. 

When rock music appeared, it was a l s o  adopted -- inc luding  

t h e  b lack  r & b ,  t h e  white r o c k a b i l l y  and B i l l  Haley. The 

music ' s  energy and d r i v e  s u i t e d  t h e  rhythm and l i f e s t y l e  of 

t h e  t eds .  

Like t h e  g rease r s  i n  America, t h e  teddy boys dec l ined  i n  

t h e  l a t e  f i f t i e s  t o  be replaced  by a "Continental"  o r  
@ 

" I t a l i a n a t e "  s t y l e .  Although rock music was replaced on t h e  
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r a d i o  by youth o r i e n t e d  schmaltz,  rock bands t h r i v e d  a t  t h e  

g r a s s r o o t s  l e v e l .  

I n  t h e  e a r l y  s i x t i e s ,  new working c l a s s  adolescent  

communities, t h e  "mods" and " rockers" ,  began t o  t ake  shape. 

The rockers  wore l e a t h e r  j a c k e t s  and b lue  jeans,  rode motor- 

cyc les ,  had long greasy h a i r ,  and aff i rmed t h e  music of E l v i s ,  

Gene Vincent, Eddie Cochran and o t h e r  "rockers"  of t h e  f i f t i e s .  

Thei r  image was heav i ly  in f luenced  by t h e  American g r e a s e r s  

(and i n  p a r t i c u l a r ,  t h e  r o l e  played by Marlon Brando i n  t h e  

movie, "The Wild One"). By 1964, while  t h e  mods f l o u r i s h e d ,  
119 

t h e  rockers  were a l r eady  dying out .  

The s t y l e  of  t h e  mods was b u i l t  around t h e i r  a s p i r a t i o n s  
'\, 

of upward mobi l i ty  r a t h e r  than  t h e i r  working c l a s s  backgrounds 

(which they  d i d  n o t  p a r t i c u l a r l y  a f f i r m ) .  They dressed  l i k e  

fashionable  young members of t h e  middle c l a s s  except  t h a t  t h e i r  

emphasis on s t y l e  was r a t h e r  exaggerated.  The male members had 

n e a t  close-cropped h a i r  ( o r  h a i r c u t s  l i k e  those  of t h e  e a r l y  

B e a t l e s ) ,  favored t h e  l a t e s t  London fash ions ,  o f t e n  drove 

motor-scooters,  and occas iona l ly  wore make-up. 

The female members had a  h igher  p r o f i l e  than d i d  t h e i r  

coun te rpa r t s  i n  o t h e r  ado lescen t  communities. The g r e a s e r s ,  

teddy boys o r  rockers  were a l l  p r imar i ly  male communities 

where t h e  only r o l e s  f o r  young women ( " g i r l  f r i end"  o r  "sex  

o b j e c t " )  were de f ined  by males. This  s i t u a t i o n  was re in fo rced  

by t h e  r e l a$ ive  economic dependence of t h e  women. Many of t h e  

young, working c l a s s  women who became mods, however, had jobs 
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and, as poor  pay ing  as t h e s e  jobs  w e r e  (depar tment  s t o r e  c l e r k  

o r  o f f i c e  worke r ) ,  t h e  r e s u l t  was t h a t  mod women had a much 
120 

g r e a t e r  deg ree  of real independence. T h i s  l e d  t o  t h e  deve l -  

opment o f  t h e i r  own s t y l e s ,  i n c l u d i n g  m i n i - s k i r t s  and b e l l -  

bottom p a n t s  (made o f  l u x u r i o u s  f a b r i c s  such as v e l v e t s  and 

s a t i n s ) ,  make-up which h e a v i l y  emphasized t h e  eyes ,  and s h o r t  

geome t r i c  h a i r c u t s .  

The music  o f  t h e  mods was e a r l y  Motown and s o u l  u n t i l  1963 

when t h e y  embraced t h e  B e a t l e s '  e n e r g e t i c  new sound. A t  about  

t h e  same t i m e ,  many mods were f r e q u e n t i n g  t h e  London c l u b s  

where r & b  groups such  as t h e  R o l l i n g  S tones ,  Kinks,  Animals 

and o t h e r s  w e r e  p l a y i n g .  By 1965, groups l i k e  t h e  Small Faces 

and t h e  Who began u s i n g  t h i s  music t o  speak about  t h e  l i f e  and 

concerns  o f  t h e  mods from w i t h i n  t h e  s u b c u l t u r e .  

During t h e  m i d - s i x t i e s ,  t h e  mod s t y l e s  of t h e  Carnaby 

S t r e e t  b o u t i q u e s  w e r e  fo rmul ized  and marketed th roughout  England 

and America. This  commercial e x p r o p r i a t i o n  of  t h e  community w a s  Y 
I 

fo l lowed by i t s  d e c l i n e .  

I n  t h e  l a t e  s i x t i e s  some mod remnants w e r e  a t t r a c t e d  t o  a 

fash ion-consc ious  v e r s i o n  of t h e  American h i p p i e  movement, 

wh i l e  o t h e r s  r e a c t e d  a g a i n s t  t h e  same middle c l a s s  t endenc ie s .  

The l a t t e r  group deve loped  i n t o  t h e  a g g r e s s i v e l y  working c l a s s  

"sk inheads" ,  a community t h a t  su rv ived  i n t o  t h e  s e v e n t i e s .  J e f f  

N u t t a l l  d e s c r i b e d  them as 

. . . a  r e t u r n  t o  t h e  p o s i t i o n  of t h e  t e d ,  b u t  i n  r eve r se .  
The t e d  w a s  s t r i v i n g  t o  surmount h i s  working-class  
fami ly .  The sk inheads  were and a r e  s t r i v i n g  t o  form a 
d i s s i d e n t  group which en joys  a l l  t h e  s e c u r i t y  o f  a  
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working-class  i d e n t i t y .  Thus t h e y  d e s p i s e  t h e  s t r o n g  
bourgeois  e lement  i n  the underground and throw t h e i r  121  
l o t  i n  w i th  t h e i r  l o c a l  f o o t b a l l  t e a m  and Enoch Powell.  

Skinheads  w e r e  c h a r a c t e r i z e d  by formal ized  working class 

d r e s s :  heavy work boo t s ,  b l u e  j eans  and suspenders ,  and v e r y  

c lose-cropped "orphanage" h a i r c u t s .  They w e r e  a l s o  known f o r  

t h e i r  p h y s i c a l  a s s a u l t s  on h i p p i e s ,  gays  and Eas t  Ind ians .  

They w e r e  e a r l y  f a n s  o f  t h e  music o f  England ' s  W e s t  I nd i an  

immigrants,  " r eggae" ,  b u t  t h e i r  i n t e r e s t  d e c l i n e d  when t h e  

b l a c k s  adopted t h e  R a s t a f a r i a n  long  h a i r ,  marihuana and " l o v e  

and peace"  e t h i c  t h a t  t h e  sk inheads  a s s o c i a t e d  wi th  t h e  h i p p i e s .  

c) American Adolescen t  Communities 

The f i r s t  American a d o l e s c e n t  community o f  t h e  Second Wave 

was t h e  s u r f e r  community, which emanated from sou the rn  C a l i f o r -  

n i a  and w a s  sp read  a c r o s s  America by t h e  mus ica l  s t y l e  a s s o c i -  

a t e d  w i t h  it. Then, i n  1964 and 1965, Beatlemania swept 

A m e r i c a  and t h e  s u r f e r s  g r a d u a l l y  d i sappeared .  Many of t hose  

who had suppor ted  t h e  i n s t r u m e n t a l ,  t w i s t  o r  s u r f  bands became 

i n t e r e s t e d  i n  t h e  E n g l i s h  bands. By 1965, bands w e r e  emula t ing  

t h e  Eng l i sh  s t y l e s ,  c l o t h i n g  w a s  i n f l u e n c e d  by Carnaby S t r e e t  

and many young males w e r e  growing t h e i r  h a i r  longer .  

Perhaps  because  t h e  c e n t e r  of  a d o l e s c e n t  a c t i v i t y  seemed 

t o  be i n  England, t h i s  American a c t i v i t y ,  a l though  widespread,  

was l a r g e l y  ignored  by t h e  media and by such commercial f o r c e s  

as t h e  r e c o r d  i n d u s t r y .  Because it was n o t  i d e n t i f i e d  as any- 
* 

t h i n g  b u t  d e r i v a t i v e ,  it w a s  n o t  named and i s  on ly  known 

through r e c o r d s  produced by groups whose members belonged t o  
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t h i s  movement. The r e c o r d s  have s i n c e  been termed "punk rock".  

A t  t h e  same t i m e  t h a t  t h i s  a c t i v i t y  was o c c u r r i n g ,  t h e  

co l lege-based  coun te r - cu l tu re  t h a t  had been a s s o c i a t e d  w i t h  t h e  

f o l k  r e v i v a l  w a s  a l s o  undergoing changes. With t h e  d e c l i n e  of 

wh i t e  involvement i n  t h e  black c i v i l  r i g h t s  movement, two main 

t e n d e n c i e s  developed,  which could be viewed as a  p o l i t i c a l  

and a c u l t u r a l  tendency.  These two t e n d e n c i e s  w e r e  n o t  c l e a r l y  

s e p a r a t e d ,  however, and throughout t h e  l a t t e r  h a l f  o f  t h e  s i x -  - 
t ies ,  t hey  over lapped  a  g r e a t  dea l .  

The c u l t u r a l  tendency was known a s  t h e  "h ipp ie"  movement, 

which s e e m s  t o  have developed f i r s t  ( i n  l a te  1965) i n  t h e  

Haight-Ashbury d i s t r i c t  of  San F ranc i sco ,  a l t hough  it soon 

sp read  t o  most o t h e r  major c i t i e s  i n  t h e  Uni ted S t a t e s  and 

Canada (and e v e n t u a l l y  t o  most major c i t i e s  i n  t h e  Western 

World). I t  w a s  o r i g i n a l l y  a  somewhat consc ious  coming t o g e t h e r  

of  v a r i o u s  b e a t n i k  remnants,  e x - c i v i l  r i g h t s  workers ,  ar t is ts ,  

f o l k  mus ic i ans  and psychede l i c  drug exper imenters  i n  an a t t empt  

t o  create a  community i n s i d e  a  major c i t y .  With e x t e n s i v e  media 

coverage,  t h e  movement grew r a p i d l y ,  a t t r a c t i n g  l a r g e  numbers of 

a d o l e s c e n t s  from middle  c l a s s  backgrounds, most  o f  whom had 

no p rev ious  c o n t a c t  w i t h  t h e  c i v i l  r i g h t s  movement o r  w i th  any 

o t h e r  c o u n t e r - c u l t u r a l  a c t i v i t y .  

W e  have sugges t ed  i n  ou r  c o n s i d e r a t i o n  of t h e  g r e a s e r s  and 

t h e  Eng l i sh  s u b c u l t u r e s  t h a t  t hey  w e r e  gene ra t ed  i n  response t o  

an expe r i encg  of s o c i a l  d i s i n t e g r a t i o n .  Although middle c l a s s  

a d o l e s c e n t s  i n  t h e  m i d - s i x t i e s  had more o p t i o n s  open t o  them 



than  d i d  t h e i r  working c l a s s  c o u n t e r p a r t s ,  they  shared with t h e  

working c l a s s  youth an experience of u rban iza t ion ,  age segreg- 

a t i o n ,  t h e  disappearance of t h e  extended family and t h e  imper- 

s o n a l i t y  of new housing developments ( i n  t h i s  case  suburban 

bedroom communities). These f e a t u r e s  combined t o  erode t r a d i -  

t i o n a l  conceptions of happiness  and success .  Faced with t h e  

a l t e r n a t i v e  of becoming a cog i n  a machine o r  a t tempting t o  

b u i l d  a new l i f e  a s  a h ipp ie ,  many young people r e j e c t e d  t h e  

" s t r a i g h t "  world. These middle c l a s s  drop-outs made up t h e  bulk 
I 

of t h e  h i p p i e  movement. 

The movement seemed t o  develop around two c e n t r a l  f ea tu res :  

t h e  use of psychedel ic  s t imulan t s  and t h e  b e l i e f  t h a t  t h e  

t r a d i t i o n a l  va lues  of ~ r n e r i c a  were bankrupt. These f e a t u r e s  l e d  

t o  a g r e a t  d e a l  of experimentat ion w i t h  ways of l i v i n g  (comrnun- 

a 1  and co-operative ventures  were common) and t o  var ious  

unorthodox ways of viewing t h e  world ( o r i e n t a l  mys t i ca l  

t r a d i t i o n s  w e r e  found i n  combination wi th  r a d i c a l  p o l i t i c s ) ,  

Like o t h e r  adolescent  communities, t h e  h ipp ies  a l s o  devel-  

oped recognizable  s t y l e s  of grooming, d r e s s ,  dance and music. 

I n  terms of  grooming, they ques t ioned t r a d i t i o n a l l y  f a s t i d i o u s  

no t ions  of "neatness"  and " c l e a n l i n e s s " .  Both men and women 

c u l t i v a t e d  long h a i r  and many men a l s o  grew beards.  Clothing 

s t y l e s  tended t o  be e x o t i c ,  borrowing elements from n a t i v e  

Ind ians ,  Hindus, Mexicans, Gypsies and t h e  ~ r n e r i c a n  Army. 

The c o n t e x t  f o r  t h e  consumption of music was the  l o c a l  
@ 

danceha l l  o r  ballroom and it genera ted  " l i g h t  shows", psychedel- 

i c  p o s t e r s ,  a sensuous f r e e  form dance s t y l e  and a musical s t y l e  



t h a t  came t o  be known as " a c i d  rock". A l l  of  t h e  above showed 

a  s t r o n g  i n f l u e n c e  o f  p sychede l i c  d rugs  and w e r e ,  i n  f a c t ,  

meant t o  enhance a  d rug  exper ience .  

I n  l a te  January ,  1967, Golden Gate Park i n  San F r a n c i s c o  

became t h e  s i t e  of  t h e  f i r s t  of  many l a r g e  h i p p i e  g a t h e r i n g s  

t h a t  w e r e  termed "be- ins"  . These g a t h e r i n g s  w e r e  p r i m a r i l y  

e x p r e s s i o n s  o f  c o u n t e r - c u l t u r a l  i d e n t i t y  and w e r e  a l s o  h e l d  i n  

o t h e r  c i t ies  as t h e  s i z e  of t h e  h i p p i e  movement grew. 

* * *  

Although it tended  t o  be u n i v e r s i t y  based ,  t h e  p o l i t i c a l  

o r  "new l e f t "  tendency o f  t h e  s i x t i e s  coun te r - cu l tu re  was 

c l o s e l y  a s s o c i a t e d  wi th  t h e  h i p p i e  movement. (Drug use  and 

co-opera t ive  l i v i n g  s i t u a t i o n s  w e r e  common.) 

A f t e r  t h e  d e c l i n e  o f  whi te  p a r t i c i p a t i o n  i n  t h e  c i v i l  

r i g h t s  movement, t h e  c e n t r a l  i s s u e  around which t h e  new l e f t  

o rgan ized  w a s  i t s  o p p o s i t i o n  t o  t h e  Vietnam w a r  and the m i l i t a r y  

c o n s c r i p t i o n  program. The d r a f t  resi s t ance  movement cu lmina ted  

d u r i n g  t h e  "S top  t h e  D r a f t  Week" i n  October,  1967, w i t h  a 

massive demons t ra t ion  a t  t h e  Pentagon i n  Washington, D.C. I n  

s p i t e  of  t h i s  and numerous o t h e r  demons t ra t ions  th roughout  t he ,  

coun t ry ,  t h e  government cont inued  t o  escalate i t s  involvement 

i n  Vietnam. I n  1968, t h e r e  was u n r e s t  on many campuses o v e r  

war r e s e a r c h ,  campus m i l i t a r y  r ec ru i tmen t  and v a r i o u s  u n i v e r s i t y  

p o l i c i e s .  There  was a l s o  a l a r g e  demonstra t ion h e l d  i n  Chicago 

a t  t h e  t ime,of t h e  Democratic Convention, b u t ,  a l though  wide- 

sp read ,  s t u d e n t  o p p o s i t i o n  t o  governmental  and i n s t i t u t i o n a l  

p o l i c i e s  had very  l i t t l e  apparen t  e f f e c t .  



page (9 
By 1969, t h e  s t u d e n t  l e f t  w a s  e x p e r i e n c i n g  a demoraliz-  

a t i o n  s i m i l a r  t o  t h a t  exper ienced  by b l a c k  advoca tes  o f  c i v i l  

d i sobed ience  f i v e  y e a r s  e a r l i e r .  The tact ics used by t h e  

s t u d e n t  movement had been t h o s e  o f  c i v i l  d i sobed ience  -- sit- 

i n s ,  s t r i k e s  and demons t ra t ions  -- b u t ,  i n  1969, many p o l i t i c a l  

spokespeople  w e r e  beg inn ing  t o  f e e l  t h a t  s t r o n g e r  t a c t i c s  w e r e  

needed. The SDS d i s s o l v e d  i n t o  v a r i o u s  f a c t i o n s  ove r  t h i s  

i s s u e .  Most s t u d e n t  l e f t i s t s  sough t  new ways t o  b r i n g  about  

s o c i a l  change, i n c l u d i n g  a s m a l l  number who became t e r r o r i s t s .  

Campus r a d i c a l i s m  d e c l i n e d  r a p i d l y  and a l t hough  t h e  i nvas ion  

o f  Cambodia i n  A p r i l ,  1970, b rought  renewed campus demonstra- 

t i o n s ,  the new l e f t  d e c l i n e d  i n  importance d u r i n g  the e a r l y  

s e v e n t i e s .  

3.  How t h e  Communities and Marketplace Shaped t h e  Music 
1 

\ '  During t h e  Counter-Reformation t h e  major  commercial 

i n f l u e n c e  on t h e  music was t h e  r e d u c t i o n  o f  pop music t o  a  

series of p roduc t ion  and marke t ing  formulae. During t h e  Second 

- Wave t h e  i n f l u e n c e  of t h e  marke tp lace  w a s  t o  encourage t h e  
/ 

/ p o p u l a r i z a t i o n  o f  t h e  s t y l e s  o f  t h e  urban communities and, 
/ 

f u r t h e r ,  t o  encourage ( i n d i r e c t l y )  t h e  growth of such comrnun- 

i t i e s .  Th i s  unusua l  behavior  on t h e  p a r t  o f  t h e  music i n d u s t r y  

w a s  a  s i d e  e f f e c t  o f  t h e  s t r u g g l e  between major Eng l i sh  and 

American r e c o r d  companies. 

I n  1964, it seemed t h a t  t h e  Eng l i sh  rock groups stormed 

American r e d b r d  c h a r t s  simply because they  were mus ica l ly  

s u p e r i o r  t o  rock  bands i n  A m e r i c a ,  b u t  t h i s  i s  unsupported 
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by e x i s t i n g  evidence. The r e p e r t o i r e  of t h e  English groups 

included a v a r i e t y  of songs from t h e  F i r s t  Wave ( a s  w e l l  a s  a 

few of  t h e  newer "soul"  songs, r e c e n t l y  generated i n  the black 

communities i n  America). Innumerable white  American bands had 

been p laying  s i m i l a r  m a t e r i a l  f o r  yea r s ,  but  t h e  major record 

companies, b e l i e v i n g  t h a t  r o c k ' n ' r o l l  was j u s t  a f ad  whose 

time had come and gone, had ignored t h i s  g r a s s r o o t s  music. 

The English record corpora t ions  had had t h e  same a t t i t u d e  

towards rock u n t i l  1962 when Parlophone, an EM1 subs id ia ry ,  

had s igned up a popular  Liverpool  dance band, t h e  Beat les .  

The members of t h e  Bea t l e s  had o r i g i n a l l y  been "beats"  ( a  s o r t  

of English g r e a s e r ) ,  b u t  t h e i r  manager had them adopt  t h e  

comparatively clean-cut  c l o t h i n g  and h a i r c u t s  of t h e  ttmods", 

and t h i s  c lean-cut  image gave them access  t o  the  English media 

t h a t  they would n o t  o therwise  have had. Thei r  exuberant ,  

dynamic, b u t  u l t ima te ly  unthrea tening  s t y l e  caught on and they 

were soon t h e  most popular band i n  England. (The p o p u l a r i t y  

of t h e  Bea t l e s '  r a t h e r  harmless s t y l e  opened t h e  door f o r  

o t h e r ,  more aggressive,  English bands such a s  the  Roll ing 

Stones,  Animals, and Yardbirds.  ) 

The Bea t l e s ,  with a boos t  from Cap i to l  ( E M I ' s  American 

l a b e l ) ,  then  c a r r i e d  t h e i r  momentum from England i n t o  the  

American market where t h e  rock music, combined wi th  mod h a i r c u t s  

and c l o t h i n g ,  had an enormous impact. This s e r i e s  of events ,  

through whjch EM1 and o t h e r  Engl i sh  record  companies broke @ 

i n t o  t h e  American market, was t h e  beginning of t h e  Second Wave. 
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Once t h e  English bands had f i rmly  e s t a b l i s h e d  rock music 

wi th  a mass audience (once a g a i n ) ,  t h e  r ecord  companies were 

powerless t o  s t o p  it ( s h o r t  of commercial s u i c i d e ) .  For t h e  

remainder of t h e  s i x t i e s ,  one s t y l e  a f t e r  another ,  inc lud ing  

s o u l  music, punk rock ( t h e  s i x t i e s  v a r i e t y ) ,  and a c i d  rock, 

moved from t h e  urban communities t h a t  genera ted  them t o  a mass 

audience. Of course o t h e r  f a c t o r s ,  such a s  changes i n  AM r a d i o  

programming p o l i c i e s  (which we d iscussed  i n  t h e  s e c t i o n  on 

"developments i n  t h e  pop music marketp lace") ,  a l s o  shaped t h e  

music of t h e  Second Wave, bu t  the  most important  e v e n t  i n  terms 

of e s t a b l i s h i n g  t h e  musical form of t h e  p e r i o d  was t h e  corpor- 

ate-backed breakthrough of the  English music. 

* * *  

A t  t h i s  s t a g e  i n  our  examination of rock music, because 

of s i m i l a r i t i e s  between the  F i r s t  and Second Waves, c e r t a i n  

r e c u r r i n g  p a t t e r n s  can be seen i n  t h e  way marketplace and 

community shape pop music. I n  concluding our  examination of 

t h e  Second Wave, we wish t o  draw a t t e n t i o n  t o  these  p a t t e r n s .  

They a r e  a s  fol lows:  

1) t h a t  a major d i s l o c a t i o n  has once again occurred i n  

the  co rpora te  o l igopoly  c o n t r o l l i n g  t h e  record  bus iness ;  

2 )  t h a t  t h i s  has been followed once again  by t h e  popular- 

i z a t i o n  of t h e  musical  s t y l e s  of r a c i a l  and ado lescen t  urban 

communities; and 

3 )  t h a t  t h e s e  two f a c t o r s  a r e  once again as soc ia ted  with 

a p e r i o d  of v i t a l i t y  f o r  rock music. 



Page 105 

D. The S e v e n t i e s  

1. The Return Of The Magic Formula 

Throughout t h e  s e v e n t i e s ,  b u s i n e s s  i n t e r e s t s  have come t o  

dominate rock music once aga in .  Performers  no longe r  have t h e  
.J 

i n i t i a t i v e .  Con t ro l  i s  i n  t h e  hands o f  p roducers ,  managers and 

t h e  e x e c u t i v e s  o f  r e c o r d  companies and r a d i o  s t a t i o n s .  A s  i n  

t h e  l a te  f i f t i e s ,  t h e  r eco rd  i n d u s t r y  has  a t tempted  t o  reduce 

rock music t o  a handfu l  o f  formulas  t h a t  w i l l  gua ran tee  h i t  

records .  

a)  Raw Materials 

I n  t h e  e a r l y  s e v e n t i e s ,  t h e  r e c o r d  companies sought  

a r t i s t s  working i n  formul ized  v e r s i o n s  of t h e  s t y l e s  o f  t h e  l a t e  

s i x t i e s .  "Heavy metal"  grew from a fo rmul i za t ion  of  t h e  C r e a m ,  

"count ry  rock" from t h e  f o r m u l i z a t i o n  of  t h e  Byrds'  exper iments  

on Sweethear t  Of The Rodeo, and t h e  " s inge r / songwr i t e r s "  

exp lo red  t h e  t e r r i t o r y  opened up by Bob Dylan. 

By 1973, w i th  t h e  d i sappearance  of  t h e  smal l  c o n c e r t  h a l l s  

and t h e  commerc ia l iza t ion  o f  FM r a d i o  (which we w i l l  d i s c u s s  

be low) ,  it became necessary  once a g a i n  f o r  performers  t o  have 

AM-style h i t s  if they  wished t o  break through t o  a m a s s  market .  -+ 

Unders tanding t h i s  p roces s ,  managers shaped t h e i r  groups (and 

groups shaped themselves)  acco rd ing  t o  commercial requirements .  

E s t h e t i c  judgments e became p r i m a z i l y  corrwercialiud- 
/.---- 

..ii(c 
'----.--<- - 

A p e r i o d  ve ry  much l i k e  t h e  Counter-Reformation o f  t h e  l a t e  
P' 

f i f t i e s  and etarly s i x t i e s  ensued,  d u r i n g  which t h e  two main 

formulas  f o r  succes s  w e r e  developed f o r  performers .  3 
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The f i r s t  of t h e s e  was t o  develop a recognizable ,  commer- 

c i a l  sound cen te red  on an i d i o s y n c r a t i c  ( o r  immediately 

recognizable)  vocal  s t y l e d  Rod Stewart  and Boz Scaggs, f o r  1 
i n s t a n c e ,  developed i d i o s y n c r a t i c  s t y l e s .  Paul  McCartney, 

because he was a s t a r  i n  the  s i x t i e s ,  was an example o f  an 

i n s t a n t l y  recognizable  voice.  The music of a performer using 

t h i s  formula was of  l e s s  importance than  t h e  recognizable  

persona evoked by t h e  voice.  

q1f;e second formula used t o  advance t h e  c a r e e r  of a per- 

former was t o  develop a s t r o n g  v i s u a l  appea This  formula, 

wi th  i t s  emphasis upon a recognizable  i d e n t i t y ,  was r e l a t e d  

t o  t h e  f i r s t ,  bu t  it had even l e s s  t o  do with music. Visual  lc: 
appeal  w a s  b u i l t  around t h e  b i z a r r e  and ext ravagant  (Alice 

Cooper, Dave Bowie o r  K i s s )  o r  around t h e  commoditization of - 

women. Linda Ronstadt,  Carly Simon, Dolly Parton and S tev ie  
7- 

Nicks of Fleetwood Mac a l l  owe much of t h e i r  success  t o  t h e i r  

w i l l i n g n e s s  t o  use t h e i r  own commoditized image a s  a marketing - 
s t r a t e g y .  (Another a spec t  of t h e  formulaic  commoditization of 

I 

women has  been t h e  r e g u l a r  use of s o f t  core porn on album 

covers  and i n  ads.  ) 

ghe development through these  two formulas (voice  and 

appearance) of recognizable  s t a r s  generated a " s t a r  system" 

i n  t h e  music i n d u s t r y ,  s i m i l a r  t o  t h a t  developed by Hollywood 

i n  t h e  t h i r t i e s  and f o r t i e s .  The o b j e c t  of t h i s  system was t o  
- -- --- Y 

genera te  and then s u s t a i n  t h e  p o p u l a r i t y  of t h e  * 11stars2 
Although a s p e c i a l  musical t a l e n t  of some s o r t  might be involved 
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i n  a p e r s o n ' s  a t t a i n m e n t  o f  stardom, once he  o r  she  a c t u a l l y  

became a s ta r ,  t h e  f e a t u r e s  emphasized w e r e  t h e i r  glamor, 

s o p h i s t i c a t i o n  and conspicuous consumption. The s ta r  system 

w a s  based  p r i m a r i l y  on p u b l i c i t y  r a t h e r  than t a l e n t .  

b )  The Transformat ion I n t o  Commercial Produc ts  

The t r e n d  towards f o r m u l i z a t i o n  w a s  a l s o  apparen t  i n  t h e  

p roduc t ion  p r o c e s s ,  which was g iven  g r e a t e r  emphasis t han  it - 
had had d u r i n g  t h e  s i x t i e s  (when t h e  emphasis was on sub- 

c u l t u r a l  music s t y l e s ) .  Producers ,  s t u d i o s  and s e s s i o n  

mus ic ians  a l l  seemed more impor t an t  t han  t h e  music i t s e l f .  

v r o d u c e r s  began t o  p l ay  an i n c r e a s i n g l y  c e n t r a l  r o l e  i n  

t h e  concept ion  and c o n t r o l  of t h e  shape of t h e  produc t ,  o f t e n  

w i t h  an eye towards enhancing i t s  commercial appeal* T h i s  t r e n d -  

p a r a l l e l e d  developments i n  t h e  l a t e  f i f t i e s  and e a r l y  s i x t i e s ,  

when producers ,  such a s  Le ibe r  and e t o l l e r ,  Spec tor ,  and 

Bacharach, came t o  prominence w i t h  t h a t  o f t e n  f e a t u r e d  

t h e  u s e  o f  o r c h e s t r a l  s t r i n g s  and groups t o  "sweeten" 

material.  &.he renewed emphasis on t h e  producer  i n  t h e  --v 

s e v e n t i e s  brought  w i th  it t h e  same tendency. - 
Prominent p roducers  of  t h e  s e v e n t i e s  inc luded  Gus Dudgeon 

(who worked wi th  E l ton  J o h n ) ,  P e t e r  Asher (who worked wi th  Linda 

R o n s t a d t ) ,  Glyn Johns (who worked wi th  t h e  Who, t h e  R o l l i n g  

S tones  and t h e  Eagles ,  among o t h e r s )  , and t h e  i n v e n t o r s  o f  t h e  
,_--- - 

P h i l a d e l p h i a  s o u l  sound,  Thom B e l l ,  Kenny Gamble and Leon Huff. 

The l a t t e r  t h r e e  worked i n  t h e  Motown t r a d i t i o n  i n  which t h e  

producer  t o t a l l y  shaped t h e  r e c o r d i n g s  o f  t h e i r  a r t i s t s .  Asher 
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used a s i m i l a r  technique i n  h i s  work with Ronstadt. 

Many groups " c o n t r o l l e d  t h e i r  own production", i n  t h e  
- - " ----- - 

sense t h a t  t h e  group a s  a whole o r  one o r  two of i t s  members 

d id  t h e  product ion.  Among t h e  s u c c e s s f u l  producers i n  t h i s  

category were Jimmy Page of Led Zeppelin, J e f f  Lynne of  t h e  

E l e c t r i c  Light  Orches t ra  and Paul  McCartney of Wings. 

The inc reased  s i g n i f i c a n c e  of the  producer was based on 

advances t h a t  had been made i n  the  technology of recording.  

A complex and expensive technique c a l l e d  "mul t i - t racking" ,  

a way of breaking  t h e  recording  process  i n t o  a number of con- 

t r o l l a b l e  s t a g e s ,  became t h e  accepted way of recording.  Multi-  

t r ack ing  means t h a t  each instrument  i s  recorded s e p a r a t e l y  and 

then each of t h e  r e s u l t i n g  " t r a c k s "  i s  given t h e  d e s i r e d  l e v e l  

of bass  o r  t r e b l e  ( o r  perhaps has echo o r  reverb  added t o  it) 

before  they  a r e  a l l  mixed toge the r  ( a t  t h e i r  va r ious  d e s i r e d  

volumes) i n t o  t h e  f i n a l  product.  Whereas E l v i s  P r e s l e y  ' s 

e a r l y  work w a s  recorded on a one t r a c k  recorde r  (which meant 

t h a t  t h e  band and v o c a l i s t  a l l  played a t  t h e  same time and t h e  

recording was a documentary of  t h e i r  performance) , and even a 

recording  such a s  Serqeant  Pepper ' s  Lonely Hearts  Club Band was 

recorded on only a f o u r  t r a c k  machine, by t h e  mid-seventies,  . 
s i x t e e n  and t h i r t y - t w o  t r a c k  s t u d i o s  had become t h e  norm. 

Although t h i s  method gave t h e  producer a g r e a t  d e a l  of t e c h n i c a l  k 
c o n t r o l ,  it was s o  c l i n i c a l  t h a t  t h e  r e s u l t i n g  music o f t e n  

lacked t h e  exuberance and s i n c e r i t y  o f  t h e  documentary 
* 

recording. 



This  lack  of convic t ion  was o f t e n  f u r t h e r  increased  by the  

use of s t u d i o  o r  sess ion  musicians who were h i r e d  t o  p lay  com- 

p lex  ins t rumenta l  passages.  Although t h e s e  musicians had 

t e c h n i c a l  mastery of t h e i r  ins t ruments  and could p lay  almost 

any s t y l e  on cue,  t h e i r  work f r e q u e n t l y  sounded over ly  profes-  

s i o n a l  and lacked any f e e l i n g  of freedom o r  r i s k  taking.  None- 

t h e l e s s  t h e  use of sess ion  musicians a l s o  became commonplace. 

r E x p e n s i v e ,  t echno log ica l ly  advanced s t u d i o s  and t h e  

genera l  emphasis on product ion favored o l i g o p o l i s t i c  c o n t r o l  of - 

t h e  music i n d u s t r y  r a t h e r  than smal l  independent record  compan- 

i e s  o r  i n d i v i d u a l  groups. I t  was only t h e  l a r g e  corpora t ions  

t h a t  could a f f o r d  t o  r i s k  t h e  kind of money requ i red  t o  produce 
122 

records  under these  circurns tances.  

When it only c o s t  a  few hundred d o l l a r s  t o  record  and 

r e l e a s e  a  song, t h e  r i s k  was small  enough t o  encourage many 

experiements,  and i n  t h e  e a r l y  days of rock music it was o f t e n  

p o s s i b l e  f o r  independent product ions,  e i t h e r  by smal l  l a b e l s  

o r  occas iona l ly  by t h e  a r t i s t s  themselves, t o  become l o c a l  o r  

r e g i o n a l  h i t s .  By t h e  mid-seventies,  however, production had 

become s o  expensive t h a t  a  band s tood l i t t l e  chance of being 

heard on t h e  r a d i o  un less  they had major f i n a n c i a l  backing. 

This  problem was aggravated by a  s h i f t  i n  t h e  record  market 

i away from s i n g l e s .  I t  was now p r a c t i c a l l y  a  requirement t h a t  

a r t i s t s  record  albums (which usua l ly  meant t e n  o r  twelve songs) .  
- 

The combination of t h e s e  f a c t o r s  l e f t  new a r t i s t s  l a r g e l y  a t  
I 

t h e  mercy of t h e  indus t ry .  - I 
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I n  t e r m s  of song p lugging ,  t h e r e  have been two major 

s h i f t s  du r ing  t h e  s e v e n t i e s .  The f i r s t  occur red  around 1973 

w i t h  t h e  re-shaping o f  t h e  FM r a d i o  format.  FM program 

managers, a t t empt ing  t o  i n c r e a s e  t h e i r  audience and t h e r e b y  

t h e i r  ad revenue,  adopted a modi f ied  v e r s i o n  of  t h e  l i m i t e d  

p l a y l i s t s  and h igh  p r e s s u r e  s t y l e  u s u a l l y  a s s o c i a t e d  w i t h  AM 

program formats .  T h i s  shap ing  o f  FM by commercial p r e s s u r e s  i n  

t u r n  i n f l u e n c e d  t h e  c r e a t i o n  of t h e  music. Musicians w e r e  

f o rced  t o  t h i n k  i n  t e r m s  of AM-style h i t s .  

The second s h i f t  i n  t h e  ways of exposing new music w a s  

t h e  g r a d u a l  d i sappearance  o f  t h e  s m a l l  dance h a l l s  and t h e  

appearance of  "d i scos" .  Bands t h a t  had broken i n  th rough  t h e  

smal l  dance h a l l s  d u r i n g  t h e  l a te  s i x t i e s  became t o o  expensive 

f o r  t h e  s m a l l  h a l l s  t o  a f f o r d  and w e r e  booked i n t o  l a r g e r  

b u i l d i n g s ,  such a s  hockey a renas .  To ove r s imp l i fy  somewhat, 

t h e  audiences  w e r e  drawn t o  the hockey a renas  and t h e  sma l l  

h a l l s  went o u t  of bus ines s .  Th i s  e v e n t ,  which happened i n  t h e  

e a r l y  s e v e n t i e s ,  e l i m i n a t e d  one o f  t h e  main t r a i n i n g  grounds 

f o r  new bands. 

With t h e  widespread development (beg inn ing  around 1974) 

o f  t h e  d i s c o s ,  a market  f o r  new music opened up. Because d i s c o s  

depended on recorded  music, however, they  c r e a t e d  no new 

o p p o r t u n i t i e s  f o r  l i v e  performances and, w i t h  a few excep t ions ,  

d i s c o  music remained r a t h e r  f a c e l e s s .  I n  l a t e  1977, when d i s c o  

seemed t o  be d e c l i n i n g  somewhat i n  p o p u l a r i t y ,  t he  d i s c o  movie 
@ 

Saturday  Niqht Fever  was r e l e a s e d .  The d i s c o s  became more 
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popular  than  e v e r  and t h e  soundtrack f o r  t h e  movie became t h e  
123 

b e s t  s e l l i n g  album of a l l  t ime. 

c )  D i s t r i b u t i o n  and Consumption 
-- 
Although it i s  no t  u n i v e r s a l l y  t r u e ,  it tends  t o  be t h e  

case  t h a t  independent l a b e l s  have developed ou t  of t h e  discovery 

and marketing of v i t a l ,  g r a s s r o o t s  music s t y l e s ,  whereas t h e  

majors have p r e f e r r e d  t o  use t h e i r  c o l l e c t i o n  of success  form- 

u l a s  such a s  t h e  s t a r  system, t h e  romantic b a l l a d  o r  var ious  

embellishments of the  product ion process .  Because t h e  majors 

d i s l i k e  anything t h a t  t h r e a t e n s  t h e  l a r g e  investments  they make 

i n  t h e i r  assembly l i n e  of  s t a r s ,  songwri te rs ,  s e s s i o n  musicians 

and a s s o r t e d  promoters,  they g e n e r a l l y  d i s l i k e  the  unpredic table  
1 

g r a s s r o o t s  s t y l e s .  New s t y l e s  a r e  d i f f i c u l t  t o  c o n t r o l  and, 

i f  they ca tch  on, they can make a  whole genera t ion  of " s t a r s "  

o b s o l e t e  overn igh t ,  s o  it i s  i n  t h e  i n t e r e s t s  of t h e  major 

co rpora t ions  t o  maintain s u f f i c i e n t  c o n t r o l  over t h e  record  

market t o  prevent  exposure of "undes i rable"  s t y l e s .  During the  

f i f t i e s  and s i x t i e s ,  t h i s  c o n t r o l  broke down, bu t  t h e  seven t i e s  

have been c h a r a c t e r i z e d  by t h e  i n c r e a s i n g  domination of the  

music bu i sness  by an ol igopoly of  majors.  

* * *  d 

r h e r e a s  t h e r e  were b a s i c a l l y  s i x  majors opera t ing  i n  

America i n  1955, t h e r e  a r e  now, because of t h e  i n t e r n a t i o n a l -  

i z a t i o n  of  t h e  bus iness  and t h e  ent rance  of new companies, a t  

l e a s t  n ine  m a j o r s 2  Of t h e  o r i g i n a l  s i x ,  four  have been merged 

wi th  even l a r g e r  co rpora te  concerns. Decca was "acquired" by 
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MCA ( t h e  Music Corporat ion of America), a corpora t ion  t h a t  a l s o  

produces TV programs and owns Universa l  P i c t u r e s .  C a p i t o l  

Records was bought, i n  1956, by t h e  world 's  then l a r g e s t  record  
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company, t h e  Br i t i sh-based  EM1 l a b e l .  (The Bea t l e s  recorded 

on EM1 and were r e l e a s e d  on Cap i to l  i n  America.) Mercury 

Records was taken over ,  i n  1962, by P h i l l i p s ,  a Dutch-based 

company wi th  a major foothold  i n  t h e  B r i t i s h  market. MGM 

Records was bought o u t ,  i n  1972, by Polydor (who had en te red  

t h e  American market i n  1967),  a s u b s i d i a r y  of t h e  German-based 

Deutche Grammophone company. 

The two remaining g i a n t s  from t h e  f i f t i e s  a r e  each p a r t  

of a communications empire t h a t  inc ludes  a TV network. RCA is 

a f f i l i a t e d  with NBC-TV ( a s  we l l  a s  a number of m i s s i l e  guidance,  

r ada r  and e l e c t r o n i c s  companies) and Columbia i s  a f f i l i a t e d  with 

CBS-TV. 

Warner and ABC-Paramount, majors formed during t h e  

f i f t i e s ,  have both undergone changes of ownership. I n  1964, 

Warner Records bought o u t  Frank S i n a t r a t s  Reprise l a b e l  and 

t h r e e  yea r s  l a t e r  acqui red  A t l a n t i c  Records. That same year  

they were swallowed by t h e  Seven A r t s  Corporation which was i n  

t u r n  swallowed, i n  1969, by t h e  d i v e r s i f y i n g  Kinney conglomer- 

a t e .  The Kinney Corporation then  renamed i t s e l f  Warner 

Communications and cont inued growing, buying out  Asylum Records 

i n  1972 and E l e c t r a  Records i n  1973. (Warner Communications 

probably con$rols a l a r g e r  s l i c e  of t h e  American record 

bus iness  than  do any of t h e  o t h e r  majors. ) 
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ABC-Paramount had been e s t a b l i s h e d  as an a f f i l i a t e  o f  

Paramount P i c t u r e s  ( i t s e l f  a d i v i s i o n  o f  Gulf and Western) .  

The l a b e l  w a s  somewhat of a d i s a s t e r  and " t h e  remnants o f  it 
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w e r e  s o l d  t o  ABC r e c o r d s  i n  1974". (Paramount P i c t u r e s  

have r e c e n t l y  r e - e n t e r e d  t h e  r eco rd  b u s i n e s s  by buying o u t  
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h a l f  o f  E M I ' s  wor ld  w i d e  music o p e r a t i o n . )  

The n i n t h  major  i n  t h e  American market  i s  London Records, 

a s u b s i d i a r y  o f  B r i t i s h  Decca. 

2. Urban Communities i n  t h e  S e v e n t i e s  

I f  t h e  l a t e  s i x t i e s  w e r e  a p e r i o d  of consc iousness  expan- 

s i o n ,  t h e  e a r l y  s e v e n t i e s  w e r e  c h a r a c t e r i z e d  by consc iousness  

c o n t r a c t i o n .  T h i s  c o n t r a c t i o n  w a s  made neces sa ry  by t h e  

d i s i n t e g r a t i o n  of t h e  h i p p i e  - new l e f t  coun te r - cu l tu re .  I n  

t e r m s  of you th  s u b c u l t u r e ,  t h e  f i r s t  h a l f  o f  t h e  s e v e n t i e s  was 

de f ined  by t h i s  d i s i n t e g r a t i o n .  

During t h e  summer of 1967, young people  from a c r o s s  

America had f looded  i n t o  San Franc isco ,  w i t h  somewhat c h a o t i c  

r e s u l t s .  The community t h a t  had developed i n  t h e  Haight-Ashbury 

d i s t r i c t  cou ld  n o t  a s s i m i l a t e  t h e s e  massive numbers of people .  

S o c i a l  r e l a t i o n s  d e t e r i o r a t e d  and t h e  u s e  of  d e p r e s s a n t s  such 

a s  h e r o i n  and b a r b i t u r a t e s  became common. The d e t e r i o r a t i o n  

of t h e  San F r a n c i s c o  community was followed over  t h e  nex t  few 

y e a r s  by a  s i m i l a r  decay throughout  t h e  whole of t h e  counter-  

c u l t u r e .  T h i s  decay was a c c e l e r a t e d  by commerc ia l iza t ion ,  
* 

p o l i c e  r e p r e s s i o n  and a  g e n e r a l  l ack  of d i r e c t i o n  w i t h i n  t h e  

community. 
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P o l i c e  r e p r e s s i o n ,  combined wi th  t h e  v a r i o u s  p o l i t i c a l  

f a i l u r e s  of t h e  new l e f t ,  encouraged a g e n e r a l  demora l iza t ion  

th roughout  t h e  coun te r - cu l tu re .  The marihuana l a w s  and d r a f t  

l a w s  w e r e  used as l e g a l  means of impr i son ing  c o u n t e r - c u l t u r a l  

spokespeople .  For example Ken Kesey, T i m  Leary and John 

S i n c l a i r  w e r e  a l l  imprisoned f o r  marihuana possess ion .  (The 

l a t t e r  two w e r e  g iven  i n o r d i n a t e l y  long  j a i l  t e r m s . )  Numerous 

o r g a n i z e r s  o f  t h e  d r a f t  r e s i s t a n c e ,  i n c l u d i n g  David H a r r i s ,  

w e r e  a l s o  imprisoned.  A s  w e l l  a s  imprisonment,  p o l i c e  

r e p r e s s i o n  inc luded  r e g u l a r ,  r o u t i n e  harassment  o f  people  w i t h  

c o u n t e r - c u l t u r a l  c l o t h i n g  o r  grooming. 

The coun te r - cu l tu re  w a s  e a s y  prey  t o  t h e s e  e x t e r n a l  

i n f l u e n c e s  because o f  i t s  own nebulous  i n t e r n a l  s t r u c t u r e  and 

a l a c k  of any c l e a r  s e n s e  of  d i r e c t i o n .  Members had en thus-  

i a s t i c a l l y  abandoned o l d  forms,  b u t  t h i s  p r o c e s s  i n  i t s e l f  d i d  

n o t  c r e a t e  any th ing  new. I n  t h e  f a c e  o f  v a r i o u s  s e tbacks ,  the 

community became fragmented.  

Some people  r e t r e a t e d  from t h e  c i t y  t o  form r u r a l  communes, 

a lmos t  i n v a r i a b l y  w i thou t  any unde r s t and ing  of  how one might go 

about  such a t a s k .  With t h e  h e l p  of  t h e  Whole Ea r th  Catalogue 

t h e y  w e r e  a b l e  t o  d e a l  w i th  t h e i r  b a s i c  t e c h n o l o g i c a l  problems, 
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b u t  w i t h o u t  a c l e a r  p e r s p e c t i v e  t o  d i r e c t  t h e i r  s o c i a l  l i v e s ,  

t h e s e  exper iments  were u s u a l l y  s h o r t - l i v e d .  

Among t h o s e  who s t a y e d  i n  t h e  c i t y ,  "persona l"  s o l u t i o n s  

were sought  f o  t h e  g e n e r a l  problem of  demora l iza t ion .  P o l i t i c a l  

a c t i v i s m  became l e s s  common. Some found an e r s a t z  " sense  of 
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d i r e c t i o n "  i n  one of t h e  many a u t h o r i t a r i a n  r e l i g i o u s  c u l t s  

t h a t  were s p r i n g i n g  up around America, such a s  t h e  Children of 

God, t h e  Hare Krishna movement, Scientology o r  t h e  Divine ~ i g h t  

Mission. Former s t u d e n t  a c t i v i s t  and member o f  t h e  Chicago 

Seven, Rennie Davis, abandoned h i s  concern f o r  s o c i a l  change 

and sought s a l v a t i o n  i n  the  l a t t e r  movement. 

Others sought a personal  s o l u t i o n  by immersing themselves 

i n  the  "human p o t e n t i a l "  movement, which cons i s t ed  p r i m a r i l y  

of var ious  i n s t i t u t e s  and c u l t s  t h a t  brought about "growth" 

through t h e r a p e u t i c  means. Another member of t h e  Chicago 

Seven, J e r r y  Rubin, r e j e c t e d  p o l i t i c a l  a c t i o n  i n  favor  of t h i s  

route .  

S t i l l  o t h e r s  sought t o  so lve  t h e i r  problems with hero in ,  

b a r b i t u r a t e s  o r  a lcohol .  

* * *  

During t h e  l a t t e r  h a l f  o f  the  s e v e n t i e s ,  t h e  h i p p i e  - new 

l e f t  counter -cul ture  has  l a r g e l y  disappeared through ass imi la -  

t i o n  and fragmentat ion,  and adolescents  ( a  category t h a t  now 

inc ludes  many people i n  t h e i r  l a t e  twent ies  and e a r l y  t h i r t i e s )  

have been t r e a t e d  a s  simply a market made up of " h i p  young 

consumers". Although they  remain powerless subordina tes ,  they  

have become t h e  models of contemporary consumption. Everyone 

i s  expected t o  d e s i r e  t o  be "h ip"  o r  "cool"  ( a  " s o p h i s t i c a t e d "  

person) and everyone is  t h e r e f o r e  expected t o  consume t h e  

appropr ia t e  a r t i f a c t s ,  such a s  imported, "peasant"  c l o t h i n g ,  

expensive jogging cos tumes, r o l l e r  s k a t e s  o r  whatever product  
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t h e  r e c o r d i n g  i n d u s t r y  comes up with .  

There  has  been some s u b c u l t u r a l  a c t i v i t y  du r ing  t h e  

s e v e n t i e s  among working class e lements  such as t h e  Pue r to  

Ricans ,  American I n d i a n s  and Mexicans, b u t  t h e s e  movements have 

been p r i m a r i l y  racial  o r  e t h n i c  and have had l i t t l e  i n f l u e n c e  

on popu la r  music. 

The b l a c k  community has  con t inued  t o  e x e r t  an  i n f l u e n c e  

and i s  t h e  main source  o f  d i s c o  music. 

Although t h e  h i p p i e  - new l e f t  c o u n t e r - c u l t u r e  has  decayed, 

t h e  s e v e n t i e s  have a l s o  w i tnes sed  t h e  rise o f  c e r t a i n  tenden- 
. . .  

cies t h a t  grew o u t  of it -- n o t a b l y  feminism and t h e  gay r i g h t s  

movement. C e r t a i n  per formers ,  such as  Linda Ronstadt ,  have 

grown popu la r  a t  l e a s t  p a r t i a l l y  because  of t h e  suppor t  o f  

women, and some women, such as T e r r y  Gar thwai te  and Joan 

Armatrading,  have w r i t t e n  and performed e x p l i c i t l y  f e m i n i s t  

material ,  b u t  feminism has  n o t  y e t  e x e r t e d  much i n f l u e n c e  on 

popu la r  music. 

The same i s  t r u e  of  t h e  gay r i g h t s  movement a l though  t h e  

gay community of which t h i s  movement i s  a  p a r t ,  has  had an 

enormous i n f l u e n c e  on music o f  t h e  s e v e n t i e s  th rough  t h e  popu- 

l a r i t y  o f  d i s c o s .  Although d i s c o  music  was o r i g i n a l l y  gene ra t ed  

by b l a c k  s o n g w r i t e r s  and per formers ,  t h e  d i s c o  l i f e s t y l e ,  which 

i s  e q u a l l y  impor t an t  t o  t h e  s u c c e s s  of  t h e  music, ha s  been 

g e n e r a t e d  p r i m a r i l y  w i t h i n  t h e  gay community. 

* 
3.  The I n f l u e n c e  o f  Community and Marketplace  

Our d e f i n i t i o n  o f  community w a s  i n  terms o f  t h r e e  b a s i c  
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f e a t u r e s :  a  sha red  awareness ( i n c l u d i n g  language,  h a b i t s ,  and 

g o a l s ) ,  a  s e n s e  of s c a l e  ( a  s e n s e  of  who belongs t o  t h e  commun- 

i t y  and who does  n o t ) ,  and s e n s e  of autonomy ( t h e  community 

has  i t s  own i d e n t i t y  and looks a f t e r  i t s  own needs) .  Although 

l i m i t e d  by t h e  c o n s t r a i n t s  and demands of mass s o c i e t y ,  t h e  

coun te r - cu l tu re  o f  t h e  l a t e  s i x t i e s  e x h i b i t e d  t h e s e  c h a r a c t e r -  

i s t ics ,  p a r t i c u l a r l y  i n  i t s  l e i s u r e  a c t i v i t i e s .  A common 

i d e n t i t y ,  based  on s h a r e d  s t anda rds  of  grooming, sha red  c l o t h i n g  

s t y l e s ,  a  sha red  music,  a  common s l a n g ,  widespread use  o f  

c e r t a i n  drugs ,  and a  c o l l e c t i o n  of r a t h e r  nebulous shared  

b e l i e f s ,  was found throughout  t h e  community. Much of  t h e  

c o u n t e r - c u l t u r a l  i d e n t i t y ,  and i n  p a r t i c u l a r  t h e  music, became 

h e a v i l y  commercialized. 

I n  t h e  e a r l y  s e v e n t i e s ,  t h e  shared  awareness had fragment- 

ed,  t h e  s e n s e  of  s c a l e  had been l o s t  (it had become impossible  

t o  t e l l  who was and who was n o t  a  member), and t h e  commercial- 

i z i n g  of t h e  community i d e n t i t y  had des t royed  t h e  community's 

s ense  of autonomy. Because many of  t h e  most prominent a r t i s t s  

had been involved  i n  t h e  coun te r - cu l tu re ,  t h e  music of t h i s  

p e r i o d  r e f l e c t s  i t s  decay. I n  t h i s  way, even a f t e r  it had 

d isappeared ,  t h e  coun te r - cu l tu re  cont inued t o  shape t h e  music. 

A s  t h e  s e v e n t i e s  p rog res sed ,  t h i s  i n f l u e n c e  g radua l ly  diminished 

and t h e  marke tp lace  came t o  be t h e  major f a c t o r  shaping  t h e  

music. 

W e  d e f i q e d  marke tp lace  i n  terms of  i t s  domination by 

l a r g e  c o r p o r a t i o n s  and i n  terms o f  t h e  u s e  by t h e s e  corpor-  

a t i o n s  of assembly- l ine  methods t o  manufacture t h e i r  p roducts .  
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During t h e  F i r s t  and Second Waves t h e s e  f e a t u r e s  were no t  

s i g n i f i c a n t  in f luences  on t h e  music; dur ing  t h e  Counter- 

Reformation they  w e r e .  The prominence of  t h e s e  f e a t u r e s  i n  

t h e  shaping of pop music i n  t h e  s e v e n t i e s ,  however, has  come 

t o  exceed t h e i r  in f luence  even during t h e  Counter-Reformation. 

The corpora t ions  t h a t  make up t h e  o l igopoly  i n  t h e  record 

bus iness  have grown t o  unprecedenfed s i z e  and t h e  techniques 

of  product ion ,  recording,  and marketing have been cons tan t ly  

r e f i n e d .  Musical innovat ions  have become commercial dec is ions .  

I n  many ways, t h e  o v e r a l l  s i t u a t i o n  bea r s  s i m i l a r i t y  t o  

t h e  c o n d i t i o n  o f  t h e  music i n d u s t r y  j u s t  preceding the emer- 

gence of rock music. There a r e  important  d i f f e r e n c e s ,  however. 

A t  t h a t  t i m e ,  an o l igopoly  of majors c o n t r o l l e d  t h e  record  

i n d u s t r y ,  b u t  t h e r e  was, a t  t h e  same t ime,  a  l o t  of freedom 

i n  r a d i o  programming, a  low c o s t  recording  technique and a  

number of w e l l  e s t a b l i s h e d  independent l a b e l s ,  and it was t h e  * 

combination of t h e s e  f a c t o r s  t h a t  allowed rock 'n '  r o l l  t o  break 

through. 

The s e v e n t i e s  has  a l s o  witnessed t h e  growth o f  an o l i -  

gopoly, b u t  t h e r e  i s  very l i t t l e  freedom i n  t h e  t i g h t  r a d i o  

formats ,  recording  c o s t s  have skyrocketed and most of t h e  

independents have e i t h e r  been bought ou t  o r  have gone bankrupt. 

The means t h a t  would allow a v i t a l ,  g r a s s r o o t s  music s t y l e  t o  

break through a r e  apparent ly  no longer  a v a i l a b l e .  

(Thess remarks were w r i t t e n  i n  t h e  f a l l  of 1979. Since 

t h a t  t i m e  r a d i o  formats have loosened up considerably and it 

has  become apparent  t h a t  t h e r e  a r e  some hea l thy  independent 
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r e c o r d  l a b e l s .  Although t h e  l a r g e  r e c o r d  companies are as 

powerful  as e v e r ,  t h e  t o t a l  ou t look  i s  n o t  q u i t e  s o  b l eak . )  

* * *  

Before  p r e s e n t i n g  t h e  conc lus ions  o f  our  examinat ion o f  

t h e  f o u r  p e r i o d s  o f  rock ,  c e r t a i n  f e a t u r e s  of  ou r  a n a l y s i s  of 

t h e  S e v e n t i e s  deserve  p a r t i c u l a r  emphasis. These are a s  

fo l lows:  

1) t h a t  du r ing  t h e  S e v e n t i e s  an o l i g o p o l y  of l a r g e  

r e c o r d  c o r p o r a t i o n s  came once a g a i n  t o  c o n t r o l  t h e  music 

i n d u s t r y ;  

2 )  t h a t  r a c i a l  and a d o l e s c e n t  urban communities ( a t  l e a s t  

p a r t i a l l y  because of t h e i r  d i s i n t e g r a t i o n )  have e x e r t e d  ve ry  

l i t t l e  i n f l u e n c e  on t h e  music of t h i s  pe r iod ;  and 

3 )  t h a t ,  l i k e  t h e  C o u n t e r - ~ e f o r m a t i o n ,  t h i s  p e r i o d  has  

n o t  been one of v i t a l i t y  f o r  rock music. - 

I V .  Conclusion - New Wave? 

I t  has  been t h e  purpose o f  t h i s  t h e s i s  t o  examine t h e  

e x t e n t  t o  which t h e  popu la r  music known a s  "rock" has  been 

shaped by two f a c t o r s ,  t h e  urban communities, from which t h e  

v a r i o u s  s t y l e s  have emerged, and t h e  music i n d u s t r y  ( i n c l u d i n g  

bo th  t h e  r e l a t i o n s h i p s  among t h e  companies, l a r g e  and s m a l l ,  

and t h e  methods they  employ i n  r eco rd ing  and market ing t h e  

mus ic ) .  These two f a c t o r s  have been t r a c e d  th rough  each of  

t h e  f o u r  main phases  i n  t h e  h i s t o r y  o f  rock music. 
* 

I n  t h e  F i r s t  Wave, t h e  l o s s  o f  t h e  b l ack  g h e t t o  r e c o r d  

market  d u r i n g  World War Two, t h e  c o l l a p s e  of t h e  r a d i o  networks 
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a f t e r  t h e  i n t r o d u c t i o n  of  TV, and t h e  development of  inexpen- 

s i v e  r e c o r d i n g  t echn iques  a l l  combined t o  produce a dramat ic  

e r o s i o n  i n  t h e  power of  t h e  c o r p o r a t e  o l i g o p o l y  i n  t h e  music 

bus iness .  T h i s  change i n  f o r t u n e s  a l lowed s m a l l  independent  

r eco rd  companies (w i th  t h e  h e l p  o f  i n n o v a t i v e ,  new r a d i o  

programming p r a c t i s e s )  t o  t a k e  ove r  a l a r g e  s h a r e  of  t h e  mass 

r e c o r d  market  w i t h  on ly  s l i g h t l y  modif ied v e r s i o n s  of  t h e  

music of  t h e  b l a c k  g h e t t o  communities. T h i s  music,  which was 

g e n e r a l l y  c h a r a c t e r i z e d  by a p h y s i c a l l y  emphat ic  rhythm and an 

emot iona l ly  compel l ing voca l  and i n s t r u m e n t a l  d e l i v e r y ,  re- 

p l aced  t h e  s e n t i m e n t a l ,  e s c a p i s t  m a t e r i a l  t h a t  had p rev ious ly  

dominated popu la r  tastes.  For  rock music, t h i s  w a s  t h e  f i r s t  

p e r i o d  o f  v i t a l i t y .  A p o i n t  t h a t  needs  t o  be  s t r e s s e d  i s  t h a t  

t h e  urban communities and t h e  pop music marke tp lace  bo th ,  

c l e a r l y ,  p l ayed  impor t an t  r o l e s  i n  t h i s  development. 

During t h e  p e r i o d  w e  have c a l l e d  t h e  Counter-Reformation, 

wh i l e  communities p layed  a much s m a l l e r  r o l e ,  t h e  marketplace  

r e t u r n e d  t o  t h e  u s e  o f  assembly l i n e  t echn iques  of  music 

p roduc t ion .  T in  Pan Al ley  w a s  reborn a s  t h e  manufacturer  of 

s e n t i m e n t a l  and melodramatic b a l l a d s  des igned  t o  appea l  t o  a 

mass youth  market .  Other  p roducers  emphasized promotion,  and 

v a r i o u s  careers and s t y l e s  w e r e  based on a c c e s s  t o  t h e  means of 

promotion. Meanwhile, t h e  music of  t h e  b l ack  communities or 

t h e  r e g i o n a l  dance scenes  was only  g iven  r a d i o  exposure  a s  an 

occas iona1 ,nove l ty .  This  w a s  n o t  a p e r i o d  of v i t a l i t y  f o r  

rock music. 



During t h e  Second Wave, d i s l o c a t i o n s  w i t h i n  t h e  c o r p o r a t e  

s t r u c t u r e  o f  t h e  music i n d u s t r y ,  caused  by a power s t r u g g l e  

between t h e  l a r g e  American r eco rd  companies and t h e i r  Engl i sh  

compe t i t o r s ,  once aga in  al lowed a number of  s t y l e s ,  i n c l u d i n g  

t h e  E n g l i s h  b e a t  and r & b  s t y l e s ,  s o u l ,  f o l k  rock,  and a c i d  rock,  

t o  emerge from t h e  r a c i a l  and a d o l e s c e n t  urban communities and 

r each  a m a s s  audience.  T h i s  was a second p e r i o d  of  v i t a l i t y  

f o r  rock music and it i s  apparen t  t h a t  t h e  f a c t o r s  o f  commun- 

i t y  and marke tp lace  once aga in  p l ayed  impor t an t  r o l e s .  

Throughout t h e  S e v e n t i e s ,  an o l i g o p o l y  of  t h e  major 

c o r p o r a t i o n s  i n  t h e  pop music marke tp lace  have g r a d u a l l y  

g a i n e d  g r e a t e r  c o n t r o l  ove r  t h e  music  i n d u s t r y  t han  t h e y  have 

had a t  any t i m e  s i n c e  t h e  o r i g i n a l  emergence of rock. Music- 

a l l y ,  the l a t t e r  h a l f  o f  t h e  S e v e n t i e s  bears a s t r i k i n g  

s i m i l a r i t y  t o  t h e  Counter-Re format ion ,  w i t h  t h e  d i sappearance  

of rock music  and t h e  reappearance o f  s e n t i m e n t a l ,  e s c a p i s t  

b a l l a d s  g e n e r a t e d  accord ing  t o  assembly- l ine  formulas.  Urban 

communities (w i th  t h e  excep t ion  o f  t h e  r o l e  played by t h e  gay 

community i n  t h e  e v o l u t i o n  o f  d i s c o )  have n o t  p layed a c e n t r a l  

r o l e  i n  t h e  shap ing  o f  music d u r i n g  t h i s  pe r iod .  

On t h e  basis of o u r  examinat ion of t h e  f a c t o r s  o f  commun- 

i t y  and marke tp lace  i n  each  of  t h e s e  f o u r  phases ,  two i n t e r -  

r e l a t e d  conc lus ions  become apparen t :  f i r s t l y ,  t h a t  community 

and marke tp l ace  ( a s  w e  have d e f i n e d  and used t h e s e  t e r n s )  have 

p l ayed  a c e n t r a l  r o l e  i n  shap ing  rock music and, secondly,  
@ 

t h a t ,  if rock music i s  c h a r a c t e r i z e d  by i t s  rhythmic momentum . 
and i t s  v igo rous  and s e n s u a l  voca l  and i n s t r u m e n t a l  t echniques ,  



t h e n  rock as a pop music  i s  most v i t a l  when t h e  i n f l u e n c e  o f  

i t s  r o o t s  i n  an urban community i s  s t r o n g e s t  and least  v i t a l  

when t h e  i n f l u e n c e  of  commercial formulas i s  s t r o n g e s t .  Given 

t h e  p r e c e d i n g  a n a l y s i s ,  t h e  f i r s t  of  t h e s e  conc lus ions  appea r s  

somewhat s e l f - e v i d e n t .  The whole of  t h i s  t h e s i s  h a s  sugges t ed  

t h e  importance o f  t h e s e  two f a c t o r s .  The second conc lus ion  

emerges from examining the music  i n  terms o f  f o u r  main phases .  

The F i r s t  Wave and t h e  Second Wave have obvious p a r a l l e l s ,  

as do  t h e  Counter-Reformation and t h e  Seven t i e s .  

I n  t e rms  of t h e  former ,  t h e  s p e c i f i c  p a r a l l e l s  are t h a t  

an unplanned and unprepared f o r  d i s l o c a t i o n  w i t h i n  t h e  market- 

p l a c e s '  c o r p o r a t e  o l i g o p o l y  w a s  c a p i t a l i z e d  upon by o t h e r  

commercial i n t e r e s t s  by i n t r o d u c i n g  ( i n  a f a i r l y  u n d i l u t e d  

form) t h e  music  of v a r i o u s  urban communities t o  a  mass audience.  

(Most o f  t h i s  music f e l l  w i t h i n  t h e  l i m i t s  o f  ou r  d e f i n i t i o n  o f  

rock music.  ) The p a r a l l e l s  between t h e  C o u n t e r - ~ e f o r m a t i o n  

and t h e  S e v e n t i e s  have been a resurgence  o f  c o r p o r a t e  power 

(which has  meant an a p p l i c a t i o n  of r a t i o n a l  commercial t ech-  

n i q u e s  t o  t h e  p roduc t ion  of music) and a  d e c l i n e  i n  t h e  

i n f l u e n c e  of  t h e  urban  communities. (Very l i t t l e  of  t h e  

r e s u l t i n g  music  has  been rock.  ) During t h e  two p e r i o d s  when 

p o p u l a r  music  w a s  n o t  p r i m a r i l y  based on commercial formulas ,  

rock music  f l o u r i s h e d ,  whereas t h e  e x t e n s i v e  a p p l i c a t i o n  o f  

t h e s e  formulas  caused  it t o  w i the r .  This  need n o t  always be  

t r u e ,  b u t  t h e  f o u r  p e r i o d s  examined i n  t h i s  s tudy  showed t h i s  

p a t t e r n .  
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Before  concluding,  ano the r  p o i n t  shou ld  be  touched on: 

t h e  f u t u r e  of rock music. About t h r e e  y e a r s  ago, a widespread 

d i s s a t i s f a c t i o n  w i t h  t h e  concoc t ions  t h a t  t h e  music i n d u s t r y  

w a s  s e l l i n g  as "rock music" became t h e  f o c u s  of  t h e  Eng l i sh  

"punk rock"  movement, a working class a d o l e s c e n t  community. 

The music from t h i s  movement b roke  th rough  t o  a m a s s  audience 

i n  England, a l though  it d i d  n o t  have t h e  same s u c c e s s  i n  

A m e r i c a ,  I t  has  i n s p i r e d ,  n o n e t h e l e s s ,  a g r e a t  d e a l  of  

r e g i o n a l  a c t i v i t y  around America and a major  breakthrough may 

y e t  occur .  
8 

I f  t h e r e  i s  t o  be a "new wave" of rock music v i t a l i t y ,  

t h e r e  are, i n  terms of  t h e  a n a l y s i s  made i n  t h i s  t h e s i s ,  a 

couple  of  f e a t u r e s  t h a t  w e  could e x p e c t  t o  be p r e s e n t .  I n  t h e  

f i r s t  p l a c e ,  w e  would e x p e c t  t o  see t h e  development of one o r  

more urban  communities w i t h  a s t r o n g  mus ica l  i d e n t i t y .  Through- 

o u t  i t s  h i s t o r y ,  rock music s t y l e s  have u s u a l l y  begun as t h e  

s t y l e s  of  an urban community, s o  w e  would e x p e c t  t o  s e e  a new 

wave o f  rock t o  come from t h e  same source .  The Eng l i sh  punk 

movement would s e e m  t o  q u a l i f y  i n  t h i s  r e g a r d  as would t h e  

Jamaican g h e t t o  communities i n  v a r i o u s  E n g l i s h  c i t ies .  A major 

s o u r c e  o f  music i n  bo th  p rev ious  waves of  rock have been un- 

e x p l o i t e d  b l a c k  s t y l e s  and it i s  p o s s i b l e  t h a t  a b l ack  s t y l e  

such a s  t h e  Jamaican "reggae"  could  be c e n t r a l  t o  a rock music 

resurgence .  

A secqnd f e a t u r e  w e  would expec t  t o  be  p r e s e n t  i s  a major 

d i s l o c a t i o n  i n  t h e  music i n d u s t r y .  We would e x p e c t  t h e  
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o l igopo ly  o f  major c o r p o r a t i o n s ,  w i t h  i t s  success  formulas  

and i t s  s t a r  system, t o  be g r e a t l y  eroded and, a t  t h e  same 

t i m e ,  w e  would expec t  t o  see t h e  rise o f  s m a l l  independent 

l a b e l s  ( o r  t h e  i n t e r v e n t i o n  of  major  f o r e i g n  c o r p o r a t i o n s )  t o  

c a p i t a l i z e  on t h e  s t y l e s  of t h e  new urban communities. Without 

a major d i s l o c a t i o n  i n  t h e  music i n d u s t r y ,  new s t y l e s  w i l l  n o t  

n e c e s s a r i l y  be marketed. The p r e s e n t  h e a l t h  of t h e  l a r g e  

record  c o r p o r a t i o n s  and t h e  s t r e n g t h  of  t h e i r  g r i p  on a l l  

phases  of r eco rd  product ion  and d i s t r i b u t i o n  would appear t o  be 

t h e  g r e a t e s t  b a r r i e r  t o  t h e  success  o f  a new wave of rock 

music . 
6? course  it i s  p o s s i b l e  t h a t  t h e  music i n d u s t r y  w i l l  n o t  

con t inue  t o  fo l low t u r b u l e n t  c y c l e s  it has  gone through i n  the 

p a s t .  I t  may be t h a t  i t  w i l l  g r a d u a l l y  in t roduce  new s t y l e s  

a s  it becomes aware of demand f o r  them, b u t  i f  it fo l lows  t h i s  

r a t i o n a l  cour se  w e  would s t i l l  expec t  t h a t  t h e  s t y l e s  would be 

somewhat d i l u t e d  b e f o r e  they  reached  a mass audience 4 
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APPENDIX 

An O u t l i n e  o f  t h e  H i s t o r y  of Rock Music 

I n  t h i s  Appendix i s  p re sen ted  a h i s t o r y  of rock music 

emphasizing t h e  major  phases  i n  i t s  development, t h e  major 

genres  w i t h i n  each  phase  and t h e  major a r t i s ts  working i n  

each genre .  I n  t h e  f i r s t  s e c t i o n  w e  examine t h e  two main 

mus ica l  i n f l u e n c e s  on rock music: wh i t e  coun t ry  music and 

t h e  b l a c k  s t y l e  known a s  t h e  b lues .  These musics w e r e  bo th  

p r i m a r i l y  f o l k  musics ( o r  what Pe t e r son  and Berger  have termed 
129 

"communal mus ics" )  which w e r e  drawn i n t o  popu la r  music,  

and s o  w e  have inc luded  i n  t h e i r  h i s t o r y  a  c o n s i d e r a t i o n  of 

t h e i r  backgrounds i n  r u r a l  f o l k  communities and t h e i r  g r adua l  

commerc ia l iza t ion .  The r e l a t i o n s h i p  between t h e s e  two f a c t o r s  

is  t r a c e d  th rough  t h e  va r ious  s t y l e s  that emerged. 

I n  each  of  t h e  succeeding f o u r  s e c t i o n s  w e  d e a l  w i t h  a 

phase  i n  t h e  development of  rock music, b u t  i n  t h e s e  s e c t i o n s ,  

u n l i k e  t h e  s e c t i o n  on count ry  and b l u e s ,  t h e  s o c i a l  and 

economic c o n t e x t  o f  t h e  music i s  n o t  emphasized. I t  i s  t h e  

t a s k  of t h e  main body of t h e  t h e s i s  t o  examine t h e s e  f a c t o r s .  

1. The Roots of Rock 

a)  Country Music \ 

The s t o r y  o f  coun t ry  music i s  t h e  s to ry ,of  t h e  g r a d u a l  

e r o s i o n  of r e g i o n a l  f o l k  s t y l e s  (and t h e i r  replacement  by 

one o r  two Pomogeneous s t y l e s )  through v a r i o u s  p roces ses  of 

commerc i a l i za t ion ,  i n c l u d i n g  r a d i o ,  r eco rd ings  and t h e  
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development of p r o f e s s i o n a l  mus ic ians .  

The r o o t s  of count ry  music s t r e t c h  back t o  t h e  e a r l y  

w h i t e  set t lers ,  p a r t i c u l a r l y  t h o s e  from t h e  B r i t i s h  Isles. 

By t h e  e a r l y  y e a r s  of  t h i s  c e n t u r y  it w a s  be ing  per-  

formed i n  t e n t  shows, f i d d l e r s '  convent ions ,  and l o c a l  con- 

certs  th roughout  t h e  sou the rn  states. I t  w a s  p r i m a r i l y  a  

r u r a l  music,  g i v i n g  c o n t i n u i t y  t o  l i f e  i n  a r u r a l  a g r i c u l t u r a l  

community. The l i f e  o f  a g r i c u l t u r a l  l a b o r e r s  i n  t h e  sou th  

w a s  ha rd  and it demanded coope ra t ion  among f a m i l i e s  and 

ne ighbors .  T h i s  i n  t u r n  r e q u i r e d  adherence t o  sha red  va lues  

which made coun t ry  music, as t h e  music t h a t  r e f l e c t e d  t h e s e  

v a l u e s ,  a v e r y  c o n s e r v a t i v e  music. Whereas b l ack  mus ica l  

s t y l e s  have changed con t inuous ly  s i n c e  t h e  t u r n  of t h e  cen tu ry ,  

t h e  w h i t e  coun t ry  s t y l e s  have tended t o  p e r s i s t .  T h i s  mus ica l  

conse rva t i sm r e f l e c t s  a s o c i a l  conse rva t i sm which encourages  

an accep tance  o f  t h e  c o n d i t i o n s  of o n e ' s  l i f e .  

The ear l ies t  r e c o r d i n g s  of coun t ry  music w e r e  made i n  

1922 and 1923. These w e r e  r e c o r d i n g s  of f o l k  a r t i s t s  and t h e y  

r a r e l y  i n c l u d e d  accompaniment by a band o r  piano.  -In 1924, 

Vernon D a l h a r t ,  a  former Texas cowpuncher, recorded "The 

Wreck Of The Old 97" backed w i t h  "The P r i s o n e r ' s  Song" and t h e  

r e c o r d  s o l d  somewhere between twenty- f ive  and t h i r t y - f i v e  

m i l l i o n  c o p i e s  ( e x a c t  q u a n t i t i e s  w i l l  n eve r  be known) making 
130 

it perhaps  t h e  b e s t  s e l l i n g  r e c o r d  o f  a l l  t i m e .  Da lha r t  

w a s  t h e  most s u c c e s s f u l  r e c o r d i n g  a r t i s t  i n  America from 1924 
131' 

t o  1928. 
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I n  1925 e l e c t r i c a l  recording  techniques were developed 

which g r e a t l y  inc reased  t h e  f i d e l i t y  of recorded mate r i a l .  

The piano became easier t o  record  a s  w e r e  l a r g e r  ensembles. 

I n  t h e  mid and l a t e  twent ies  r a d i o  s t a t i o n s ,  which were a t  

t h i s  t i m e  i n  competi t ion with record companies, began t o  

broadcast  l i v e  count ry  music. The most famous of these  shows 

was t h e  Grand Ole Opry from Nashvi l le .  The record  companies' 

response t o  competi t ion from r a d i o  w a s  t o  a t tempt  t o  expand 

t h e i r  markets i n  t h e  country f i e l d .  They began conducting 

" f i e l d  t r i p s "  throughout t h e  south i n  search  of t a l e n t e d  

reg iona l  performers  who might have wider commercial appeal.  

The C a r t e r  Family and Jirnrnie Rodgers, "The Singing Brakeman", 

were both d iscovered  t h i s  way. 

With t h e  coming of t h e  Depression t h e  record i n d u s t r y  

col lapsed .  By 1933 record  s a l e s  amounted t o  only seven p e r  
132 

c e n t  of what they  had been i n  1929. Recording was sharply  

c u r t a i l e d  and companies r e l eased  m a t e r i a l  recorded e a r l i e r .  

The p o p u l a r i t y  o f  country music increased ,  however, 

because of r a d i o  broadcas ts  from Mexico. 

The Canadian and American governments had d iv ided  t h e  

e n t i r e  long-wave broadcas t  band between themselves and l e f t  

no c l e a r  channels  f o r  the  Mexicans. The Mexican government 

the re fo re  allowed s t a t i o n s  t o  broadcast  a t  two o r  t h r e e  t imes 
133 

the  maximum al lowable  wattage of American s t a t i o n s .  

American bupinessmen bought Mexican s t a t i o n s  and broadcas t  

r e l i g i o u s  programs, adver t i sements ,  and country music f o r  an 

audience throughout  t h e  southwestern s t a t e s ,  but  t h e  s t a t i o n s  
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w e r e  s o  powerfu l  t h a t  they  cou ld  be  h e a r d  i n  Canada and i n  

t h e  n o r t h e a s t e r n  U.S. It  i s  l i k e l y  t h a t  many l i s t e n e r s  i n  

t h e s e  areas w e r e  exposed t o  coun t ry  music  f o r  t h e  f i r s t  t ime. 

By t h e  m i d - t h i r t i e s  t h e  r e c o r d  i n d u s t r y  had begun t o  

r ecove r ,  he lped  by t h e  i n t r o d u c t i o n  of  cheap new l a b e l s :  

Decca, the American Record Corpora t ion  and R C A ' s  Bluebird .  

Folk art ists  w e r e  now r a r e l y  r eco rded  and r e g i o n a l  s t y l e s  were 

d i s a p p e a r i n g .  Whereas " i n  t h e  1 9 2 0 ' ~ ~  a f i d d l e r  from Georgia 

sounded d i f f e r e n t  from a Texas f i d d l e r ,  and a Kentucky ban jo  
134 

p l a y e r  would n o t  be  mis taken f o r  one from North Ca ro l ina" ,  

it became i n c r e a s i n g l y  d i f f i c u l t  t o  s u s t a i n  a r e g i o n a l  s t y l e  

i n  t h e  f a c e  of n a t i o n a l  commercial f o r c e s .  

I n  t h e  t w e n t i e s  count ry  music  had been known as " h i l l b i l l y "  

music,  a de roga to ry  d e s i g n a t i o n  meant t o  emphasize a  lack of 

s o p h i s t i c a t i o n .  A t  t h i s  t i m e  t h e r e  w e r e  two g e n e r a l  t y p e s  of  

music marketed under t h e  t i t l e  " h i l l b i l l y " .  These were t h e  

music of  s t r i n g  bands, which was cons ide red  a  pure  s t r a i n  of 

w h i t e  r u r a l  music ( thought  o f  by some as "mountain" mus ic ) ,  

and t h e  b a l l a d  s i n g e r s  (of  which Jimmie Rodgers i s  probably 

t h e  b e s t  known today)  who crooned t h e i r  m a t e r i a l  i n  a r u r a l  ( o r  

c o u n t r y )  s t y l e  which o f t e n  inc luded  b l a c k  and pop in f luences .  

With t h e  replacement  of  t h e  f o l k  mus ic ian  w i t h  t h e  p r o f e s s i o n a l ,  

d u r i n g  t h e  t h i r t i e s ,  t h e  "mountain" music tended t o  d e c l i n e  i n  

p o p u l a r i t y ,  a l though  t h e  count ry  c r o o n e r s  remained popular .  

The geograph ica l  focus  of t h e  music a l s o  s h i f t e d  from t h e  

s o u t h e a s t  t o  t h e  southwest  w i th  t h e  emergence of a  fu s ion  of 
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jazz  and coun t ry  dance s t y l e s  which came t o  be known as 

"wes te rn  swing" and a l s o  w i t h  t h e  emergence of t h e  barroom o r  

"honky-tonkgg s t y l e  of s i n g i n g .  During t h e  Texas o i l  boom of  

t h e  1930 's  l a r g e  numbers of sou the rne r s  were drawn t o  new jobs  

i n  t h e  r a p i d l y  deve lop ing  boom towns and t h e y  n a t u r a l l y  b rought  

t h e i r  t r a d i t i o n a l  music w i t h  them. The focus  of  t h e i r  s o c i a l  

l i f e  o f f  t h e  job o f t e n  became t h e  dance h a l l  where wes te rn  

swing developed o r ,  a f t e r  t h e  r e p e a l  o f  p r o h i b i t i o n  i n  1933, 

t h e  b a r  from which t h e  mournful honky-tonk s t y l e  emerged. The 

t r a d i t i o n a l  musics  changed somewhat as t h e  dance bands i n c o r -  

po ra t ed  b l a c k  dance s t y l e s  and i n s t r u m e n t a t i o n  and t h e  honky 

tonk s i n g e r s  adopted e l e c t r i c  g u i t a r s  and wrote  songs that were 
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a t t u n e d  l y r i c a l l y  t o  t h e  needs of  l o n e l y ,  uprooted people .  

This  l a t t e r  s t y l e  became popula r  th roughout  t h e  sou th  d u r i n g  

t h e  Second World W a r  when sou the rne r s  w e r e  drawn t o  urban 

a r e a s  t o  fill jobs i n  w a r  a s s o c i a t e d  i n d u s t r i e s .  

Another s h i f t  i n  coun t ry  music du r ing  t h e  t h i r t i e s  was 

a  change i n  i t s  image. A f t e r  Hollywood brought  about  t h e  

p o p u l a r i t y  o f  t h e  s i n g i n g  cowboy, count ry  per formers ,  even i n  

t h e  s o u t h e a s t ,  r e p l a c e d  t h e i r  " h i l l b i l l y "  d e s i g n a t i o n  w i t h  

t h e  h e r o i c  image and myth o f  the  cowboy. The adopt ion o f  t h i s  

new image gave t h e i r  music a new l eg i t imacy  and from t h i s  t i m e  

on it w a s  known as "count ry"  or  "count ry  and western"  music. 

A s  mentioned above, t h e  u rban iza t ion  brought  about  by 

t h e  Second World W a r  encouraged t h e  sp read  of t h e  honky-tonk 

s t y l e  a c r o s s  t h e  sou th .  The War. a l s o  brought  many more no r th -  

e n e r s  i n  c o n t a c t  w i t h  coun t ry  music th rough  t h e  mig ra t ion  of  
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s o u t h e r n e r s  t o  t h e  n o r t h  i n  s e a r c h  o f  jobs  i n  i n d u s t r y  and 

th rough  t h e  c o n t a c t  n o r t h e r n e r s  and s o u t h e r n e r s  had w i t h  each 

o t h e r  i n  t h e  American armed f o r c e s .  A s  n o r t h e r n e r s  became 

more f a m i l i a r  w i t h  count ry  music, "pop" s i n g e r s  began t o  do 

"cover1' v e r s i o n s  of  country  t unes .  (A "cover"  v e r s i o n  i s  a  

v e r s i o n  o f  a b l ack  o r  a  count ry  song which u s u a l l y  d u p l i c a t e s  

t h e  b a s i c  mus ica l  arrangement,  b u t  u s e s  a much "wh i t e r "  v o c a l  

s t y l e  which,  e s p e c i a l l y  i f  t h e  wh i t e  v o c a l i s t  i s  w e l l  known, 

makes t h e  song more accep tab le  t o  a  w h i t e  marke t . )  During 

t h e  f i f t i e s ,  N a s h v i l l e ,  which had become t h e  c e n t e r  of  t h e  

coun t ry  music r e c o r d i n g  i n d u s t r y ,  developed a commercial 

coun t ry  s t y l e  which inco rpo ra t ed  many "pop" f e a t u r e s  such as 

o r c h e s t r a l  s t r i n g s  and l u s h  v o c a l  accompaniments wh i l e  t r a d i -  

t i o n a l  coun t ry  i n s t rumen t s  l i k e  t h e  f i d d l e ,  t h e  mandolin and 

t h e  b a n j o  w e r e  r a r e l y  heard.  T h i s  tendency,  which g r e a t l y  

i n c r e a s e d  t h e  commercial a c c e p t a b i l i t y  o f  coun t ry  music,  has  

g e n e r a l l y  been fol lowed up t o  p r e s e n t .  There have been v a r i o u s  

a t t e m p t s  t o  r e t u r n  t o  e a r l i e r  s t y l e s  such as t h e  b l u e g r a s s  

r e v i v a l  and t h e  "outlaw" movement which i s  c e n t e r e d  i n  Aust in  

and h a s  a t t empted  t o  r e v i v e  t h e  honky-tonk s t y l e ,  b u t  t h e  

g e n e r a l  tendency has  been towards t h e  g r e a t e r  homogenization 

of coun t ry  s t y l e s  and t h e  movement of  coun t ry  music i n t o  t h e  

mainstream of  American "pop" music. Even t h e  v a r i o u s  " r ebe l -  

l i o n s "  and " r e v i v a l s "  on ly  seem t o  expose s t y l e s  which have 

p r e v i o u s l y  r e s i s t e d  e x t e n s i v e  commerc ia l iza t ion  t o  f u l l  
@ 

commercial e x p l o i t a t i o n .  
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The major excep t ion  t o  t h i s  p r o c e s s  of homogenization 
\ 

was t h e  emergence i n  t h e  m i d - f i f t i e s  o f  t h e  r o c k a b i l l y  s t y l e  

o f  r o c k l n ' r o l l ,  which w i l l  be d e a l t  w i t h  below. 

b )  From Blues  t o  Rhythm and Blues  

The b l u e s  was a  mus ica l  s t y l e  t h a t  emerged from t h e  

b l a c k  f o l k  c u l t u r e  o f  t h e  s o u t h e r n  s t a t e s .  I t  developed 

g r a d u a l l y  between t h e  1890 ' s  and 1910, by which t i m e  it had 

i t s  s t a n d a r d  s t r u c t u r e  o f  twelve  b a r s  o f  music w i t h  t h r e e  

l i n e s  of rhyming v e r s e  ( t h e  f irst  two o f  which w e r e  u s u a l l y  

t h e  same). Whereas rag t ime  and j azz  developed i n  t h e  b a r s  and 

b r o t h e l s ,  b l u e s  evolved o u t  of  t h e  work songs of  r u r a l  b l a c k  

workers  and w a s  sp read  by t h e i r  m i g r a t i o n s .  And whereas 

rag t ime  and j a z z  had a  l i g h t ,  j aun ty  a i r  t o  them, t h e  b l u e s  

o f t e n  had an  e lement  of  sadness  and r e s i g n a t i o n  combined wi th  

a s e n s e  of  s tamina  a l l  o f  which it i n h e r i t e d  from t h e  work 

songs. 

The e a r l y  per formers  w e r e  f o l k  a r t i s t s  and t h e  i n s t r u -  

ments t h e y  used,  t h e  g u i t a r  and harmonica,  w e r e  e a s i l y  c a r r i e d  

from town t o  town. A s  t h e  f o l k  o r  "count ry"  b l u e s  sp read ,  

t h r e e  b a s i c  r e g i o n a l  s t y l e s  developed.  These w e r e  t h e  Texas 

s t y l e ,  t h e  M i s s i s s i p p i  d e l t a  s t y l e  and t h e  sou thern  A t l a n t i c  

seaboard  s t y l e .  The d e l t a  s t y l e  came t o  predominate.  

A s  t h e  b l u e s  became more popu la r  t hey  were taken  up by 

p r o f e s s i o n a l  mus ic ians  i n  t h e  c i t i e s  of t h e  sou th  (and i n  

Chicago which du r ing  World War One wi tnessed  a b l ack  e n t e r -  

t a inment  boom t h a t  con t inued  th rough  t h e  t w e n t i e s )  and a l s o  by 
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performers i n  t r a v e l l i n g  mins t re l  shows ( a l s o  known a s  " t e n t  

shows" ) . These p r o f e s s i o n a l  s i n g e r s ,  ( u s u a l l y  women) made 

t h e  b l u e s  sweeter and more s o p h i s t i c a t e d  voca l ly  and were 

accompanied by p iano o r  smal l  band r a t h e r  than  g u i t a r  o r  

harmqnica. This  s t y l e  came t o  be known a s  " c l a s s i c "  b lues .  

I t  has been suggested t h a t  the  reason why a  preponderance of 

c l a s s i c  b l u e s  s i n g e r s  were women has t o  do w i t h  t h e  d e s i r e s  of 

t h e  pa t rons ,  who were mostly male, f o r  an e n t e r t a i n e r  who 
136 

could be s e x u a l l y  comrnoditized. This hypothes is  i s  r e i n f o r -  

ced somewhat by t h e  discovery t h a t  t h e  s u b j e c t  of t h e  songs 
137 

was u s u a l l y  sexua l  and by the  f a c t  t h a t  female country 

b lues  s i n g e r s ,  who had no e x p l o i t a b l e  p u b l i c  image, were 
138 

r a r e l y  recorded. 

When t h e  r ecord  companies came t o  record  t h e  b l u e s  it was 

t h e  marketable  s o p h i s t i c a t e d  sound they turned to .  The min- 

strel shows then became t h e  t r a i n i n g  ground f o r  b l u e s  record- 

i n g  a r t i s t s .  The s t a r  of t h e  c l a s s i c  b lues  pe r iod  was a  

m i n s t r e l  show and vaudev i l l e  performer named Bessie  Smith who 

was h a i l e d  as t h e  "Empress of t h e  Blues". By the  l a t t e r  h a l f  

of  t h e  twen t i e s  record  companies had begun making f i e l d  t r i p s  

throughout t h e  south  and many country b lues  performers were 

recorded once it was discovered t h a t  t h e r e  was a  market f o r  

such music. 

Between 1927 and 1930 t h e  b lues  record  market experienced 
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a  boom, b u t  wi th  t h e  coming of t h e  depress ion  t h e  market 
* 

co l l apsed  and t h e  c l a s s i c  b l u e s  per iod  ended. Mins t re l  and 
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t e n t  shows fo lded  and vaudev i l l e  t h e a t r e s ,  which had 

a l r eady  been rece iv ing  s t i f f  competi t ion from t h e  movies, 

c losed .  S t u d i o  recording was reduced, f i e l d  recording almost 

disappeared and from t h i s  t i m e  on f o l k  a r t i s t s  were r a r e l y  

recorded. (An important  except ion t o  t h i s  were t h e  Texas f i e l d  

recordings  i n  1936 and 1937 of Robert Johnson.) 

I n  t h e  l a t e  t h i r t i e s ,  whi le  t h e  Big Band s t y l e  was t ak ing  

over  t h e  pop market, a bluesy v a r i a n t  of t h i s  s t y l e  developed 

i n  t h e  southwest. Popular i n  Texas, Oklahoma and Kansas, 

i t s  focus was i n  Kansas City.  Like Swing bands elsewhere,  

t h e s e  bands played music t h a t  encouraged dancing, b u t ,  un l ike  

the o t h e r s ,  they fea tu red  a shouted s t y l e  of  b lues  vocal  and 

o f t e n  an e l e c t r i c  g u i t a r ,  they  gave much g r e a t e r  prominence t o  

t h e  saxophone (which became t h e  l e a d  ins t rument)  and t h e i r  

dance rhythms were very emphatic, o f t e n  making use of a boogie 

woogie piano. The Kansas C i ty  s t y l e  band b lues  evolved dur ing  

t h e  f o r t i e s  and gradual ly  spread  t o  most urban black commun- 
1 4 1  

i t i e s  i n  America. C a l i f o r n i a  i n  p a r t i c u l a r  spawned a g r e a t  

number of  developments of t h e  band b l u e s  s t y l e ,  a f a c t  which 

i s  b e s t  understood i n  terms of t h e  massive black migrat ion t o  

t h a t  a rea .  " I n  t h e  t e n  y e a r s  fo l lowing 1940 the  b lack  

popu la t ion  of  C a l i f o r n i a  inc reased  by nea r ly  a t h i r d  of a 

m i l l i o n  t o  462,000, and t h e  growth cont inued i n  t h e  years  t o  

fol low.  The migrants came from Oklahoma, Kansas, Louisiana 

and e s p e c i a f l y  from Texas, looking f o r  work i n  t h e  f i e l d s  of 

t h e  San Joaquin and Imper ia l  Val leys ,  o r  i n  t h e  defence 
142 

p r o j e c t s  of Oakland and Los Angeles." 
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I n  t h e  e a r l y  f o r t i e s  another  s t y l e  began t o  emerge, 

focused i n  Memphis, b u t  drawing on t h e  musica l  t r a d i t i o n s  of 

t h e  r eg ion  around t h e  M i s s i s s i p p i  d e l t a .  Because o f  t h e  huge 

b lack  popu la t ion  i n  t h i s  a r e a ,  a d v e r t i s e r s  began t o  sponsor  

r e g u l a r  performances o f  l i v e  music on t h e  l o c a l  r a d i o  s t a t i o n s .  

The f i r s t  o f  t h e s e  and probably t h e  most famous was Sonny Boy 

Will iamson's "King B i s c u i t  Time" which began i n  1941 on KFFA 
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i n  Helena, Arkansas. These performances and t h o s e  on o t h e r  

s t a t i o n s  throughout  t h e  a r e a  w e r e  t h e  f i r s t  chances t h a t  

b l acks  had t o  r e g u l a r l y  l i s t e n  t o  t h e i r  own music on t h e  r a d i o ,  

an exper ience  which must have gene ra t ed  a sense  o f  inc reased  

r a c i a l  p r i d e .  I n  1948 WDIA i n  Memphis tu rned  i t s  e n t i r e  a i r -  

t i m e  over  t o  black music which brought  about  a g e n e r a l  r e v i v a l  

of i n t e r e s t  i n  t h e  d e l t a  b l u e s  which i n  t u r n  l e d  t o  t h e  e s t a b -  
1 4 4  

lishrnent of record ing  s t u d i o s  i n  Memphis. Another e f f e c t  

of t h e  e s t ab l i shmen t  of b l ack  r a d i o  s t a t i o n s . w a s  t h a t  f o r  t he  

f i r s t  t i m e  wh i t e s  w e r e  g iven  r e a l  access  t o  black music, t h e  

importance o f  which w i l l  be shown below. 

The Memphis s t y l e  t h a t  developed throughout  t h e  f o r t i e s  

was n o t  a b i g  band s t y l e .  A t  f i r s t  it only involved due t s  

( g u i t a r  and harmonica) o r  even s i n g l e  performers .  Soon, how- 

e v e r ,  drummers and p i a n i s t s  w e r e  added a s  was t h e  e l e c t r i c  

g u i t a r  t h a t  b lack  per formers  had been experimenting wi th  i n  t h e  

southwest and,  because of t h e  need t o  i n t e g r a t e  a number of 

musicians ,  a g r e a t e r  emphasis came t o  be p laced  on a s t eady  * 
rhythm than had p rev ious ly  been t r u e  of d e l t a  b lues .  
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These updated,  ampl i f ied  b l u e s  caught  on i n  urban a r e a s  
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i n  t h e  n o r t h ,  p a r t i c u l a r l y  Chicago where many mig ran t s  from 

the d e l t a  had s e t t l e d  and w e r e  c o n t i n u i n g  t o  s e t t l e  d u r i n g  

t h e  p e r i o d  t h a t  t h i s  new s t y l e  w a s  developing.  Between 1940 

and 1960 t h e  number of b l a c k s  i n  Chicago i n c r e a s e d  by 200 p e r  
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c e n t  " t o  become n e a r l y  a  q u a r t e r  o f  t h e  c i t y ' s  popula t ion ."  

These mig ran t s  t o  Chicago inc luded  most of  t h e  b e s t  performers .  

Howlin' Wolf, Elmore James, and Sonny Boy Williamson (Rice  

M i l l e r )  a l l  t r a v e l l e d  n o r t h  a f t e r  a c h i e v i n g  succes s  i n  t h e  

sou th .  Muddy Waters, who had t h e  m o s t  s u c c e s s f u l  Chicago b l u e s  

band, had come n o r t h  i n  t h e  e a r l y  f o r t i e s .  A l l  of t h e  above 

per formers  r eco rded  on t h e  independent  Chess l a b e l .  

I n  D e t r o i t  ano the r  M i s s i s s i p p i  r e f u g e e ,  John Lee Hooker, 

developed a  s i m i l a r ,  r hy thmica l ly  emphat ic  s t y l e  a l though  

he was u s u a l l y  recorded wi thou t  a band whereas t h e  s t a n d a r d  

Chicago l i n e u p  inc luded  v o c a l s ,  harmonica,  p iano ,  b a s s  g u i t a r  

and one o r  two e l e c t r i c  g u i t a r s .  T h i s  b a r  band s t y l e  o f  b l u e s ,  

l i k e  t h e  b i g  band b l u e s ,  w i t h  t h e i r  emphasis  on dance rhythms, 

i s  o f t e n  termed rhythm and b l u e s  ( o r  " r & b " ) .  

R&b, t h e  music produced and consumed by t h e s e  r e c e n t  

urban a r r i v a l s ,  i s  t h e  most immediate p redeces so r  o f  rock 'n '  

r o l l .  The r u r a l  r e s i g n a t i o n  i s  a b s e n t  from t h e  sax-dominated 

band b l u e s  and t h e  Chicago b l u e s ,  bo th  of which exp res s  a  new 

v i g o r  and conf idence.  Although it w a s  s t i l l  g h e t t o i z e d  i n  t h e  

l a te  f o r t i e s ,  t h e  r i s e  of  b l a c k  r a d i o  s t a t i o n s  i n  t h e  urban * 

a r e a s  gave n o r t h e r n  wh i t e s  a c c e s s  t o  t h e  music f o r  t h e  f i r s t  

t i m e .  By t h e  e a r l y  f i f t i e s  it was beg inn ing  t o  break through 
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i n t o  t h e  white  market, u s u a l l y  i n  t h e  form of whi te  cover  

vers ions  o f  black records .  This  is  t h e  p o i n t  a t  which t h e  

music begins t o  be c a l l e d  r o c k ' n ' r o l l ,  b u t  i n  terms of t h e  

black performers ,  many of whom (such a s  Fa t s  Domino) had been 

working i n  s i m i l a r  s t y l e s  f o r  a t  l e a s t  f i v e  years ,  t h e  p o i n t  a t  

which t h e  music i s  renamed i s  a r b i t r a r y .  1%. i 3 7  - 
2. The F i r s t  Wave (1955-58) 

I n  an a r t i c l e  on the emergence of jazz,  Richard Peterson  

mentions t h e  fol lowing f a c t o r s ,  among o t h e r s ,  a s  reasons f o r  

t h i s  emergence: audience r e j e c t i o n  of sent imenta l  b a l l a d s ,  

genera l  boredom with t h e  cyc le  of love songs, the  aging of t h e  

previous decade 's  s t a r s ,  and t h e  appearance of a  new and 
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e x c i t i n g  a l t e r n a t i v e .  This a l s o  sounds very much l i k e  a 

d e s c r i p t i o n  of t h e  c o n d i t i o n s  t h a t  preceded the  emergence of 

r o c k ' n ' r o l l .  

The r o o t s  of t h i s  s i t u a t i o n  can be t r a c e d  back t o  t h e  

Big Band e r a .  During t h i s  pe r iod ,  wi th  t h e  cons tan t  need t o  

innovate  and produce " o r i g i n a l "  sounds f o r  the  record  buying 

market, t h e  band l e a d e r s  t r i e d  a  number of s t r a t e g i e s  inc luding  

making t h e i r  music more s o p h i s t i c a t e d .  C l a s s i c a l  themes were 

o f t e n  used and t h e  bands,  which were a l ready much b igger  than  

t h e  jazz bands of t h e  t w e n t i e s ,  grew even l a rge r .  Around t h e  

end of t h e  Second World War t h e  l a r g e  bands became t o o  c o s t l y  

t o  suppor t  and most of them folded. 

But a6other  of t h e  innovat ions  of t h e  band l e a d e r s  l i v e d  

on. During the  f o r t i e s ,  i n  an a t tempt  t o  draw a t t e n t i o n  t o  
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t h e i r  bands ,  many l e a d e r s  had begun f e a t u r i n g  "name" v o c a l i s t s  
2 

such as Frank S i n a t r a  and Vaughn Monroe. When t h e  bands fo lded ,  

t h e  s i n g e r s  took over .  During t h e  l a t e  f o r t i e s  and e a r l y  

f i f t i e s  the major r e c o r d  companies, which w e r e  now f i r m l y  i n  

c o n t r o l  o f  t h e  music b u s i n e s s ,  cyc l ed  and r e c y c l e d  s e n t i m e n t a l  

and melodramat ic  b a l l a d s  and nove l ty  t u n e s  ( l i k e  P a t t i  Page ' s  
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"How Much Is That  Doggie I n  The Window") t h rough  i t s  " s t a r s " .  

The stars o f  t h e  f o r t i e s  remained f i r m l y  en t renched  and 

new pe r fo rmers  w e r e  cast i n  t h e i r  mold. For i n s t a n c e ,  m a l e  

s i n g e r s  w e r e  modelled a f t e r  t h e  most popu la r  s i n g e r  of  t h e  

p e r i o d ,  Frank S i n a t r a ,  a "c rooner"  o f  I t a l i a n  descen t .  A1 

Mart ino,  V i c  Damone, Tony Bennet t ,  F rankie  Laine,  and P e r r y  

Como w e r e  a l s o  of  I t a l i a n  d e s c e n t  and a l l  worked i n  some v a r i a n t  

of  t h e  c roon ing  s t y l e .  - Although t h i s  w a s  t h e  dominant t r e n d  of  t h e  e a r l y  f i f t i e s ,  

some peop le  ( p a r t i c u l a r l y  young people )  t u r n e d  t o  coun t ry  and 

wes te rn  and r & b ,  bo th  of which were i n c r e a s i n g l y  a v a i l a b l e  on 

t h e  r a d i o  a t  t h i s  t ime,  and were viewed as an e x c i t i n g  a l ter -  

n a t i v e .  When a d i s c  jockey i n  Cleveland,  named Alan Freed,  

d i s c o v e r e d  t h a t  many young w h i t e s  w e r e  l i s t e n i n g  t o  (and,  more 

i m p o r t a n t l y ,  buying) r & b  r eco rds ,  he began t o  p l a y  them on h i s  

program on W J W .  When F r e e d ' s  exper iment  w a s  s u c c e s s f u l ,  wh i t e  

s t a t i o n s  i n  o t h e r  c i t i e s  fol lowed s u i t .  

Considered an  e a r l y  p o p u l a r i z e r  o f  r & b  f o r  t h e  whi te  

audience ,  Freed  i s  a l s o  c r e d i t e d  wi th  c o i n i n g  t h e  t e r m  " rock 'n '  
148 * 

r o l l "  which he used i n s t e a d  of  t h e  term " r & b W  because  Freed 

b e l i e v e d  t h e  l a t t e r  t e rm t o  be r a c i s t .  Like " r & b N ,  t h e  term 
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" r o c k ' n ' r o l l "  r e f e r s  t o  a  number o f  s t y l i s t i c  v a r i a n t s  some of 

which are ve ry  d i s s i m i l a r .  I n  h i s  work on t h e  rise o f  r o c k ' n l  

r o l l ,  C h a r l i e  G i l l e t t  has  p o i n t e d  o u t  f i v e  d i s t i n c t  s t y l e s  

which h e  ca l ls  "no r the rn  band r o c k l n l r o l l " ,  " t h e  N e w  Or leans  

dance b l u e s " ,  "Memphis count ry  rock" ,  "Chicago rhythm and b l u e s "  
149 

and " v o c a l  group rock'  n1  r o l l " .  W e  w i l l  use  G i l l e t t l s  t ax-  

onomy and d e a l  w i th  each  s t y l e  a t  g r e a t e r  l eng th .  - 
a )  Northern Band Rock'n' r o l l  

During t h e  f i r s t  wave, n o r t h e r n  w h i t e s ,  l i k e  t h e i r  Eng l i sh  

c o u n t e r p a r t s ,  produced very  few rock ' n  ' r o l l  per formers  o f  no t e .  

This  w a s  p robably  because of t h e i r  l a c k  of  f a m i l i a r i t y  w i th  t h e  

b l a c k  mus ica l  s t y l e s  on which rock w a s  based.  

B i l l  Haley, born i n  a  suburb of  D e t r o i t ,  was t h e  major 

e x c e p t i o n  t o  t h i s  r u l e .  H e  had s t a r t e d  i n  t h e  e a r l y  f o r t i e s  as 

a  coun t ry  and western  per former  p l a y i n g  t h e  r e g i o n a l  dance 

c i r c u i t .  I n  t h e  l a te  f o r t i e s ,  a f t e r  obse rv ing  t h e  e x c i t i n g  

e f f e c t  t h a t  t h e  sax-dominated band b l u e s  o f  t h e  southwest  had 

on aud iences ,  he began i n c o r p o r a t i n g  a s p e c t s  o f  t h e i r  p e r f o r -  

mance i n t o  h i s  own. Th i s  p r o c e s s  o f  borrowing cont inued and, 

i n  1952, B i l l  Ha ley ' s  Saddlemen became B i l l  Haley and t h e  Comets, 

t h e  o n l y  band t o  ach ieve  major  s u c c e s s  i n  t h e  n o r t h e r n  band 

s t y l e  ( a l t hough  n o t  t h e  on ly  p r a c t i t i o n e r ) .  Although t h e y  

l e a r n e d  much of t h e i r  impres s ive  s t a g e  r o u t i n e  from t h e  r & b  

bands,  t h e i r  most impor t an t  adopt ion  w a s  t h e  dance rhythm of  

t h e  b l ack  bands. I ts  b e a t  and rhythm became t h e  most e a s i l y  

i d e n t i f i a b l e  c h a r a c t e r i s t i c  o f  t h e  n o r t h e r n  s t y l e .  
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1 
In  1954, Haley had a  major h i t  on the  Decca l a b e l  with a  

cover  v e r s i o n  of Joe Turner 's  "Shake, R a t t l e  and ~011". 

Although t h e  l y r i c s  were bowdlerized and ~ a l e y ' s  s ing ing  was 

r a t h e r  bland and inexpress ive ,  t h e  rhythmic d r i v e  of t h e  song 

made it popular  wi th  young people and it rece ived  widespread 

r a d i o  exposure. A y e a r  l a t e r ,  Haley 's  "Rock Around The Clock" 

was used a s  t h e  theme music f o r  t h e  movie "Blackboard Jungle"  

and it became t h e  f i r s t  number one rock 'n '  r o l l  song on Bi1lboa::d 
150 

Magazine ' s c h a r t s .  It i s  because of  t h i s  breakthrough t h a t  

t h e  nor the rn  band s t y l e  i s  important.  E l v i s  P res ley  became 

popular  i n  1956 and he was followed by a  f lood  of o t h e r  rockers ,  

both whi te  and b lack ,  who made B i l l  Haley and t h e  whole nor thern  
151 

band s t y l e  obso le te .  

b)  The New Orleans Dance Blues 
* 4 

New Orleans has  a  long t r a d i t i o n  a s  a  c e n t e r  of black 

music and t h e  e a r l y  rock which came o u t  of t h a t  c i t y  was i n s t r u -  

mentally r i c h e r  than  any of t h e  o t h e r  major s t y l e s .  It  a l s o  

showed very l i t t l e  "white" inf luence .  Although a  g r e a t  d e a l  of 

v a r i a t i o n  occurred wi th in  t h e  s t y l e ,  it was i n v a r i a b l y  char- 

a c t e r i z e d  by t h e  u s e  of piano and saxophone. Major f i g u r e s  

working i n  t h e  s t y l e  included Larry Williams (who had h i t s  wi th  

"Short  Fa t  Fannie",  "Bony Maronie" and "Dizzy M i s s  L izzy" ) ,  

Lloyd P r i c e  ("Lawdy M i s s  Clawdy" and "Stagger  Lee") ,  Huey 

"Piano" Smith ("Rockin' Pneumonia and t h e  Boogie Woogie F l u " ) ,  
* 

but  t h e  two most famous p r a c t i t i o n e r s  were undoubtedly Antoine 

"Fats"  Domino and " L i t t l e  Richard" Penniman. 
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F a t s  Domino, i n  conjunc t ion  w i t h  Dave Bartholomew ( t h e  

house producer  f o r  t h e  I m p e r i a l  l a b e l  -- a Los Angeles indepen- 

d e n t ) ,  who a r ranged  and co-wrote most o f  h i s  material ,  deve l -  

oped a r e l a x e d  and easy  going approach t h a t  avo ided  extremes o f  

emotion. H e  remained popula r  th roughout  t h e  f i f t i e s  and, i n  

1975, s t i l l  ranked t h i r d  i n  g l o b a l  r e c o r d  sales a f t e r  E l v i s  
152 

and t h e  Bea t l e s .  H i s  golden r eco rds  i nc luded  " A i n ' t  I t  A 

Shame" ( l 9 5 5 ) ,  "Blueberry  H i l l "  ( l 9 5 6 ) ,  " I 'm walkin"  (1957) , 

and "Whole L o t t a  Lovin"' (1958).  By 1960 when he d i d  "Walkin' 

To New Or l eans" ,  h i s  l a s t  g o l d  r e c o r d ,  h i s  material  had become 

somewhat b land .  

The c r a z e d  s i n g i n g  and p l a y i n g  of  L i t t l e  Richard was t h e  

f l i p  s i d e  of New Or leans  dance b lues .  Emotional  extreme 

( u s u a l l y  exuberance o r  exaggera ted  s e x u a l  pas s ion )  w a s  t h e  

b a s i s  o f  h i s  a s s a u l t  on any song. A s  Nik Cohn commented, a f t e r  
153 

s e e i n g  him i n  c o n c e r t ,  "he  d i d n ' t  l ock  sane"  and t h i s  w a s  t h e  

s o u r c e  o f  h i s  a t t r a c t i o n .  H e  r eco rded  on t h e  independent  Speci-  

a l t y  l a b e l  of  Los Angeles (as d i d  Lloyd P r i c e  and La r ry  

Wi l l i ams)  and h i s  h i t s  i nc luded  " T u t t i  F r u t t i "  (1955) (which w a s  

"covered"  by P a t  Boone), "Long T a l l  S a l l y " ,  " S l i p p i n '  And 

S l i d i n ' " ,  "The G i r l  C a n ' t  Help It" (1956) ,  " L u c i l l e "  and "Good 

Gol ly  M i s s  Molly" (1957).  H i s  c a r e e r  w a s  c u t  s h o r t  by h i s  re- 

j e c t i o n  o f  rock when he  e n t e r e d  t h e  m i n i s t r y  i n  1959. 

Although L i t t l e  Richard d i d  n o t  s e l l  as many r eco rds  as 

F a t s  Domino, h i s  i n f l u e n c e  on t h e  development of rock music and 
* 

t h e  you th  c u l t u r e  w a s  much g r e a t e r .  F a t s  Domino produced a 
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happy, exube ran t  music, b u t  he  w a s  never  t h r e a t e n i n g  n o r  d i d  

he encourage r e b e l l i o u s n e s s  i n  h i s  audience.  P a r t  of  h i s  popu- 

l a r i t y  w a s  p robably  based on be ing  f a t  and j o l l y  and u l t i m a t e l y  

somewhat of a nove l ty .  L i t t l e  Richard w a s  a l s o  "somewhat of 

a  nove l ty"  b u t  i n  a ve ry  d i f f e r e n t  s ense .  A s  t h e  Encyclopedia  

of Rock s a y s ,  "Richard a lone  r e p r e s e n t e d  t h e  crude f a n t a s y  of  
154 

a b s o l u t e  r e b e l l i o n  t h a t  l a y  a t  t h e  h e a r t  o f  r o c k ' n ' r o l l "  

I n  t h e  m i d - s i x t i e s  w i t h  t h e  r ise o f  t h e  B e a t l e s  and o t h e r  

Eng l i sh  p o p u l a r i z e r s  of  h i s  m a t e r i a l ,  L i t t l e  Richard a t tempted  

a comeback, b u t ,  a l t hough  he found h imse l f  i n  g r e a t  demand f o r  

c o n c e r t s ,  he w a s  unable  t o  produce any new m a t e r i a l  w i t h  t h e  

impact  o f  h i s  ear l ier  songs.  

c) Memphis Country Rock 

What G i l l e t t  ca l l s  "Memphis coun t ry  rock" ( o r  " r o c k a b i l l y "  

a s  it i s  more commonly known) grew o u t  of  a t t e m p t s  t o  i n t e g r a t e  

t h e  b l ack  and w h i t e  mus ica l  t r a d i t i o n s  o f  t h e  south.  Before 

t h e  development i n  t h e  f o r t i e s  o f  b l ack  r a d i o  s t a t i o n s  i n  t h e  

sou th ,  coun t ry  music,  t h e  mus ica l  t r a d i t i o n  o f  t h e  w h i t e s ,  w a s  

somewhat i s o l a t e d  from t h a t  of t h e  b l acks .  The new s t a t i o n s  

brought  about  an unprecedented exposure  t o  ano the r  l i v i n g  

mus ica l  t r a d i t i o n ,  an expe r i ence  many young wh i t e s  found 

s t i m u l a t i n g .  For  i n s t a n c e ,  E l v i s  P r e s l e y  spoke of l e a r n i n g  

b l ack  songs from t h e  r a d i o  and emphasized t h e  i n f l u e n c e  of 
155 

b l ack  s t y l e s  on h i s  mus ica l  development, C a r l  Pe rk ins ,  t h e  

au tho r  of " s i u e  Suede Shoes" ,  has a l s o  spoken of h i s  d e b t  t o  
156 

b l ack  music. Throughout t h e  s o u t h ,  young wh i t e s  worked on a 



s y n t h e s i s  of t h e  two t r a d i t i o n s .  

Although r o c k a b i l l y  can be s a i d  t o  begin  i n  Memphis a t  

t h e  t i m e  o f  E l v i s  P r e s l e y  ' s "mammoth psycho log ica l  breakthrough 
157 

wi th  ' T h a t ' s  A l l  Right  Mama'" it was found throughout the 

whole sou the rn  musical  a rea  from V i r g i n i a  t o  E a s t  Texas. A 

l i s t  of t h e  major f i g u r e s  and t h e i r  home s t a t e s  i n d i c a t e s  t h i s .  

E l v i s  and Conway Twit ty  were from M i s s i s s i p p i ,  J e r r y  Lee L e w i s  

was from Louis iana,  Johnny Cash from Arkansas, C a r l  Pe rk ins  

from Tennessee, The Everley Bro the r s  from Kentucky, Eddie 

Cochran from Oklahoma, Buddy Holly from E a s t  Texas and Gene 

Vincent from Vi rg in ia .  

The s t y l e  was c h a r a c t e r i z e d  by a c o u s t i c  bass  and rhythm 

g u i t a r  a s  a  foundat ion f o r  s h o r t  s h a r p  e lectr ic  g u i t a r  l eads  

and an e n t h u s i a s t i c ,  o f t e n  echoing voca l .  D r u m s  w e r e  u s u a l l y  

used a l though they  d i d  n o t  appear  on some e a r l y  recordings.  

Occas iona l ly  p iano  was used ( a s  i n  t h e  c a s e  of  Jerry Lee L e w i s ) .  

Th i s  i n s t r u m e n t a l  l i n e  up, de r ived  l a r g e l y  from honky- 

tonk music, makes r o c k a b i l l y  t h e  only  one of t h e  f i v e  major 

v a r i a n t s  o f  e a r l y  rock t o  be based l a r g e l y  on a  whi te  music 

form, b u t ,  because of t h e  widespread p o p u l a r i t y  of  E l v i s  

P r e s l e y ,  i t  was probably t h e  most i n f l u e n t i a l  s t y l e  of  a l l .  

For a couple  of y e a r s  a f t e r  P r e s l e y ' s  move t o  t h e  RCA-Victor 

l a b e l ,  i n  1956, r o c k a b i l l y  became t h e  most popular  music among 

young whites .  This  i s  n o t  t o  s a y ,  however, t h a t  r o c k a b i l l y  d i d  

n o t  have,  i n  most cases ,  an obvious b l ack  i n f l u e n c e  (Johnny 
* 

Cash and t h e  Everley Brothers  are t h e  b e s t  known e x c e p t i o n s ) .  
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To use  P r e s l e y  a s  an  example a g a i n ,  h i s  f i r s t  r e l e a s e  was a  

song w r i t t e n  and r eco rded  a few y e a r s  ear l ier  by Ar thur  "Big 

Boy" Crudup, a  w e l l  known b l u e s  s i n g e r .  

I- 
lThe f u s i o n  o f  wh i t e  and b l ack  s t y l e s  o c c u r r i n g  throughout  

t h e  s o u t h  i n  t h e  e a r l y  f i f t i e s  was a c t i v e l y  encouraged by Sam 

P h i l l i p s ,  t h e  owner and p roduce r  a t  Sun Records i n  Memphis. 

Although whi te ,  P h i l l i p s  had been r eco rd ing  r & b  s i n c e  t h e  la te  

f o r t i e s  (he w a s  t h e  f i r s t  t o  r e c o r d  Howlin' Wolf and B.B. King) 

and he  w a s  w e l l  aware o f  i t s  power and i t s  p o t e n t i a l  i n  t h e  

wh i t e  market.  P h i l l i p s  had o f t e n  t o l d  h i s  s e c r e t a r y ,  " I f  I 

cou ld  f i n d  a wh i t e  man who had t h e  Negro sound and t h e  Negro 
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f e e l ,  I cou ld  make a b i l l i o n  d o l l a r s " ,  E l v i s  P r e s l e y ,  C a r l  

P e r k i n s ,  J e r r y  Lee Lewis, Johnny Cash, C h a r l i e  Rich and Roy 

Orbison w e r e  a l l  d i s cove red  by and had t h e i r  f i r s t  succes s  w i t h  

P h i l l i p s  who a p p a r e n t l y  coached h i s  s i n g e r s  t o  s i n g  l i k e  
159 

b l acks .  Because t h e  Sun s t u d i o  w a s  t h e  f i r s t  t o  r e c o r d  t h e  

r o c k a b i l l y  s t y l e ,  P h i l l i p s  ' i n f l u e n c e  a l s o  ex t ends  t o  o t h e r  

s t u d i o s  t h a t  a t t empted  t o  d u p l i c a t e  t h e  "Sun sound" "i 
The two most prominent  p r a c t i t i o n e r s  o f  r o c k a b i l l y  were 

E l v i s  P r e s l e y  and J e r r y  Lee L e w i s .  P r e s l e y  w a s  t h e  a r c h e t y p a l  

n g r ea se r " .  H e  had long g r e a s y  h a i r ,  s i d e b u r n s ,  e c c e n t r i c  

c l o t h i n g  ( i .e .  p ink  s h i r t s  and s l a c k s ) ,  and a  b u i l t - i n  snee r .  

Although he had a  s e x u a l l y  ominous a u r a  about him o f f  s t a g e ,  

t h i s  w a s  g r e a t l y  enhanced by h i s  manner of  movement on s t a g e  

which involved  u n i n h i b i t e d  wigg l ing  o f  h i s  h i p s .  
C 

e s l e y  had h i s  f i r s t  r e l e a s e  i n  June ,  1954 w i t h  " T h a t ' s  

A l l  R igh t  Mama" and fo l lowed it w i t h  "Good Rocking Tonight" ,  
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"Mystern Tra in"  and o t h e r s  over t h e  next  few months. These 

were a11 on t h e  Sun l a b e l  which, a t  t h a t  time, lacked wide- 

spread  d i s t r i b u t i o n  and n a t i o n a l  promotion and the  songs were 

t h e r e f o r e  only r e g i o n a l  h i t s .  f i n  November, 1955, t h e  RCA-Victor 

l a b e l  bought o u t  P r e s l e y ' s  c o n t r a c t  and, through widespread TV 

and r a d i o  exposure,  he r a p i d l y  a t t a i n e d  stardom. H i s  major rock 

h i t s  w e r e  "Heartbreak Hotel",  "Houng Dog" and "Don't B e  Cruel" 

i n  1956 and " A l l  Shook U p "  and " Ja i lhouse  Rock" i n  19 I n  

May of  1958 he joined t h e  Army and, a s  John Lennon (formerly 

wi th  t h e  B e a t l e s )  has  s a i d ,  "E lv i s  d ied  when he went i n t o  the  
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Armyuu . A f t e r  h i s  r e l e a s e  i n  1960, he devoted himself t o  

melodramatic b a l l a d s  and formulaic movie musicals.  Such a song 

as "Marie 's  The Name Of H i s  L a t e s t  Flame", i n  1961, was a r a r e  

r e t u r n  t o  form. H i s  musical output  a f t e r  1958 was i r r e l e v a n t ,  

however. It  was a s  a symbol of youthful  r e b e l l i o n  t h a t  P res ley  

was important.  

J e r ry  Lee Lewis was l i k e  a white  L i t t l e  Richard. Both 

were p i a n i s t s  who behaved on s t a g e  and on record  l i k e  hys te r -  

i c a l l y  e n t h u s i a s t i c  wi ld  men although, whereas it was Richard 's  

s t y l e  t o  do a whole song i n  a s o r t  of  parody of a gospel  c ry ,  

Lewis, wi th  l e s s  sheer  vocal  power, used a country voice  and a 

s t r o n g  sense  of vocal  dynamics t o  b u i l d  a song t o  an emotional 

climax. 

Perhaps because they were confined t o  a piano s e a t  and 

t h e r e f o r e  could n o t  dance around, both developed s t a g e  a c t s  i n  
* 

which t h e  performer appeared t o  go berserk.  He would p lay  t h e  



piano wi th  h i s  f e e t ,  pound it wi th  h i s  f i s t s ,  and o f t e n  l eap  

up on t o p  of it. Lewis undoubtedly owed p a r t  of h i s  s t y l e  t o  

L i t t l e  Richard who had been recording s u c c e s s f u l l y  f o r  two 

y e a r s  be fo re  Lewis recorded t h e  songs he i s  b e s t  known for :  

"Whole L o t t a  Shakin Goin On" and "Great B a l l s  Of F i re"  (both 

r e l e a s e d  i n  1957).  I n  1958 he marr ied h i s  t h i r t e e n  yea r  o l d  

cousin and was b l a c k l i s t e d .  Although he s t aged  a comeback i n  

t h e  mid-s ix t i e s  and i s  now a s u c c e s s f u l  country performer, h i s  

c a r e e r  a s  a rocker  ended wi th  h i s  b l a c k l i s t i n g .  

d)  Chicago Rhythm and Blues 

A s  mentioned above, i n  our cons ide ra t ion  of rhythm and 

b l u e s ,  Chicago was noted f o r  a vigorous r & b  s t y l e  rooted  i n  

M i s s i s s i p p i  d e l t a  blues.  This  i s  n o t  t h e  s t y l e  t h a t  G i l l e t t  i s  

r e f e r r i n g  t o  by h i s  use of t h e  term "Chicago rhythm and b lues" ,  

however, al though the  del ta-based s t y l e  was c e r t a i n l y  a s t r o n g  

in f luence .  G i l l e t t  i s  r e f e r r i n g  t o  t h e  work of Chuck Berry and 

Bo Diddley whose s t y l e s  involved,  among o t h e r  th ings ,  a much 

qu icker  tempo. 

Chuck Berry i s  probably the  most t a l e n t e d  a r t i s t  t o  

emerge from t h e  f i r s t  wave. He w a s  an e x c e l l e n t  s t a g e  

performer,  one of the  most innova t ive  and i n f l u e n t i a l  e l e c t r i c  

g u i t a r  p l a y e r s ,  and an excep t iona l ly  g i f t e d  songwriter.  

Berry had come nor th  t o  Chicago, i n  1955, from S t .  Louis 

where he had f ron ted  a popular  rbb  band f o r  a few years .  I t  

was h i s  ho6e t o  record i n  t h e  s t y l e  of t h e  Chicago b l u e s  

performers ,  b u t  Leonard Chess, t h e  owner of  t h e  independent 
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Chess l a b e l ,  p r e f e r r e d  h i s  novel ty  song, " I d a  ~ e d " ,  t o  Berry ' s  

b l u e s  m a t e r i a l .  " I d a  Red", based on a t r a d i t i o n a l  count ry  

f i d d l e  tune  of t h e  same name, had humorous l y r i c s  t h a t  Berry 
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had w r i t t e n  about  a c a r  chase. The name of the song was 

changed t o  "Maybell ine" and it became B e r r y ' s  f i r s t  h i t  (1955).  

A s  Berry has  s a i d ,  "The d o l l a r  d i c t a t e s  what music i s  
162 

w r i t t e n "  and, unders tanding t h e  appeal  t h a t  r o c k ' n ' r o l l  had 

f o r  young people ,  he proceeded t o  w r i t e  a s t r i n g  of songs aimed 

a t  t h i s  audience.  "Ro l l  Over Beethoven" i n  1956, "School Day" 

and "Rock And R o l l  Music" i n  1957, and "Johnny B. Goode" i n  

1958, a long  w i t h  many o f  h i s  o t h e r s  from t h i s  pe r iod ,  have 

become r o c k ' n ' r o l l  c l a s s i c s .  These songs c h a r a c t e r i s t i c a l l y  had 

a " r o l l i n g "  p i ano  f i g u r e  and a s t r o n g ,  r e g u l a r  drum rhythm 

behind a r i n g i n g ,  s t a c c a t o  g u i t a r  and B e r r y ' s  c l e a r l y  enuncia ted  

l y r i c s ,  which have been desc r ibed  a s  a " v i v i d  a r t i c u l a t i o n  of a 
163 

s p i r i t  of r o c k ' n ' r o l l  r e b e l l i o n " ,  expressed  through such 

concerns a s  work, s choo l ,  dancing,  s ex ,  and f a s t  c a r s .  

I n  l a t e  1959, Berry became embroiled i n  l e g a l  d i f f i c u l t i e s  
164 

and was imprisoned i n  February,  1962, f o r  two years .  A f t e r  

h i s  r e l e a s e  i n  1964, he recorded  "Nadine" (which was s i m i l a r  

i n  melody and s t r u c t u r e  t o  "Maybellinel ')  , "No P a r t i c u l a r  P lace  

To Go" (which bore  a s t r o n g  musica l  resemblance t o  "School Day"), 

"You Never Can T e l l " ,  and "Promised Land", a l l  of which main ta in  

t h e  high s t a n d a r d  o f  songwri t ing  e s t a b l i s h e d  by h i s  e a r l i e r  

work. Although Berry had a nove l ty  h i t  i n  1972, h i s  p e r i o d  o f  

c r e a t i v e  product ion  b a s i c a l l y  ended wi th  h i s  1 9 6 4  ou tput .  
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Bo Diddley,  who recorded f o r  Checker Records, a s u b s i d i a r y  

of t h e  Chess l a b e l ,  was somewhat overshadowed by Chuck Berry,  

b u t ,  a l though he never achieved Ber ry ' s  commercial appea l ,  he 

w a s  h i g h l y  r e s p e c t e d  by o t h e r  musicians  a s  an innova to r  on t h e  

e lectr ic  g u i t a r  and h i s  raw, rhythmic s t y l e  h a s  been widely 

i m i t a t e d .  H i s  b e s t  known h i t  was a song he named a f t e r  himself  

( r e l e a s e d  i n  1955). Berry and he w e r e  major i n f l u e n c e s  on t h e  

Eng l i sh  r t b  r e v i v a l  o f  t h e  s i x t i e s ,  a t  which t i m e  much o f  h i s  

m a t e r i a l  was r ev ived  by such groups a s  t h e  Ro l l ing  S tones ,  t h e  

Animals and t h e  Yardbirds ,  a l though i t  i s  more a s  a s t y l i s t  

t h a n  a s  a songwr i t e r  t h a t  he i s  renowned. 

7 

e )  Vocal Group Rock'n' r o l l  

When b lacks ,  wi th  t h e i r  r u r a l  f o l k  c u l t u r e ,  migrated t o  

t h e  urban n o r t h  and t h e  west  c o a s t  t hey  w e r e  exposed t o  t h e  

predominant ly  wh i t e  urban " c u l t u r e "  and w i t h  i t ,  t h e  Tin Pan 

Al l ey  t r a d i t i o n  of popular  music. Groups l i k e  t h e  Inkspots  and 

t h e  M i l l s  B ro the r s  grew o u t  of b lack  a t t empts  t o  work i n  t h i s  

s t y l e  i n  the f o r t i e s .  The Inkspots  " e s t a b l i s h e d  a p a t t e r n  

followed by b lack  groups e v e r  s ince .  The second t e n o r ,  b a r i t o n e  
165 

and b a s s  harmonize an accompaniment t o  t h e  lead".  

Vocal group r o c k ' n ' r o l l  ( o r  "doo-wop" a s  it i s  sometimes 

c a l l e d  because of  t h e  nonsense s y l l a b l e s  o f t e n  chanted by t h e  

s i n g e r s  of t h e  backup harmonies) ,  p r i m a r i l y  a b lack  s t y l e ,  grew 

o u t  of  post-war f u s i o n s  of whi te  pop music wi th  t r a d i t i o n a l  

b l ack  g o s p e l  s t y l e s .  The l e a d  v o c a l i s t  i n  doo-wop u s u a l l y  sand 

i n  an ex t remely  "cool" ,  c o n t r o l l e d ,  emot ionless  vo ice  which 
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o f t e n  a l lowed them t o  p a s s  a s  whi tes  (and the reby  have h i t s  

i n  t h e  l u c r a t i v e ,  wh i t e  m a r k e t ) ,  a l though some groups used a 

much more impassioned l e a d  v o c a l  t h a t  showed more obvious  g o s p e l  

r o o t s .  Because t h e  s t y l e  w a s  a lmost  t o t a l l y  voca l ,  it r e q u i r e d  

no i n i t i a l  inves tment  and many o f  the  groups developed t h e i r  

t a l e n t s  on g h e t t o  street c o r n e r s .  The i r  background i n  g h e t t o  

pove r ty  a l s o  p a r t i a l l y  e x p l a i n s  why many doo-wop r e c o r d s  had 

l i t t l e  o r  no  i n s t r u m e n t a l  accompaniment and why t h e  l e a d  s i n g e r s  

f r e q u e n t l y  wished t o  sound "whi te" .  Groups hoped t h a t ,  th rough  

pop music s u c c e s s ,  t hey  might escape from t h e  g h e t t o .  

The s t y l e  w a s  recorded  wide ly  by s m a l l  independent  l a b e l s  

( p a r t i c u l a r l y  i n  Los Angeles and New York) ,  most of  whom lacked  

more t h a n  r e g i o n a l  d i s t r i b u t i o n  and promotion, b u t ,  i n  s p i t e  

o f  t h i s ,  some of  t h i s  material ,  such a s  t h e  O r i o l e s '  "Crying 

I n  The Chapel" ( i n  J u l y ,  1953) and t h e  Penguins '  "Ea r th  Angel" 

(November, 1954) had o c c a s i o n a l l y  reached t h e  n a t i o n a l  pop 

c h a r t s  b e f o r e  B i l l  Ha ley ' s  h i t  i n  May o f  1955. A f t e r  r o c k ' n ' r o l l  

became w e l l  e s t a b l i s h e d  w i t h  t h e  whi te  audience,  ' t h e r e  were 

many doo-wop h i t s ,  i n c l u d i n g  Frankie  Lymon and t h e  Teenagers '  

"Why Do Foo l s  F a l l  I n  Love" ( i n  1956) ,  t h e  Tune Weavers' "Happy, 

Happy B i r thday  Baby", t h e  Rays' " S i l h o u e t t e s " ,  Danny and t h e  

J u n i o r s '  "At The Hop" ( a l l  i n  1957) ,  and t h e  Monotones' "Book 

Of Love" ( i n  1958) ,  b u t  few of  t h e  doo-wop groups had more t h a n  

one h i t .  

The t y p i c a l  song used by t h e  doo-wop groups was a slow, 
* 

s e n t i m e n t a l  b a l l a d  and today  much of t h i s  m a t e r i a l  sounds 

s l u g g i s h  and u n i n s p i r i n g ,  b u t  once b lack  voca l  groups became 
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e s t a b l i s h e d  i n  t h e  whi te  market t hey  g r a d u a l l y  t u r n e d  t o  more 

t r a d i t i o n a l  b l a c k  s t y l e s  f o r  t h e i r  m a t e r i a l .  The doo-wop 

s t y l e  evolved  i n t o  t h e  "soul" music of t h e  m i d - s i x t i e s  wi th  

i t s  o v e r t ,  gospe l ,  " c a l l  and response"  v o c a l s  and up-tempo 

rhythms. 

3. The Counter-Reformation (1959-63) 

The f i r s t  wave of r o c k ' n ' r o l l  l a s t e d  from about  t h e  t i m e  

of  B i l l  H a l e y ' s  "Rock Around The Clock" u n t i l  May, 1958, when 

E l v i s  P r e s l e y  w a s  d r a f t e d  i n t o  t h e  army. T h i s  d a t e  i s  a r b i -  

t r a r i l y  chosen,  however. There a r e  many o t h e r  d a t e s  we could 

a l s o  p i c k  as t h e  end o f  t h e  f i r s t  wave, each  o f  which marks 

t h e  d i sappea rance  of  one of t h e  major a r t i s t s  of t h e  pe r iod .  

I n  1957, L i t t l e  Richard r e t i r e d  from t h e  music b u s i n e s s  t o  

e n t e r  t h e  m i n i s t r y .  I n  1958, J e r r y  Lee Lewis w a s  b l a c k l i s t e d  

because  h e  m a r r i e d  h i s  t h i r t e e n  y e a r  o l d  cousin .  I n  February,  

1959, Buddy Hol ly  w a s  k i l l e d  i n  a p l ane  c r a sh .  The same yea r ,  

Chuck Ber ry  began a  c o u r t  b a t t l e  t h a t  ended i n  1962 wi th  h i s  

imprisonment. I n  A p r i l ,  1960, Eddie Cochran was k i l l e d  i n  a 

c a r  a c c i d e n t  i n  London, ~ n g l a n d .  Gene Vincent  w a s  i n j u r e d  i n  

t h e  s a m e  a c c i d e n t .  

The l o s s  of t h e  energy and momentum o f  a l l  t h e s e  a r t i s t s  

happened a t  t h e  same t ime t h a t  r o c k ' n ' r o l l  w a s  under  a t t a c k ,  
166 

f i r s t  f o r  i t s  " smut t ines s "  and then  because o f  t h e  payola  

s canda l .  A l l  t h i s  c l e a r e d  t h e  way f o r  t h e  v a r i o u s  commercial 

concerns  t o  * r e t u r n  t h e  music b u s i n e s s  t o  i t s  p r e - r o c k ' n ' r o l l  

cond i t i on .  Between 1959 and 1963, t h e r e  were New Or leans  
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n o v e l t y  songs l i k e  Joe  Jones '  "You Ta lk  Too Much" (1960) and 

E r n i e  K-Doe's "Mother-In-Law" (1961);  t h e r e  w e r e  songs i n  

v a r i o u s  r & b  s t y l e s ,  l i k e  Wilbert  H a r r i s o n ' s  "Kansas C i ty"  

(1959) o r  I k e  and Tina  T u r n e r ' s  e a r l y - s i x t i e s  material; and 

t h e r e  w e r e  v a r i o u s  i n s t r u m e n t a l  works, which w e  w i l l  d i s c u s s  

below, b u t  t h e s e  s o r t s  o f  material  w e r e  t h e  except ion .  Most 

pe r fo rmers  working i n  a s e r i o u s  r o c k ' n ' r o l l  s t y l e  could  on ly  

g e t  h i t s  by producing n o v e l t y  t u n e s  and f e w  could  g e t  more t h a n  

one h i t .  

The "popula r"  music w a s  c r e a t e d  acco rd ing  t o  v a r i o u s  

formulae developed by s o n g w r i t e r s ,  a r r a n g e r s ,  and producers .  

I t  w a s  p lugged by Dick C l a r k ' s  network W program and by t o p  

40, fo rmat  r a d i o .  Th i s  w a s  b a s i c a l l y  how t h e  i n d u s t r y  had 

been run  b e f o r e  r o c k ' n ' r o l l ' s  b reak through  and t h i s  w a s  how 

t h e  v a r i o u s  companies i nvo lved  p r e f e r r e d  t o  see it run. During 

t h i s  p e r i o d ,  t h e  major  mus ica l  t e n d e n c i e s  cou ld  be  b e t t e r  

d e s c r i b e d  as commercial developments,  t han  a s  " s t y l e s " .  

Most o f  t h e  commercially c o n t r i b e d  p roduc t s  of t h i s  p e r i o d  

f a l l  i n t o  two main types :  romant ic  b a l l a d s  and, beg inn ing  i n  

1960, dance songs.  

a )  Schmaltz 

Although t e e n  music has  a l l  been marketed a s  "rock and 

r o l l "  e v e r  s i n c e  E l v i s ' s  b reak through ,  w e  w i l l  n o t  fo l low t h i s  

convent ion ,  because it makes t h e  term meaningless.  There i s  
C 

a v a s t  d i f f e r e n c e  between what w e  have been c a l l i n g  " r o c k ' n '  
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r o l l "  ( o r  " rock")  and t h e  romantic b a l l a d s  t h a t  rep laced  it 

(which we w i l l  r e f e r  t o  a s  "schmaltz") .  Whereas rock music 

de r ives  i t s  impact from i t s  rhythmic momentum (and secondar i ly  

from t h e  s t r e n g t h  of i ts  voca l ) ,  schmaltz d e r i v e s  i t s  main 

impact from exaggerated emotion o r  melodrama. For i n s t a n c e  a  

rock song l i k e  The Everley Brothers '  "Bye Bye Love" even though 

it has s e n t i m e n t a l  l y r i c s  i s  c a r r i e d  by i ts  rhythm and t h e i r  

count ry-s ty led  vocal  harmonies r a t h e r  than exaggerated emotions. 

Some romantic  b a l l a d s  a r e  both melodramatic and sentimen- 

t a l ,  b u t  most a r e  c l e a r l y  one o r  t h e  o the r .  The sent imenta l  

b a l l a d  i s  c h a r a c t e r i z e d  by an ext ravagant  d i s p l a y  o f  emotion 

which is  u s u a l l y  focused on t h e  s i n g e r ' s  personal  response t o  

h i s  o r  h e r  world. Brooding n o s t a l g i c a l l y  about a  p a s t  r e l a t i o n -  

s h i p  o r  about  p r e s e n t  romantic f r u s t r a t i o n s  a r e  t h e  most common 

themes al though e c s t a t i c  desc r ip t ions  of t h e  beloved a r e  a l s o  

common. A t  i t s  worst  (and most schmaltz i s  c l o s e  t o  t h i s )  , as  

i n  Bobby Vinton'  s " M r .  Lonely" (1964) , t h e  s i n g e r  gasps and 

sobs i n  a  mawkish d i sp lay  of a f f e c t e d  s e l f - p i t y ,  b u t  occasion- 

a l l y  a  sen t imen ta l  b a l l a d ,  l i k e  Sam Cooke's "Bring It On Home 

To Me" (1962) , by s t r e s s i n g  an honest sadness i n s t e a d  o f  

exaggerated s e n t i m e n t a l i t y ,  w i l l  sugges t  an i n t e g r i t y  t h a t  

t ranscends  t h e  genre.  

The melodramatic ba l l ad ,  on t h e  o t h e r  hand, focuses on 

s e n s a t i o n a l  i n c i d e n t s  usual ly  occurr ing  wi th in  a  romantic p l o t .  

The emotional drama r a t h e r  than t h e  s i n g e r ' s  response i s  

cent ra .  Gene P i tney '  s "Twenty Four Hours From Tulsa" (1963) 

i n  which t h e  n a r r a t o r  t e l l s  h i s  former lover ,  who l i v e s  i n  
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Tulsa ,  t h e  events  t h a t  led  up t o  f a l l i n g  i n  love  wi th  someone 

e l s e ,  i s  a  t y p i c a l  example. Throughout t h i s  pe r iod  a s t y l e  of 

melodramatic b a l l a d s  was very popular  i n  which one of t h e  

l o v e r s  d i e s  t r a g i c a l l y .  I n  1959, f o r  i n s t a n c e ,  i n  a  vocal 

s t y l e  l i k e  t h a t  of t h e  Everley Brothers ,  only sweeter ,  Mark 

Dinning sang "Teen ~ n g e l "  t o  h i s  depar ted  l o v e r ,  who was 

crushed i n  h i s  c a r ,  by a  t r a i n ,  whi le  t r y i n g  t o  r e scue  t h e  

high school  p i n  he had given her .  I n  1960, Ray Peterson  sang 

" T e l l  Laura I Love Her" which a r e  t h e  l a s t  words of a  young 

r a c i n g  c a r  d r i v e r  who d i e s  t r y i n g  t o  win enough money t o  buy 

Laura a  wedding r ing .  I n  t h e  Everley Brothers '  1961 h i t ,  

"Ebony Eyes", a  woman i s  k i l l e d  i n  a  p lane  c rash  while  f l y i n g  

t o  an  army base t o  marry he r  l o v e r ,  who then  l i v e s  wi th  an 

i d e a l  image he  has cons t ruc ted  around h e r  eyes and t h e  dark 

n i g h t  i n  which he l o s t  her. I n  t h e s e  songs and i n  o t h e r s  such 

as  Johnny Pres ton '  s "Running Bear" (1960) , Roy Orbison' s " ~ e a h "  

(1962),  Frank J. Wilson's "Las t  Kiss" and t h e  Shangri- as' 

"Leader Of The Pack" (both i n  1964) , romantic love and such 

i n s t i t u t i o n s  a s  r e l i g i o n ,  marr iage,  and even t h e  army a r e  

assumed t o  be va l id .  Death s e e m s  t o  have been a  p e r f e c t  s u b j e c t  

ma t t e r  f o r  t h e  melodramatic b a l l a d  which r e q u i r e s  f o r  i t s  impact 

e x t r a o r d i n a r y ,  emotion- laden events .  

The performers of t h e  sen t imen ta l  and melodramatic b a l l a d s  

came from f o u r  main sources.  The f i r s t  were t h o s e  whi te  

s i n g e r s  who developed s t rong ,  o f t e n  semi-operat ic  vocal  s t y l e s .  
e 

I n i t i a t e d  by Conway Twitty,  i n  la te  1958, wi th  " I t ' s  Only Make 
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Bel ieve",  t h e  t h r e e  most prominent p r a c t i t i o n e r s  of  t h i s  

manner of s i n g i n g  were E lv i s  P res ley ,  Roy Orbison, and Gene 

P i tney ,  a l l  of whom worked i n  a dramatic  v a r i a n t  o f  t h e  

crooning s t y l e .  

Already very w e l l  known f o r  h i s  rock s inging ,  P r e s l e y ' s  

t u r n  t o  b a l l a d  s i n g i n g  occurred a f t e r  h i s  r e l e a s e  from t h e  

army i n  1960. H i s  ba l l ads  r a r e l y  use o r c h e s t r a l  s t r i n g s  f o r  

sweetening, although t h e  Jo rdena i res ,  a group of backup 

v o c a l i s t s ,  a r e  used i n  a very s i m i l a r  manner t o  accen tua te  

dramatic  peaks and t o  genera l ly  sweeten. H i s  b e s t  b a l l a d s  

inc lude  " I t s  Now O r  Never" (1960) and "Surrender" ( l 9 6 l ) ,  

both of which have g e n t l e  L a t i n  rhythms, and t h e  mellower "Are 

You Lonesome Tonight" (1960), wi th  i ts  t h e a t r i c a l  spoken break. 

Roy Orbison took schmaltz very s e r i o u s l y .  He sang l e a d  

vocals  (and, on "Only The Lonely" (1960) sang h i s  own backup 

v o c a l s ) ,  he wrote much of h i s  own m a t e r i a l ,  and he d i d  most 

of t h e  product ion on h i s  r ecords ,  which show a mastery of e a r l y  

s i x t i e s  product ion techniques.  H i s  s i n g i n g  s t y l e  i s  not  based 

on pre-rock crooning, as is  t h e  s t y l e  of  Gene Pi tney ,  f o r  

ins t ance ,  but  i s  c l o s e r  t o  t h a t  of  t h e  black vocal  qroups. This 

can be heard both i n  t h e  doo-wop harmonies he uses (on songs 

l i k e  "Only The Lonely", "Blue Angel" (1960) , and o t h e r s )  and i n  

h i s  l ead  vocals  which have t h e  s t u d i e d  drama and ext ravagant  

pass ion  of  many of t h e  doo-wop leads .  Orbison a l s o  shows an 

apparent  indebtedness  t o  P r e s l e y ' s  b a l l a d  s t y l e ,  al though t h i s  * 
may be explained by t h e  f a c t  t h a t  they were both inf luenced by 
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doo-wop. Memorable examples o f  h i s  work i n c l u d e  " Running 

Scared" (1961) ,  i n  which he uses  a d e a t h  march t o  b u i l d  t e n s i o n  

u n t i l  t h e  l a s t  v e r s e  which he r e s o l v e s  l y r i c a l l y  i n t o  a happy 

ending ,  and "Leah" (1962) , Orb i son ' s  c o n t r i b u t i o n  t o  t h e  dea th  

b a l l a d s ,  which he  s e t s  somewhere i n  t h e  South P a c i f i c .  

Gene P i t n e y  a l s o  wro te  a couple  o f  songs ,  b u t  he was 

p r i m a r i l y  a s i n g e r .  H i s  s u c c e s s  can  be l a r g e l y  a t t r i b u t e d  t o  

a  d i s t i n c t i v e ,  a l though  n o t  remarkable ,  s i n g i n g  v o i c e ,  good 

f o r t u n e  i n  f i n d i n g  s t r o n g  m a t e r i a l ,  and ve ry  p r o f e s s i o n a l  

p roduc t ion  by Bur t  Bacharach (on "Twenty Four Hours From Tulsa"  

(1963) and "The Man Who Shot L i b e r t y  Valence" (1962) and J e r r y  

Ragavoy (on  "Mecca" (1963) ) . 
The second sou rce  o f  b a l l a d  s i n g e r s  w a s  t h o s e  who became 

popu la r  p r i m a r i l y  because o f  t h e i r  looks .  I n v a r i a b l y  wh i t e ,  

t h i s  group i n c l u d e d  t h o s e  who were plugged on Dick C l a r k ' s  TV 

show, such  as Bobby Rydel l ,  F rank ie  Avalon, and Fabian,  and 

a l s o  t h o s e  who c a p i t a l i z e d  on t h e  f a c t  t h a t  t h e y  w e r e  w e l l  

known through  exposure  on a TV series. This  i nc luded  Annette 

F u n i c e l l o ,  a W a l t  Disney Mousketeer, S h e l l y  Fabares  from "The 

Donna Reed Show", Connie S tevens  from "Hawaiian  ye", and 

Edward "Kookie" Byrnes from "77  Sunse t  S t r i p " .  A l l  o f  t h e s e  

a r t i s t s  w e r e  marketed because o f  t h e i r  r e c o g n i z a b l e  "youth" 

image r a t h e r  t h a n  any p a r t i c u l a r  s i n g i n g  s k i l l .  They were 

u s u a l l y  c o n v e n t i o n a l l y  good looking ,  c l e a n  c u t ,  and,  i f  male, 

they  performed wear ing b u s i n e s s  s u i t s .  A s  might be  expected * 
from s i n g e r s  whose vo ices  w e r e  l a r g e l y  i r r e l e v a n t ,  t h e  music 
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they produced s e t  an almost uniformly i n s i p i d  s tandard .  

The t h i r d  source of ba l l ad  s i n g e r s  were t h e  var ious  black 

s i n g e r s ,  inc luding  Sam Cooke, Ray Char les ,  and Jack ie  Wilson, 

who had s t rong ,  usual ly  gospel-based, vocal  s t y l e s .  Although 

much of t h e i r  m a t e r i a l  was over-produced and j u s t  p l a i n  

inappropr ia t e  t o  t h e i r  s t y l e s ,  some. of t h e  b e s t  b a l l a d s  o f  t h i s  

per iod  came from t h e s e  v o c a l i s t s ,  i nc lud ing  Sam Cooke's "Sad 

Mood" (1960) and "Bring It On Home To Me" (1962),  Ray Charles '  

"Georgia On My Mind" (1960),  and Ben E. King's "Spanish Harlem" 

and "Stand By Me" (both i n  1961). 

The f o u r t h  source of  b a l l a d e e r s  were t h e  black vocal  

groups,  who produced a l a r g e  supply of  d ross ,  but  a l s o  produced 

some of  t h e  most memorable songs of t h e  per iod.  These black 

groups had a r e l a t i o n s h i p  t o  t h e i r  producer i n  cormnon, r a t h e r  

than  a shared  vocal  s t y l e .  The p ro to types  of t h i s  r e l a t i o n s h i p  

were developed by Leiber  and S t o l l e r  and amounted t o  t o t a l  

c o n t r o l  by t h e  producers.  Leiber  and S t o l l e r  wrote ,  arranged 

and produced songs f o r  t h e  Coasters  and t h e  D r i f t e r s ,  i nc lud ing  

t h e  innovat ive  and extremely i n f l u e n t i a l  "There Goes My Baby" 
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(19591, a f t e r  which t h e  use of  s t r i n g s  and Lat in  rhythms 

became common. For t h e  next  f o u r  o r  f i v e  y e a r s ,  t h e  D r i f t e r s  

were given a good supply of s t r o n g  m a t e r i a l ,  inc luding  "Up On 

The Roof" (1962),  "On Broadway" (1963),  and "Under The Board- 

Walk" (1964),  a l l  of which were run through a modified ve r s ion  

of t h e  o r c h v t r a l  formula developed by Leiber  and S t o l l e r .  

Other producers ,  such a s  Luther  Dixon, P h i l  Spector  and Burt  
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Bacharach a p p l i e d  t h e  formula t o  o t h e r  v o i c e s .  

Dixon began working wi th  t h e  S h i r e l l e s ,  a group o f  b l ack ,  

female s i n g e r s ,  and had a s t r i n g  o f  h i t s  beg inn ing  w i t h  "Wi l l  

You S t i l l  Love M e  Tomorrow" (1960) and i n c l u d i n g  "Baby Its You" 

(1961) and " S o l d i e r  Boy" (1962). The l y r i c s  of  t h e s e  songs 

were u s u a l l y  concerned w i t h  f a i r l y  conven t iona l  a f f i r m a t i o n s  

o f  t h e  "one t r u e  love"  myth, b u t  t hey  w e r e  sung i n  a somewhat 

i nnocen t ,  b luesy  v o i c e  which s t o o d  o u t  from o t h e r  pop songs o f  

t h e  e a r l y  s i x t i e s .  A f t e r  Dixon's  remarkable s u c c e s s  w i t h  t h e  

S h i r e l l e s ,  female  voca l  groups became p a r t  o f  t h e  formula f o r  

o t h e r  p roduce r s  as w e l l .  Dixon's work seems t o  have i n s p i r e d  

P h i l  S p e c t o r ,  f o r  i n s t a n c e .  Spec to r '  s e x p l o r a t i o n s  o f  t h e  

p o s s i b i l i t i e s  o f  f u l l  scale o r c h e s t r a l  embel l ishment  w e r e  begun 

w i t h  a b l ack ,  female group,  t h e  C r y s t a l s ,  who had h i t s  w i t h  

"He's  A Rebel" (1962) and "Da Doo Ron Ron" ( l 9 6 3 ) ,  and cont in -  

ued w i t h  ano the r  group,  t h e  Ronet tes ,  whose "Be My Baby" (1963) 

i s  a classic o f  t h i s  s t y l e .  

I n  1964,  Le ibe r  and S t o l l e r  formed t h e  Red B i r d  l a b e l  

which s p e c i a l i z e d  i n  female voca l  groups. Ra ther  t han  produce 

t h i s  m a t e r i a l ,  which t h e y  appa ren t ly  cons ide red  "bubblegum 
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I t hey  h i r e d  v a r i o u s  B r i l l  Bu i ld ing  songwr i t i ng  teams 

l i k e  J e f f  Barry  and E l l i e  Greenwich, Gerry Goff in  and Caro l e  

King, and Barry Mann and Cynthia  W e i l ,  who n o t  on ly  wro te  

songs f o r  them, b u t ,  a long  wi th  "Shadow" Morton and A r t i e  

Ripp, t h e y  a l s o  produced. This  "workshop" was r e s p o n s i b l e  f o r  
* 

a  number o f  female group h i t s  i n c l u d i n g  "Remember (Walkin' I n  

The Sand)"  and "Leader  O f  The Pack" (bo th  i n  1964) by t h e  



Shangri-Las (a wh i t e  group) and "Chapel Of Love" (1964) and 

" I k o  Iko" (1964) by t h e  D ix i e  Cups. 

b )  The Dance Craze 

Groups of  women v o c a l i s t s  w e r e  a l s o  used on dance tunes .  

A P h i l a d e l p h i a  group, t h e  Orlons, who r eco rded  f o r  Cameo, t h e  

same l a b e l  as Bobby Rydel l ,  were t h e  b e s t  known. They had h i t s  

w i t h  "The Wah Watusi" (1962) ,  "Don' t  Hang Up" (1962) ,  and 

"South S t r e e t "  (1963). Other  female groups ,  such as t h e  

M a r v e l l e t t e s  and t h e  Adl ibs ,  d id  t h e  o c c a s i o n a l  dance song, 

b u t  t h e  Orlons  concen t r a t ed  on t h e  genre .  

The dance c r a z e  began w i t h  e x t e n s i v e  TV exposure,  on Dick 

C l a r k ' s  "American Bandstand", of Chubby Checker ' s  cover  v e r s i o n  

o f  "The Twist"  (1960).  The P h i l a d e l p h i a  based Cameo/Parkway 

group o f  l a b e l s ,  w i t h  Chubby Checker, t h e  Orlons ,  t h e  Dovel ls ,  

famous f o r  "The B r i s t o l  Stomp" (1961) ,  and D e e  Dee Sharp who 

sang  "Mashed P o t a t o  Time" (19621, e x p l o i t e d  t h e  dance c r aze  

much more s u c c e s s f u l l y  t han  any o t h e r  company. T h i s  w a s  

because o f  t h e i r  acces s  t o  TV exposure.  

To c a l l  t h e s e  songs "dance songs" i s  n o t  t o  say  t h a t  t h e  

"schmal tz"  cou ld  n o t  be danced t o ,  b u t ,  r a t h e r ,  t h a t  t h e  primary 

impact of t h e  dance songs w a s  t h e i r  emphatic rhythm, whereas, 

as w e  mentioned above, t h e  primary impact  of schmaltz was 

e x t r a v a g a n t  s en t imen ta l i sm o r  melodrama. The young audience 

s t i l l  wanted s t r o n g  dance t u n e s  and t h e  p r o l i f e r a t i o n  o f  

formula  rhyt%m t r a c k s  l a y e r e d  wi th  simple-minded chants  abou t  

new dances ,  t empora r i l y  s a t i s f i e d  t h a t  demand. 



Not a l l  t h e  dance songs were simply by-products o f  Dick 

C l a r k ' s  TV program, however, and no t  a l l  w e r e  s imply cranked 

o u t  acco rd ing  t o  a formula. Sam Cooke's "Twis t in '  The Night  

Away" and "Having A Party ' '  (bo th  i n  1962) a long  w i t h  t h e  I s l e y  

Bro the r s '  " T w i s t  And Shout" (1962),  f o r  i n s t a n c e ,  w e r e  o r i g i n a l ,  

i n f l u e n t i a l  songs.  ("Twist  And Shout'' became one o f  t h e  Beatles'  

e a r l y  h i t s . )  Other  songs such as Bobby Lewis ' s  "Toss in '  And 

Turnin '"  (1961) and C h r i s  Montez's " L e t ' s  Dance'' (1962) w e r e  

more fo rmula i c ,  b u t  became h i t s  on t h e  s t r e n g t h  o f  t h e i r  music 

r a t h e r  t h a n  t h e i r  TV p lugs .  

c) I n s t r u m e n t a l  Dance Bands 

While most r e c o r d  companies were t u r n i n g  rock'  n '  r o l l  i n t o  

formula schmal tz  and unimaginat ive  dance t u n e s ,  mus i c i a n s  a t  

t h e  g r a s s r o o t s  l e v e l  were p l a y i n g  ve ry  d i f f e r e n t  music. Many 

b lack  r e g i o n a l  sounds con t inued  t o  f l o u r i s h  i n  such c i t ies  as 
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New Or l eans ,  Chicago,  Houston, and Memphis, and w h i t e  dance 

bands w e r e  p l a y i n g  a  rockabi l ly -based  music a t  h igh  schoo l  

dances ,  p a r t i e s  and l o c a l  c l u b s ,  wi th  r e g i o n a l  mus ica l  v a r i a -  

t i o n s ,  th roughout  t h e  Uni ted S t a t e s  (and England).  

Rockabi l ly  had s p r e a d  through t h e  i n f l u e n c e  o f  r e c o r d s  and 

through c o n c e r t s  by t h e  main ar t is ts .  The " in s t rumen ta l "  bands 

o r i g i n a t e d  as l o c a l  bands a t t e m p t i n g  t o  d u p l i c a t e  t h e  r o c k a b i l l y  

sound f o r  l o c a l  dances.  The emphasis i n  r o c k a b i l l y  w a s  u s u a l l y  

on t h e  v o c a l i s t  and,  when t h e  p o p u l a r i t y  of  r o c k a b i l l y  s i n g i n g  
* 

d e c l i n e d ,  t h e  rest o f  t h e  band was encouraged t o  develop.  A 

r a u n c h i e r ,  more e lectr ic  sound evolved w i t h  an  i n c r e a s e d  



rhythmic impact.  The a c o u s t i c  b a s s  w a s  r e p l a c e d  w i t h  an 

e lectr ic  in s t rumen t  and t h e  g u i t a r i s t ,  u s u a l l y  i n s p i r e d  by t h e  

r o c k a b i l l y  s t y l e  o f  C a r l  P e r k i n s ,  S c o t t y  Moore o r  James Burton,  

became more prominent. Some, l i k e  Link Wray, t h e  pre-eminent 

g u i t a r  p l a y e r  o f  t h e  p e r i o d ,  p ionee red  t h e  u s e  o f  feedback,  

fuzz tone  and o t h e r  forms o f  e l e c t r o n i c  d i s t o r t i o n  (which was t o  

g r e a t l y  i n f l u e n c e  Eng l i sh  r & b  bands such  as t h e  Kinks and t h e  

Who, among o t h e r s ) .  A t  a  t i m e  when rock '  n'  r o l l  w a s  r e c e i v i n g  

almost no r a d i o  p l a y ,  t h e s e  bands k e p t  i t  a l i v e .  A s  Greg Shaw 

has  s a i d  "As a g e n e r a l  r u l e ,  p r o f e s s i o n a l  mus ic ians  i n  t h e  

music c a p i t a l s  - New York, Los Angeles and London - had become 

i n s u l a t e d  from i n f l u e n c e s  o u t s i d e  t h e  music i n d u s t r y ,  wh i l e  

l o c a l  bands,  p l a y i n g  every  n i g h t  i n  f r o n t  o f  aud iences  w i t h  whom 

t h e y  had a d i r e c t  r a p p o r t ,  i n i t i a t e d  new s t y l e s ,  dances  and 
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music developments. " 

The name " i n s t r u m e n t a l  dance band" i s  somewhat of  a 

misnomer, however. These groups u s u a l l y  had a v o c a l i s t  when 

t h e y  performed, b u t  are known as i n s t r u m e n t a l  bands because 

they  w e r e  on ly  a b l e  t o  r e c e i v e  r a d i o  p l a y  w i t h  t h e i r  imag ina t ive  

i n s t r u m e n t a l  numbers. The w i l d  v o c a l s  on "Muleskinner Blues" 

(1960) by t h e  Fendermen and "Louie ,  Louie" (1963) by t h e  

Kingsmen were r a r e  except ions .  Because t h e i r  i n s t r u m e n t a l  

numbers w e r e  o f t e n  viewed as n o v e l t i e s  r a t h e r  t han  r e g i o n a l  

s t y l e s ,  few groups w e r e  a b l e  t o  produce more t h a n  one h i t .  

Duane Eddy and t h e  Rebels and t h e  Ventures  were excep t ions  

t o  t h i s  g e n e r a l  r u l e ,  however, p a r t i a l l y  because they  tu rned  
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t h e i r  s t y l e s  i n t o  c o m m e r c i a l  formulas.  Duane Eddy a l s o  had 

t h e  advantage o f  working f o r  Jamie,  a Phi lade lph ia -based  l a b e l  
1 7 1  

t h a t  Dick C la rk  had a f i n a n c i a l  i n t e r e s t  i n ,  which meant 

t h a t  each o f  h i s  r eco rds  w a s  heav i ly  plugged on  C l a r k ' s  TV 

show. However, a s  w e  s a i d ,  Duane Eddy was t h e  except ion .  Few 

of  t h e  dance bands became w e l l  known o u t s i d e  o f  t h e i r  l o c a l  

area, a l t hough  many t h a t  began i n  t h i s  s t y l e  ach ieved  s u c c e s s ,  

l a t e r ,  by working i n  a d i f f e r e n t  s t y l e .  The B e a t l e s ,  Paul  

Revere and t h e  Raiders ,  t h e  Hawks (who la te r  became t h e  Band),  

and t h e  Blue Velve ts  (who l a t e r  became Credence Clearwater  

Reviva l )  are a l l  examples. 

A l i s t  o f  t h e  most impress ive  i n s t r u m e n t a l  t u n e s  would 

i n c l u d e  "Red R ive r  Rock" (1959) by Johnny and t h e  Hur r i canes ,  

"Bumble Boogie" (1961) by B. B u m b l e  and t h e  S t i n g e r s ,  "Wheels" 

(1961) by t h e  String-a-Longs,  "Memphis" (1963) by Lonnie Mack, 

and a t r i o  o f  " s u r f e r "  i n s t r u m e n t a l s ,  from 1963, " P i p e l i n e "  by 

t h e  Chantays ,  "Wipeout" by t h e  S u r f a r i s ,  and " S u r f i n '  Bird" by 

t h e  Trashmen. 

d)  The Folk Revival  

Although it w a s  n o t  i n  any sense  a  form o f  rock music,  t h e  

f o l k  r e v i v a l  a l s o  dese rves  mention a s  a v i t a l  form o f  music 

d u r i n g  t h i s  pe r iod .  

The r o o t s  of  t h e  l a t e  f i f t i e s  - e a r l y  s i x t i e s  r e v i v a l  l a y  

i n  t h e  f o l k  r e v i v a l  of  t h e  f o r t i e s  when Woody Gu th r i e ,  P e t e  
@ 

Seeger ,  Leadbe l ly  and o t h e r s  connected ind igenous  r u r a l  

American mus ica l  forms t o  p o p u l i s t  p o l i t i c a l  s t a t e m e n t s .  



T h i s  e a r l i e r  r e v i v a l  had been stamped o u t  du r ing  t h e  McCarthy- 

is t ,  anti-communist w i t c h  hunt  o f  t h e  e a r l y  f i f t i e s .  

When rock '  n '  r o l l  d i s appea red  from t h e  a i rwaves  i n  t h e  

l a t e  f i f t i e s ,  many young people  developed a n  i n t e r e s t  i n  f o l k  

music. This  i n t e r e s t  w a s  p a r t i a l l y  a r e a c t i o n  a g a i n s t  t h e  

s t e r i l e  T i n  Pan Alley schmal tz  t h a t  had once aga in  taken  o v e r  

t h e  r a d i o  and p a r t i a l l y  t h e  p roduc t  o f  a resurgence  o f  p o p u l i s t  

s en t imen t s  among many c o l l e g e  s t u d e n t s .  

The i d e a l i s t i c ,  humanist  p e r s p e c t i v e  t h a t  emerged a t  t h i s  

t i m e  w a s  expressed  through o p p o s i t i o n  t o  t h e  t e s t i n g  o f  n u c l e a r  

weapons and through suppor t  f o r  t h e  c i v i l  r i g h t s  movement. 

American f o l k  music forms w e r e  once a g a i n  a f f i rmed ,  b u t  as 

Hardy and Laing have s a i d  of  t h e  f o l k  r e v i v a l ,  it " involved  

cons ide rab ly  more t h a n  a change o f  mus ica l  k a s t e s .  I t  w a s  

a l s o  a p o l i t i c a l  and s o c i a l  movement, a s e a r c h  f o r  a n  a l t e r -  

n a t i v e  c u l t u r e ,  and t h e  s t a r t  o f  a 'back- to- the-country '  move- 
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ment t h a t  has  s t i l l  n o t  r u n  i t s  course" .  

The f o l k  r e v i v a l  i s  u s u a l l y  d a t e d  from t h e  Kingston T r i o ' s  

1958 v e r s i o n  o f  t h e  t r a d i t i o n a l  ga l lows  b a l l a d  "Tom Dooley". 

Other  "pop-folk" s i n g i n g  groups ,  such  as P e t e r ,  Pau l  and Mary, 

sp rang  up i n  t h e  wake o f  t h e  Kingston T r i o ' s  h i t  and, through 

t h e i r  commercial succes  s f  broadened t h e  audience,  b u t  t h e s e  

groups w e r e  p r i m a r i l y  p o p u l a r i z e r s  o f  t h e  f o l k  r e v i v a l .  

F igu re s  such a s  P e t e  Seeger  and Joan  Baez were e q u a l l y  popula r  

i n  t h e  c o f f e e  houses and on t h e  u n i v e r s i t y  campuses where t h e  

r e v i v a l  was cen te red .  Seeger  was a major  f i g u r e  i n  t h i s  second 
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r e v i v a l  a s  he had been i n  t h e  f i r s t .  H i s  f r i e n d  and former 

performing p a r t n e r ,  Woody Guthrie ,  a l though no longer  a b l e  t o  

perform, w a s  a l s o  an important  in f luence .  

A t  f i r s t  t h e  emphasis o f  t h e  movement was on re-discovery 

of t r a d i t i o n a l  music and, whenever p o s s i b l e ,  t r a d i t i o n a l  

a r t i s t s ,  b u t  as t h e  r e v i v a l ' s  r e l a t i o n s h i p  t o  t h e  c i v i l  r i g h t s  

movement deepened, young songwri te rs  emerged such as Bob Dylan, 

P h i l  Ochs, Tom Paxton and o t h e r s  who wrote  t o p i c a l  " p r o t e s t "  

songs i n  semi- t r a d i  t i o n a l  s t y l e s  . 
With t h e  appearance i n  1962 of "Hootenanny", a  network 

TV show, t h e  f o l k  r e v i v a l  gained widespread p o p u l a r i t y  al though 

t h i s  a l s o  l e d  t o  ex tens ive  commercialization o f  t h e  s t y l e .  

Af te r  1964, wi th  t h e  e c l i p s e  of  t h e  c i v i l  r i g h t s  movement 

and t h e  resurgence  of rock music, t h e  popu la r i ty  of f o l k  music 

decl ined.  

4. The Second Wave (1964-69) 

I n  terms of  whi te  musicians,  t h e  Second Wave began, both 

i n  England (wi th  t h e  b e a t  and r & b  groups) and i n  America (with 

t h e  s u r f  g r o u p s ) ,  w i t h  s l i g h t l y  modified r e v i v a l s  of t h e  s t y l e s  

of t h e  F i r s t  Wave. A s  t h e s e  s t y l e s  were e labora ted  upon and 

mixed wi th  elements of  f o l k  music and j azz ,  such s t y l e s  a s  

" f o l k  rock" and " a c i d  rock" developed. A new black  s t y l e ,  

" sou l " ,  based on b lack  gospel  music, f l o u r i s h e d  a longs ide  t h e s e  

var ious  whi te  s t y l e s  (and inf luenced them somewhat), bu t  was 

only n e g l i g i b l y  in f luenced  by them. 
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a )  Surf Music 

Surf music developed i n  C a l i f o r n i a  o u t  of t h e  ins t rumenta l  

dance bands of the e a r l y  s i x t i e s .  I n f l u e n t i a l  i n  t h i s  devel- 

opment w a s  g u i t a r i s t  Dick Dale and h i s  group -- a popular  dance 

band i n  Southern Ca l i fo rn ia  i n  1961 and 1962. I t  w a s  Dale t h a t  

evolved t h e  s tacca to ,  Chuck Berry-derived g u i t a r  s t y l e  associ-  

a t e d  wi th  t h e  "surf sound". !Phis sound w a s  widely i m i t a t e d  by 

such  -- bands _as the- .Surfar is ,  Tornados, Chantays and o the r s .  

waf t h e  Beach Boys, however, ,*, by adding l y r i c s  

about s u r f i n g  and assoc ia ted  a c t i v i t i e s ,  made s u r f  music 

commercially p6pular beyond t h e  Southern C a l i f o r n i a  region. 

Like t h e  l o c a l  instrumental  bands, t h e  music behind t h e  vocals  

borrowed heavi ly  from Chuck Berry i n  song s t r u c t u r e ,  g u i t a r  

s t y l e  and v igor ,  but t h e  vocal  had none of t h e  blackness and 

provocat iveness  of t h e  s tandard ,  whi t e  r o c k a b i l l y  s t y l e .  The 

vocal  s l u r r i n g ,  growling and genera l  wi ldness  were replaced by 
--- 

t i g h t ,  c o n t r o l l e d  harmonies t h a t  evoked t h e  b r i g h t ,  wholesome 

landscape - t h a t  the  l y r i c s  desc r ibed  - t h e  mythical ,  sunny 

C a l i f o r n i a  as a "un ive r sa l  metaphor f o r  be ing  young and having 
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fun" . (This vocal s t y l e ,  which showed a s t r o n g  Everley 

Brothers  inf luence ,  had been pioneered i n  t h e  L.A. a r e a  by Jan 

and Dean, a s inging  duo who a l s o  had a number of su r f  h i t s . )  

For a l l  t h e i r  sweetness,  however, t h e  l y r i c s  were not  

sent imenta l .  They aff i rmed p l e a s u r a b l e  a c t i v i t i e s  l i k e  s u r f i n g ,  

h o t  rodding, dancing, and making out .  None o f  t h e  ma te r i a l  

a f f i rmed such t r a d i t i o n a l  va lues  a s  marr iage,  and t h e  songs 
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r a r e l y  dwelled upon p a s t  r e l a t i o n s h i p s .  

Not a l l  " s u r f  music" l y r i c s  w e r e  about  s u r f i n g .  I n  f a c t ,  

it was only du r ing  1962 and 1963 t h a t  s u r f i n g  was mentioned. 

La te  i n  1963, t h e  r eco rd  i n d u s t r y  decided t h a t  s u r f i n g  
was o u t ,  and h o t  rod  music would be i n .  Cars and 
beaches w e r e  r e a l l y  p a r t  o f  t h e  same c u l t u r e  and t h e  
same metaphor, s o  t h e r e  was no problem adapt ing ,  a s  
t h e  Beach Boys, J an  and Dean, Dick Dale, t h e  S u r f a r i s ,  
t h e  Hondells ,  and o t h e r s  a l l  c o n t r i b u t e d  f i n e  c a r  t u n e s  
i n  t h e  same b a s i c  i n s t r u m e n t a l  and voca l  s t y l e .  This  
t r e n d  l a s t e d  a y e a r  o r  s o ,  by which t i m e  t h e  Beach 
Boys had evolved t h e  music a s t a g e  f u r t h e r .  Now it 
wasn' t s u r f  music o r  c a r  music, b u t  simply C a l i f o r n i a  
music, o r  summer music.,  . .Now "fun" was t h e  key word, 
and t h e  world was given an image o f  C a l i f o r n i a  a s  a 
promised l and  where fun and summer w e r e  a  year-round 
l i f e s t y l e .  The Beach Boys' r eco rds  o f  1965-6 such 
a s  " Dance, Dance, Dance" , "Help M e ,  ~ h o n d a "  , " C a l i f o r n i a  
G i r l s "  and "Wouldn' t It B e  N i c e "  r ep resen ted  C a l i f o r n i a  
music a t  i t s  most sublime. The n e x t  s t e p  took it a 
l i t t l e  t o o  f a r ,  however, a s  many C a l i f o r n i a  musicians  
began g e t t i n g  m y s t i c a l  and experiment ing wi th  drugs.  174 

The Beach Boys moved i n t o  t h e  psychede l i c  s t y l e  i n  1966 

wi th  t h e  b e a u t i f u l l y  produced "Good Vib ra t ions" ,  b u t  t h e  group ' s  

p o p u l a r i t y  faded when group member Br ian  Wilson, t h e i r  producer  

and primary song w r i t e r ,  s u f f e r e d  a nervous breakdown. 
- 

b) Soul  Music 

"Soul" i s  t h e  name g iven  t o  t h e  b lack  music t h a t  emerged 

i n  t h e  e a r l y  s i x t i e s .  An impor tan t  i n f l u e n c e  on t h i s  music w a s  

t h e  b lack  r & b  o f  t h e  f i f t i e s ,  b u t ,  whereas f i f t i e s  r & b  had grown 

p r i m a r i l y  o u t  o f  uptempo o r  "jump" b l u e s  numbers, s o u l  was a l s o  

heav i ly  in f luenced  by ano the r  music c e n t r a l  t o  t h e  b lack  sub- 

c u l t u r e :  gospe l  music. Whereas b l u e s  was o r i g i n a l l y  a more 
t 

s o l i t a r y ,  i n d i v i d u a l  form ( o f t e n  used t o  communicate sadness  

and m i s f o r t u n e ) ,  gospe l  has always been a communal music whose 
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s u b j e c t  m a t t e r  has been s p i r i t u a l  transcendence. Being a 

s e c u l a r  music, blues was t h e  f i r s t  t o  f i n d  i t s  way i n t o  t h e  

marketplace,  b u t ,  by t h e  l a t e  f o r t i e s  and e a r l y  f i f t i e s ,  some 

musicians began borrowing var ious  devices  from t h e  gospel  

t r a d i t i o n  t o  inc rease  t h e  excitement of  an audience. These 

devices  had been used f o r  yea r s  t o  i n s p i r e  and e x c i t e  black 

congregat ions.  Compared t o  white  churches,  t h e  black gospel  

churches "be l i eved  i n  a much more e x t r o v e r t  form of  worship; 

a f a r  g r e a t e r  degree of emphasis was p laced  on rhythmic devices  

both vocal  and, i n  t ime, ins t rumenta l ,  t o  he ighten  t h e  i n t e n s i t y  

of t h e  r e l i g i o u s  devotion. The S a n c t i f i e d  Church used tambour- 

i n e s ,  organs,  pianos and a whole h o s t  of  o t h e r  instruments  i n  
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t h e i r  worship. " 

Whereas t h e  blues had been a melancholy, almost conc i l i a -  

t o r y  music, gospel  was an exuberant  express ion  of community 

s t r eng th .  I n  t h e  e a r l y  s i x t i e s ,  when a s e c u l a r  form of  gospel  

music moved, without much modif ica t ion ,  i n t o  t h e  marketplace, 

it remained an impassioned a f f i r m a t i o n  of  b lack  l i f e .  During 

a p e r i o d  when b lacks  were developing a more conf ident  image 

of  themselves and t h e i r  p lace  i n  t h e  world (1965 t o  1968),  s o u l  

music was t h e  boice of black pr ide .  

* * *  

I n  t h e  l a t e  f i f t i e s ,  be fo re  t h e  emergence of  s o u l  a s  a 

d e f i n i t e  s t y l e ,  many of t h e  top  r & b  performers,  such as Ray 

Charles ,  S q n  Cooke and James Brown, were adding gospel elements 

t o  t h e i r  music. Charles and Cooke both developed s t y l e s  t h a t ,  



w i t h  on ly  minor m o d i f i c a t i o n s ,  w e r e  popu la r  w i t h  wh i t e  

audiences .  A s  w e l l  as us ing  b l u e s  and j a z z  forms, Char les  

used a gospe l - s ty  le  female chorus ,  church-based p i a n o  tech-  

n iques ,  and a s i n g i n g  s t y l e  based on gospe l .  Like many o t h e r  

b l a c k  per formers ,  such as Clyde McPhatter  o r  Hank B a l l a r d ,  

Char les '  a t t e m p t s  t o  ach ieve  conven t iona l  succes s  e v e n t u a l l y  

eroded h i s  t a l e n t .  

Sam Cooke had been a gospe l  " s t a r "  as t h e  l e a d  s i n g e r  o f  

a  famous voca l  q u a r t e t , ' t h e  Sou l  S t i r r e r s ,  b e f o r e  he  t u r n e d  t o  

popu la r  music where he used t h e  same voca l  s t y l e  w i t h  very 

l i t t l e  mod i f i ca t ion .  K i l l e d  i n  1964, h i s  s i n g i n g  w a s  an  

impor t an t  i n f l u e n c e  on s e v e r a l  o t h e r  s o u l  s i n g e r s  such as O t i s  

Redding, Marvin Gaye and Smokey Robinson. 

Unl ike  Cooke and Cha r l e s ,  James Brown's s t y l e  w a s  t o o  

uncompromisingly b l a c k  t o  be  modi f ied  i n t o  a produc t  f o r  t h e  

wh i t e  market.  Brown had always based  h i s  songs  on t h e i r  appea l  

t o  b l ack  audiences  and when s o u l ,  a s t r a i g h t f o r w a r d  b l ack  s t y l e ,  

became popu la r  i n  t h e  m i d - s i x t i e s ,  Brown w a s  one o f  i t s  most 

s u c c e s s f u l  p r a c t i t i o n e r s  w i t h  such h i t s  as "Out of  s i g h t "  (1964) ,  

"I Got You (I  F e e l  Good) " (1965) , " I t s  A  an's world" ( l 9 6 6 ) ,  

and "Cold Sweat" (1967) ,  a f t e r  which Brown made h i s  sound even 

b l a c k e r  and f u n k i e r  by p l a c i n g  an 

a l r e a d y  emphat ic  rhythm. Because 

h i s  s t y l e ,  he  ga ined  a  g r e a t  d e a l  

community du r ing  t h e  s i x t i e s .  
C 

* * 

i n c r e a s e d  emphasis on t h e  

of  h i s  r e f u s a l  t o  "sweeten" 

of  r e s p e c t  i n  t h e  b l ack  
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I n  1960, i n  Detroit,  Berry Gordy Jr., a b l ack  man, se t  

up h i s  own r e c o r d  l a b e l ,  Motown. Whereas i n  New York, Chicago, 

P h i l a d e l p h i a  and Los Angeles b l ack  artists had been e x p l o i t e d  

by r e c o r d  companies f o r  many y e a r s ,  D e t r o i t  had remained 

r e l a t i v e l y  untouched. Gordy remedied t h i s  s i t u a t i o n .  H e  based 

h i s  records on t h e  va r ious  formulas  f o r  s o n g w r i t i n g  and pro- 

d u c t i o n  t h a t  w e r e  popu la r  a t  t h e  t i m e  and he g a t h e r e d  t o g e t h e r  

an e x c e l l e n t  c o l l e c t i o n  o f  p roducers ,  s o n g w r i t e r s  and perform- 

ers, most ly  from around t h e  D e t r o i t  area. 

During t h e  f i r s t  f o u r  y e a r s  of  o p e r a t i o n  (1960-63) Motown 
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had a t o t a l  o f  twelve  t o p  t e n  h i t s ,  most o f  which w e r e  con- 

v e n t i o n a l  b l a c k  m a t e r i a l  aimed a t  wh i t e  audiences ,  such as 

"Money" by B a r r e t t  S t rong  (a  nove l ty  song) o r  "P lease  Mister 

Postman" by t h e  Marve le t t e s  (a dance song sung by a group o f  

women). I n  1963, however, one o f  Motown's p roduc t ion  teams, 

Holland,  Dozie r  and Holland,  hav ing  mas te red  P h i l  Spec to r '  s 

p roduc t ion  methods, began us ing  them t o  enhance dance songs 
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w i t h  c a l l  and response  voca l s  and o t h e r  g o s p e l  t echniques .  

These exper iements  w e r e  conducted w i t h  s u b s t a n t i a l  s u c c e s s  on 

Martha and t h e  Vandel las ,  t h e  Mi rac l e s ,  and Marvin Gaye. 

By 1964, t h e y  had r e f i n e d  t h e s e  t echn iques  by adding a pu lse -  

l i k e  b a s s  l i n e ,  which f u r t h e r  emphasized t h e  dance rhythm, 

and t h e y  began working w i t h  t h e  Supremes and t h e  Four Tops, who 

became Motown's most popu la r  acts. 

The c h a r a c t e r i s t i c  "Motown Sound" was based  on Hol land,  

Dozier  and Ho l l and ' s  work w i t h  t h e s e  two groups.  Between 1964 
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and 1967 Motown had for ty-one t o p  t e n  h i t s ,  twenty- two o f  

which were produced by t h i s  one p roduc t ion  team (who also 
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u s u a l l y  wro te  t h e  songs as w e l l ) .  Between J u l y ,  1964, and 

A p r i l ,  1967, t h e  Supremes , working almost e x c l u s i v e l y  w i t h  

Holland,  Dozier  and Holland,  r e l e a s e d  t h i r t e e n  s i n g l e s .  Ten 

o f  t h e s e ,  i n c l u d i n g  "Come See  About Me''  (1964) ,  " ~ a c k  I n  My 

A r m s  Again" (1965) and "You Keep M e  Hangin' On" (1966) , reached 
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t h e  t o p  s p o t  on t h e  B i l l b o a r d  su rvey ,  a r eco rd  unequal led by 

any o t h e r  group,  b lack o r  whi te .  The Four Tops a l s o  had number 

one songs w i t h  "I Can ' t  Help Myself" (1965) and "Reach Out 

I ' l l  B e  There" (1966). 

I n  1968, Holland, Dozier  and Hol land l e f t  Motown t o  form 

t h e i r  own l a b e l ,  b u t ,  w i thou t  Motown's r o s t e r  of  t a l e n t e d  

per formers ,  t h e y  m e t  w i t h  l i t t l e  succes s .  

Gordy had o t h e r  t a l e n t e d  p roduce r s  working f o r  him inc lud -  

i n g  Smokey Robinson, who w a s  a l s o  an e x c e l l e n t  songwr i t e r  and a 

per former ,  and Norman Whi t f i e ld .  When t h e  Holland,  Dozier  and 

Hol land t e a m  depa r t ed ,  it was W h i t f i e l d  who became t h e  work- 

h o r s e  o f  Motown product ion.  

* * * 

A f t e r  Motown' s breakthrough,  i n  1964, wh i t e  audiences  

developed a t a s t e  f o r  gospe l  s t y l e s  and,  i n  1965, a  rawer,  p u r e r  

gospe l  s t y l e  began t o  appear  on t h e  surveys .  This  s t y l e  emerged 

from t h e  South and is  a s s o c i a t e d  p r i m a r i l y  w i th  two southern  

s t u d i o s ,  t h e  S t a x  s t u d i o  i n  Memphis and Rick H a l l ' s  Muscle 

Shoa ls  s t u d i o  i n  Alabama. 
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There w e r e  a coup le  of major d i f f e r e n c e s  between t h e  

Motown and Southern  s o u l  s t y l e s .  For  one t h i n g  t h e  i n f l u e n c e  

of  khe producer  on t h e  f i n a l  p roduc t  w a s  d i f f e r e n t .  The 

"Motown sound" as w e  have i n d i c a t e d  was t h e  c r e a t i o n  o f  t h e i r  

producers .  T h i s  w a s  n o t  t r u e  o f  t h e  Southern  s o u l  s t y l e .  

Although such  producers  as Isaac Hayes and Dave P o r t e r  a t  

S t ax  o r  Rick H a l l  i n  Muscle Shoa l s  w e r e  impor t an t ,  t h e  S t a x  

and Muscle Shoa l s  s t u d i o s  were p r i m a r i l y  renowned because o f  

t h e  c o l l e c t i o n s  o f  e x c e p t i o n a l  music ians  t h a t  had been 

assembled by each  s t u d i o  t o  s e r v e  as t h e i r  house band. Such 

a r t i s t s  as Wilson P i c k e t t  and Aretha F r a n k l i n  t r a v e l l e d  from 

t h e  n o r t h  t o  r e c o r d  w i t h  t hese  bands. 

The second d i f f e r e n c e  between t h e  Motown and Southern  

s t y l e s  w a s  between t h e  kinds o f  voca l s  t hey  favored.  L ike  

Motown, t h e  Southern  s o u l  sound emphasized a s t r o n g  dance 

rhythm, b u t ,  u n l i k e  Motown, most of  t h e  a r t i s t s  were i n d i v i d u a l  

s i n g e r s  r a t h e r  t h a n  groups (wi th  which ~ o t o w n '  s producers  

p r e f e r r e d  t o  work).  These i n d i v i d u a l  v o c a l i s t s  used gospe l  

music much more o v e r t l y  than  had Motown. S i n g e r s  l i k e  Wilson 

P i c k e t t ,  Solomon Burke, J o e  Tex and James Brown (mentioned 

above) t ook  on t h e  pe r sona  of  t h e  b l ack  gospe l  p reache r  who 

has  e n t e r e d  a r e l i g i o u s  t r a n c e  and become a d i v i n e  messenger. 

From w i t h i n  t h i s  t r a n c e  t h e  p reache r  speaks  w i t h  extreme 

emot iona l  f e r v o r  and conv ic t ion .  The s o u l  s i n g e r s  s e c u l a r i z e d  

t h i s  s t y l e  and t h e  p e r s o n a l  God w a s  u s u a l l y  r ep l aced  by a 
* 

p e r s o n a l  be loved ,  a l t hough  o c c a s i o n a l  songs ,  such as Sam and 
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Dave's "Soul Man" (19671, spoke d i r e c t l y  o f  black pr ide .  

Apart from James Brown, who w a s  r e l e a s e d  on t h e  indepen- 

dent  King l a b e l  (and who had h i s  own band wi th  whom he record- 

ed)  , almost a l l  other Southern-style  s o u l  s i n g e r s  were r e l e a s e d  

on t h e  A t l a n t i c  labe l  (another  independent ) ,  which a l s o  

d i s t r i b u t e d  t h e  Stax/Volt ma te r i a l .  

The most prominent artists on Stax/Volt  were Sam and Dave, 

who recorded on Stax, and O t i s  Redding, who recorded on t h e  

s u b s i d i a r y ,  Volt .  Sam and Dave were a  gospel-based duo wi th  an 

excep t iona l  a b i l i t y  t o  genera te  exci tement  by working o f f  each 

o t h e r  i n  a  loose  c a l l  and response s t y l e .  They had h i t s  i n  

1966 wi th  "You Don't Know Like I Know" and "Hold On I ' m  Coming" 

and t h e  next  yea r  with "Soul Man". 

Redding, t h e  son of a  B a p t i s t  m i n i s t e r ,  began h i s  c a r e e r  

a s  a  L i t t l e  Richard i m i t a t o r ,  b u t ,  by 1962, had developed t h e  

g ra iny  b a r i t o n e  s t y l e  he would use throughout t h e  s i x t i e s .  

I n  1965 he had h i t s  wi th  t h e  s o u l  b a l l a d  " I ' v e  Been Loving You 

Too Long" and "Can' t  Turn You Loose", a  s t r o n g  dance tune.  

"Fa-Fa-Fa-Fa-~a" , i n  1966, was a l s o  a  good uptempo tune,  b u t  

some of h i s  m a t e r i a l  t h a t  yea r ,  such a s  "Shake" o r  "Try a  

L i t t l e  Tenderness", sounded somewhat mannered. I n  t h e  l a t t e r  

song i n  p a r t i c u l a r ,  al though h i s  s i n g i n g  i s  f i l l e d  with 

emotion, h i s  arrangement seems a t  odds wi th  t h e  subjec t -mat ter  

of t h e  song. 

I n  December, 1967, Redding was k i l l e d  i n  a  plane crash.  * 
H i s  only t o p  t e n  h i t  occurred a  couple of  months l a t e r .  
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Two of  t h e  t o p  s o u l  artists on A t l a n t i c  w e r e  Wilson 

P i c k e t t  and Are tha  F rank l in .  P i c k e t t  began h i s  c a r e e r  i n  t h e  

e a r l y  s i x t i e s  as l e a d  s i n g e r  f o r  t h e  Fa lcons ,  an i n n o v a t i v e  

pre -soul  v o c a l  group. H e  developed an a g g r e s s i v e ,  c r y i n g  s t y l e  

of  voca l ,  exceeded i n  t e r m s  of exc i t emen t  on ly  by James ~ r o w n ' s .  

Between 1965 and 1967, P i c k e t t  produced a series of  e x c e l l e n t  

dance tunes  i n c l u d i n g  "Midnight Hour" (1965) , "Mustang S a l l y "  

( l 9 6 6 ) ,  and "Funky Broadway" (1967) .  Most of  h i s  material 

du r ing  t h i s  p e r i o d  w a s  recorded a t  t h e  Muscle Shoa ls  s t u d i o  

i n  Alabama, as w a s  Are tha  F r a n k l i n ' s  f i r s t  h i t ,  " I  Never Loved 

A Man" (1967).  

Like Redding, F r a n k l i n ' s  f a t h e r  w a s  a B a p t i s t  p r eache r  

and it w a s  i n  h i s  church t h a t  s h e  became a mqs te r  o f  gospe l  

voca l  s t y l e s .  Recognizing her  t a l e n t ,  Columbia Records s i g n e d  

h e r  i n  1960, b u t  t h e y  d i d  not  know how t o  market h e r  and,  

a f t e r  a number of was ted  yea r s ,  s h e  moved t o  A t l a n t i c .  Her 

s e s s i o n s  w e r e  s u p e r v i s e d  by t h e i r  house producer ,  J e r r y  

Wexler, and s h e  w a s  an  immediate succes s .  I n  1967, she  had f i v e  
181  

t o p  t e n  h i t s ,  i n c l u d i n g  " I  Never Loved A Man", "Respect" 

and "Chain of Fools" ,  and t h r e e  more i n  1968, i n c l u d i n g  " A i n ' t  

No Way". H e r  career t h e n  took a nosed ive ,  which may have been 

caused by t h e  d e c l i n e  i n  wh i t e  i n t e r e s t  i n  s o u l  music, b u t  w a s  

s u r e l y  n o t  h e l p e d  by ~ r a n k l i n '  s a p p a r e n t  p r e f e r e n c e  f o r  

schmaltzy b a l l a d s  and show tunes .  Although she  remains one 

of  t h e  s t r w g e s t  of  t h e  s e c u l a r  gospe l  s i n g e r s ,  h e r  c a r e e r  

s i n c e  1968 has  been e r r a t i c .  
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By the t i m e  of  Mar t in  Luther King ' s  a s s a s s i n a t i o n  i n  

A p r i l ,  1968, t h e  wh i t e  market was l o s i n g  i n t e r e s t  i n  Southern 

s o u l  music. A t  t h e  s a m e  time t h e  s t y l e  w a s  becoming inc reas -  

i n g l y  formul ized  and s tandard ized  p roduc t ion  procedures  

r e p l a c e d  i n s p i r a t i o n .  

c) The E n g l i s h  Invas ion  

S u r f  music began i n  1962 and Motown, e s t a b l i s h e d  i n  1960, 

had a few h i t s  around t h e  same t ime,  b u t  n e i t h e r  t h e  " s u r f  

sound" n o r  t h e  "Motown sound" had a  s t r o n g  enough commercial 

impact  t o  d r a m a t i c a l l y  change t h e  d i r e c t i o n  o f  popu la r  music 

d u r i n g  t h i s  pe r iod .  The second wave d i d  n o t  r e a l l y  beg in  

u n t i l  1964 when t h e  B e a t l e s  and v a r i o u s  o t h e r  Eng l i sh  groups 

invaded t h e  a i rwaves .  

Before t h e  emergence of t h e  Beatles, t h e  B r i t i s h  c o n t r i -  

b u t i o n  t o  rock had been minimal. Whereas rock music had s t r o n g  

r o o t s  th roughout  t h e  sou thern  United S t a t e s  and i n  t h e  va r ious  

b l a c k  g h e t t o s  of  t h e  nopth,  it had no such r o o t s  i n  England 

and t h e r e f o r e ,  d u r i n g  r o c k ' s  f i r s t  wave, t h e  Engl i sh  produced 

second rate c o p i e s  of  American rocke r s ,  none o f  which had any 

impact  on t h e  American c h a r t s .  During t h e  f i f t i e s  and up u n t i l  

about  1962 t h e  main " g r a s s  r o o t s "  music p layed  i n  Engl i sh  pubs 

and c a b a r e t s  s e e m s  t o  have been " t r a d i t i o n a l "  ( o r  " t r a d " )  

jazz .  Prominent among t h e  t r a d  jazz  band l e a d e r s  w a s  Chr i s  

Barber  who began exper iment ing a s  e a r l y  as 1953 w i t h  t h e  b l u e s  
* 

and d u r i n g  t h e  f i f t i e s  brought  i n  b l u e s  per formers  such a s  Big 
182 

B i l l  Broonzy and Muddy Waters, t o  t o u r  w i t h  h i s  band. 
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Barbe r ' s  i n t e r e s t  i n  t h e  b l u e s  a l s o  caused him t o  exper i -  

ment w i t h  a s t y l e  of  jug band b l u e s  t h a t  he c a l l e d  " s k i f f l e " .  

I n  1956, Lonnie Donegan, a member o f  Barber ' s  band, had a 

h i t  r eco rd  w i t h  a s k i f f l e  v e r s i o n  of  "Rock I s l a n d  Line", 
183 

which made t h e  American t o p  twenty and touched o f f  an ep i -  

demic of  s k i f f l e  groups i n  England. I t  was an easy  s t y l e  t o  

master  (only r e q u i r i n g  some combination of  a washboard, a 

g u i t a r ,  a jug, a s tandup bass  ( o r  a l a r g e  t r u n k )  and a v o c a l i s t )  

and t h i s  i n s t rumen ta l  s i m p l i c i t y  ensured  t h e  p o p u l a r i t y  o f  t h e  

s t y l e .  When he was only f i f t e e n  y e a r s  o l d ,  John Lennon, who 

l a t e r  formed t h e  Bea t l e s ,  belonged t o  a s k i f f l e  group, t h e  
184 

Quarrymen. A s  Hardy and Laing have s a i d  o f  t h e  s k i f f l e  

s t y l e ,  it "had no l a s t i n g  impact. By 1958, i f  no t  e a r l i e r ,  t h e  

would-be s k i f f l e r s  w e r e  hun t ing  o u t  e lectr ic  g u i t a r s  and form- 

i n g  r o c k ' n ' r o l l  groups. Y e t  i t  was s k i f f l e  more than  anyth ing  
185 

else t h a t  l a i d  t h e  foundat ions  of  B r i t i s h  rock". 

Between t h e  d e c l i n e  o f  s k i f f l e  i n  1958 and t h e  rise of t h e  

B e a t l e s  i n  1963, B r i t i s h  pop music, l i k e  i t s  American counter-  

p a r t ,  was dominated by mushy b a l l a d s  and p r e t t y  faced pop 

s i n g e r s ,  t h e  most popular  o f  which was C l i f f  Richard who had 

some American success  wi th  "L iv in '  Doll" and "Bachelor Boy". 

However, even though t h e  r a d i o  and TV were dominated by r eco rd  

i n d u s t r y  c r e a t i o n s ,  a t  t h e  g r a s s r o o t s  l e v e l  s k i f f l e  and American 

rock'  n' r o l l  w e r e  a s t r o n g  in f luence .  A s  i n  America, l o c a l  dance 

bands developed a r e p e r t o i r e  of songs by Chuck Berry, L i t t l e  * 
Richard,  C a r l  Perk ins ,  and o t h e r  e a r l y  rock performers a s  w e l l  
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a s  some e a r l y  Motown ma te r i a l .  These "bea t "  g roups ,  as t h e y  

have come t o  b e  known, e x i s t e d  i n  a l l  t h e  major  urban a r e a s  i n  

England, u s u a l l y  w i t h  minor r e g i o n a l  v a r i a t i o n s  i n  s t y l e .  The 

Beatles, who w e r e  t h e  f i r s t  of  t h e s e  groups t o  become w e l l  

known, w e r e  from Liverpool  and, because o f  t h i s ,  t h i s  s t y l e  w a s  

a t  f irst  known as t h e  "Liverpool" o r  "Mersey" sound. Groups 

from o t h e r  p a r t s  o f  England who became p o p u l a r  working i n  t h i s  

s t y l e  i n c l u d e d  the Dave Clark F ive  from London, t h e  H o l l i e s  

from Manchester ,  t h e  Zombies from S t .  Albans i n  H e r t f o r d  and 

t h e  N a s h v i l l e  Teens from Surrey.  The S e a r c h e r s  and t h e  Swinging 

Blue Jeans  w e r e  a couple o f  o t h e r  L iverpool  groups t h a t  became 

w e l l  known. 

The b e a t  groups used a s i m i l a r  i n s t r u m e n t a l  l ine-up  t o  t h a t  

used by t h e  e a r l y  r o c k a b i l l y  groups: drums, l e a d  g u i t a r ,  

rhythm g u i t a r ,  and e l e c t r i c  bas s  (which r ep l aced  t h e  s tandup  

bas s  used by r o c k a b i l l y  g roups) .  The rhythm g u i t a r  and drums 

w e r e  u s u a l l y  t h e  prominent i n s t rumen t s .  The c h a r a c t e r i s t i c  

b e a t  v o c a l s  s t r e s s e d  harmonies and b o r e  l i t t l e  resemblance t o  

t h e  echoing  r o c k a b i l l y  s t y l e  (a l though  t h e  Ever ley  Bro thers  may 

have been an  i n f l u e n c e  i n  t h i s  area).  Beat  groups o f t e n  per -  

formed songs  from t h e  Chicago o r  New Or leans  gen res ,  b u t  t h e i r  

v e r s i o n s  always l acked  t h e  rawness o f  t h e  Chicago s t y l e  o r  t h e  

complexity and v i r t u o s i t y  of t h e  New Orleans  s t y l e .  (Piano and 

s a x  a r e  r a r e l y  h e a r d  on b e a t  r e c o r d s . )  The i n s t r u m e n t a l  a b i l i -  

t i es  were w u a l l y  somewhat rudimentary,  b u t  t h i s  w a s  u s u a l l y  

compensated f o r  by t h e  obvious exuberance o f  t h e  per formers  
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which w a s  b e s t  apprec ia ted  i n  l i v e  performances.  Recordings o f  

t h e  b e a t  groups r a r e l y  c a p t u r e d  t h i s  f e e l i n g  a l though  excep t ions  

i n c l u d e  some o f  t h e  Bea t les  e a r l y  work, m a t e r i a l  by t h e  Dave 

Clark  F ive  and t h e  c l a s s i c  b e a t  song,  "Hippy, Hippy Shake" 

(1964) , by t h e  Swinging Blue Jeans .  

The B e a t l e s  had been s imply a p o p u l a r  L iverpool  group 

u n t i l  December, 1961, when B r i a n  E p s t e i n  t ook  over  t h e i r  manage- 

ment. I n  August, 1962, t h e i r  drummer, P e t e  B e s t ,  w a s  r e p l a c e d  

by Ringo S t a r r  from another  l o c a l  group,  Rory Storm and t h e  

Hurr icanes .  E p s t e i n  convinced t h e  Beatles t o  w e a r  s u i t s  on 

s t a g e  and t o  t i d y  up t h e i r  h a i r .  The " c u t e "  c lean-cu t  image 

t h a t  i s  a s s o c i a t e d  wi th  t h e  b e a t  groups i s  t h e  produc t  o f  h i s  

marke t ing  s t r a t e g y .  By t h e  end  o f  t h e  y e a r ,  t h e  Beatles had 

t h e i r  first h i t  record  i n  England and,  i n  1963, became very 

popu la r  t h e r e ,  al though releases i n  t h e  Uni ted S t a t e s  w e r e  

unsucces s fu l .  I n  January,  1964, C a p i t o l  Records pushed "I Want 

To Hold Your Hand" w i t h  f i f t y  thousand d o l l a r s  worth o f  publ ic -  
186 

i t y  and "Beatlemania" swept A m e r i c a .  Over t h e  n e x t  two y e a r s  
187 

they  had e l e v e n  number one songs.  

I n  December, 1965, t hey  r e l e a s e d  Rubber Soul  which was 
188 

h a i l e d  as an a r t i s t i c  breakthrough.  The album showed an 

i n c r e a s e d  emphasis on p roduc t ion  and g r e a t e r  musical  complexity. 

(They r a r e l y  d i d  s t r a i g h t f o r w a r d  rock songs a f t e r  t h i s . )  The 

song  "Norweigan Wood" was p a r t i c u l a r l y  noteworthy because o f  

i t s  ambiguo,us l y r i c s ,  which showed t h e  i n f l u e n c e  o f  Dylan, and 

because of  i t s  use  of t h e  s i t a r ,  one o f  t h e  ear l ies t  importa- 
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t i o n s  of  E a s t  I n d i a n  impor t a t i ons  i n t o  rock music. 

The Beatles r e t i r e d  from t o u r i n g  i n  August, 1966, and,  

wh i l e  George Har r i son  explored e a s t e r n  myst ic ism and John Lennon 

exp lo red  a c i d ,  Pau l  McCartney concen t r a t ed  on making records .  

He took c o n t r o l  o f  t h e  c r e a t i v e  d i r e c t i o n  o f  t h e  group and, 

w i t h  t h e  h e l p  o f  producer  George Mar t in ,  made r e c o r d s  w i th  a 

d e n s i t y  and complexi ty  t h a t  r i v a l e d  S p e c t o r ' s .  McCartney' s 

f i r s t  major p r o j e c t ,  Sgt .  P e p p e r ' s  Lonely Hea r t s  Club Band 

(1967) ,  used t h e  i d e a  of a music h a l l  c o n c e r t  by a f i c t i t i o u s  

group as a u n i f y i n g  concept  and r e c e i v e d  a very p o s i t i v e  

c r i t i ca l  r e c e p t i o n .  Con t r ibu t ions  by Har r i son  and Lennon tended  

t o  add an e x o t i c  o r  mys te r ious  edge t h a t  tempered t h e  a lmost  

c l o y i n g  optimism o f  McCartney' s " G e t t i n g  B e t t e r "  o r  "When I ' m  

Sixty-Four" . McCartney ' s nex t  p r o j e c t ,  Magical Mystery Tour 

(1967) , which i n c l u d e d  a TV show, was a f l o p  and t h e  remaining 

B e a t l e s '  albums are simply c o l l e c t i o n s  o f  m a t e r i a l  t h a t  each 

member happened t o  be  working on when t h e  r e c o r d i n g  w a s  done. 

Although much o f  t h i s  m a t e r i a l  w a s  o f  a high wua l i t y ,  t h e  

Beatles, as a group,  no longe r  e x i s t e d .  The s p l i t  w a s  made 

formal  i n  1970. 

* * *  

Another s t y l e  o f  rock a l s o  grew o u t  o f  t h e  s k i f f l e  c r a z e  

of  t h e  f i f t i e s .  I t  began i n  London, i n  1962, w i th  A lex i s  

Korner ' s  Blues Inco rpo ra t ed ,  b u t  cou ld  be  t r a c e d  back t o  C h r i s  

B a r b e r ' s  bl,ues exper iments  o f  t h e  l a t e  f i f t i e s .  (Both Korner 

and h i s  harmonica p l a y e r ,  C y r i l  Davies,  had p layed  i n  ~ a r b e r ' s  
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band.) The material they performed w a s  chosen from t h e  Chicago 

r & b  of  Muddy Waters, Howlin' Wolf, Sonny Boy Williamson, B o  

Diddley and Chuck Berry  and they endeavored t o  p l ay  it i n  the 

s t y l e  o f  t h e s e  performers .  (The E n g l i s h  r & b  bands never  

r e f e r r e d  t o  t h e i r  music as " r o c k ' n ' r o l l "  because many people  

a s s o c i a t e d  t h i s  term wi th  t h e  schmaltzy material on t h e  r a d i o  

and TV. ) Whereas t h e  "bea t "  sound emphasized t h e  rhythm g u i t a r  

and drums and w a s  o f t e n  sung i n  rough harmonies,  t h e  r & b  groups 

gave more emphasis  t o  t h e  l e a d  g u i t a r ,  harmonica and a s i n g l e  

b ig-vo iced  v o c a l i s t  who u s u a l l y  sang  i n  a h a r s h ,  s h o u t i n g  s t y l e .  

The i n f l u e n c e  o f  Korner ' s  group was widespread and, a l though  

t h e  s t y l e  remained c e n t e r e d  i n  London, r & b  groups soon sp rang  

up i n  a l l  t h e  major  c i t ies  i n  England. Founded s h o r t l y  a f t e r  

Blues I n c o r p o r a t e d ,  t h e  Ro l l i ng  S tones  are t h e  most famous 

group t o  have worked i n  t h i s  s t y l e ,  b u t  o t h e r  prominent groups 

inc luded  t h e  Yardb i rds ,  Kinks and Who from London, t h e  Animals 

from N e w c a s t l e ,  Them from B e l f a s t ,  and t h e  Spencer  Davis Group 

from Birmingham. 

During 1964 and e a r l y  1965, t h e  Animals w i t h  Alan P r i c e ,  

o r g a n i s t  and a r r a n g e r ,  and E r i c  Burdon, a powerful  v o c a l i s t ,  

w e r e  more i m p r e s s i v e  t h a n  t h e  ~ o l l i n g  S tones .  Both groups 

mixed an E n g l i s h  working c l a s s  image w i t h  b l ack  urban b l u e s ,  

b u t  t h e  Animals had s t r o n g e r  s i n g l e s  such a s  t h e  b r i l l i a n t l y  

a r r anged  "House Of The R i s ing  Sun" (1964) fol lowed by "Don't 

Le t  M e  B e  Misunderstood" and "We Go t t a  Get Outa Th i s  p l a c e "  * 
(bo th  i n  1965) .  However, i n  May, 1965, P r i c e  l e f t  t h e  group 
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and, i n  August, t h e  Stones r e l e a s e d  " S a t i s f a c t i o n " ,  a  song 

they had w r i t t e n  themselves. The Animals w e r e  unable t o  f i n d  

a replacement f o r  Price's except iona l  t a l e n t s  and w e r e  unable  

t o  w r i t e  m a t e r i a l  a s  s t rong  as t h a t  w r i t t e n  by Mick J a g g e r  and 

Kei th  Richards ( t h e  Stones '  songwr i t e r s )  . 
With " S a t i s f a c t i o n " ,  a song t h a t  a r t i c u l a t e d  t h e  f r u s t r a -  

t i o n s  of  t h e  young i n  England and America, t h e  Engl i sh  r & b  

movement, c h a r a c t e r i z e d  by no te  f o r  no te  copying of  American 

r & b  c l a s s i c s ,  went i n t o  decl ine.  Some groups began t o  w r i t e  

songs t h a t  developed indigenous themes such a s  t h e  Who's mod 

anthem "My Generation" (1966) o r  t h e  Kinks' "Dedicated Follower 

of  Fashion" ( l 9 6 6 ) ,  a  putdown of  Carnaby S t r e e t  dandyism. Other 

groups,  i n f luenced  by t h e  Yardbirds and Manfred Mann, concen- 

t r a t e d  on improv i sa t iona l  work w i t h i n  a  b l u e s  framework. 

The S tones ,  under t h e  management of Andrew Loog Oldham, 

became t h e  B e a t l e s  on ly  r e a l  c h a l l e n g e r s  f o r  t h e  r o l e  of  t o p  

rock band. By focuss ing  a t t e n t i o n  on t h e i r  s c rapes  w i t h  the 

law and by having them c u l t i v a t e  t h e i r  arrogance,  Oldham 

developed an image f o r  them o f  r e b e l s  and h a t e r s  of a l l  au thor -  

i t y ,  which gave them a very d i f f e r e n t  i d e n t i t y  than t h e  Beat les .  

The Stones  wrote  songs about f r u s t r a t i o n ,  arrogance ( " G e t  Off 

My Cloud") and s e x u a l  aggress ion  a g a i n s t  women ("under  My 

Thumb" and "Stupid  G i r l " ) .  

They r e t i r e d  from t o u r i n g  and, i n  1967, broke wi th  Oldham. 

The psychedel ic  album they  produced t h a t  y e a r ,  T h e i r  s a t a n i c  

Majes t i e s  Request, h e a v i l y  i n f l u e n c e d  by t h e  Bea t l e s ,  was a 
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f a i l u r e ,  b u t  1968' s Beggar' s Banquet, which showed an  i n c r e a s e d  

s o c i a l  awareness l y r i c a l l y  and a mus ica l  r e t u r n  t o  t h e i r  b l u e s  

and r & b  r o o t s ,  w a s  one of t h e i r  f i n e s t .  I t  spoke t o  many o f  t h e  

concerns  o f  t h e  counte r -cu l tu re ,  as d i d  L e t  I t  Bleed (1969) ,  

a l t hough  much less o p t i m i s t i c a l l y .  "Gimme S h e l t e r " ,  from t h a t  

album, r e f l e c t e d  t h e  changing mood o f  t h e  c o u n t e r - c u l t u r e  and 

"You C a n ' t  Always G e t  What You Want" exp res sed  r e s i g n a t i o n  i n  

t h e  f a c e  o f  t h i s  s h i f t .  

The e a r l y  s e v e n t i e s  s a w  t h e  S tones  en t r enched  a s  t h e  

"wor ld ' s  g r e a t e s t  rock'n '  r o l l  band", b u t  t h e i r  music sounded 

i n c r e a s i n g l y  complacent. J agge r  had t aken  o v e r  from Oldham a s  

t h e  g roup ' s  image-monger and he p r e s e n t e d  f a s h i o n a b l e  images 

of  u n a c c e p t a b i l i t y  such a s  sa tan ism,  drug  a d d i t i o n  and b i -  

s e x u a l i t y ,  b u t  he  had joined t h e  e s t a b l i s h m e n t  he once 

a t t acked .  H e  no longer  l i v e d  i n  t h e  s a m e  world  a s  h i s  audience 

and no l o n g e r  spoke of t h e i r  concerns .  The S tones '  s o c i a l  l i f e  

became more impor t an t  than t h e i r  music, as they moved t o  t h e  

French R i v i e r a  and Jagger  j o ined  t h e  jet  set.  

I n  t h e  l a t e  s e v e n t i e s ,  t h e  punk movement i n  England 

a t t a c k e d  t h e  S tones  as t r a i t o r s  t o  t h e  youth  c u l t u r e  w i t h  which 

they once c la imed s o l i d a r i t y  and, perhaps  i n  response ,  t hey  

produced Some G i r l s ,  t h e i r  most e n e r g e t i c  album i n  yea r s .  

T h e i r  anger ,  however, which gave l i f e  t o  t h e i r  b e s t  work, now 

sounds l i k e  se l f -parody  and t h e i r  a t t i t u d e s  towards women, 

as o b j e c t s  ,and i n f e r i o r s ,  show them t o  be  r e a c t i o n a r i e s .  
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d )  The American Response: Folk Rock and Punk Rock 

When t h e  new wave of  Eng l i sh  rock impacted upon t h e  a l r e a d y  

v i t a l  f o l k  movement, t h e  p roduc t  was " f o l k  rock". 

I n  1964, Dylan t o u r e d  England and w a s  very impressed w i t h  

t h e  loud,  e l e c t r i c  v e r s i o n s  of  f o l k  and b l u e s  s t anda rds  he  

found t h e  Engl i sh  r & b  groups doing.  One of  t h e s e  groups,  t h e  

Animals, w e r e  doing a rock v e r s i o n  o f  t h e  t r a d i t i o n a l  song 

"House Of The Ris ing  Sun" which has  been c r e d i t e d  a s  t h e  f i r s t  
189 

f o l k  rock song. 

Meanwhile, i n  C a l i f o r n i a ,  a group o f  f o l k  music ians ,  

c a l l i n g  themselves t h e  Byrds, w e r e  t r y i n g  t o  p l ay  t h e i r  f o l k  

r e p e r t o i r e  t h e  way t h e  Beatles might have played it. They 

developed electr ic v e r s i o n s  o f  v a r i o u s  songs i n c l u d i n g  P e t e  

S e e g e r ' s  "Turn! Turn! Turn!" and Dylan 's  "My Back Pages" and 

"Mr. Tambourine Man" (which, i n  1965, became t h e i r  f i r s t  h i t ) .  

I n  New York, t h e  Lovin' Spoonful  w e r e  developing t h e i r  own 

s y n t h e s i s  o f  rock w i t h  f o l k  and jug band music ( a  b l u e s  s t y l e  

from t h e  th i r t i e s ) ,  a t  about  t h e  same t i m e .  By 1965, many 

o t h e r  f o l k  music ians  w e r e  exper iment ing  w i t h  e l e c t r i c  i n s t r u -  

ments and a rock format.  

I t  is  clear t h a t  f o l k  rock ,  as t h e  f u s i n g  o f  t h e  i n t e l l i -  

g e n t  l y r i c s  o f  f o l k  music w i t h  t h e  p h y s i c a l  rhythms of  rock,  

had emerged be fo re  Dylan 's  conve r s ion  t o  e l e c t r i c i t y .  Without 

h i s  convers ion ,  t h e  i n f l u e n c e  o f  v a r i o u s  exper iments  ( p a r t i c u -  

l a r l y  t h o s e  o f  t h e  Byrds) would have had a l a s t i n g  i n f l u e n c e  

on rock music, b u t ,  because o f  Dylan ' s  prominent p o s i t i o n  i n  
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t h e  f o l k  r e v i v a l ,  h i s  s h i f t  had a  more d rama t i c  impact.  H e  had 

been c r i t i c i z e d  somewhat when h i s  work had veered  away from t h e  

f o l k  " p r o t e s t "  s t y l e  towards more pe r sona l ,  y e t  s u r r e a l  songs ,  

b u t  h i s  i n c l u s i o n  on h i s  1965 album, Br inq in '  I t  A l l  Back Home, 

of rock songs w a s  cons idered  by some f o l k  p u r i s t s  as o u t r i g h t  

t r e a s o n .  Dylan had become t h e  f i r s t  pe r son  t o  w r i t e  f o l k  

r e v i v a l  l y r i c s  t o  songs t h a t  w e r e  meant t o  be  p l ayed  by a rock 

band. On t h i s  album and on h i s  nex t ,  Hiqhway 61  R e v i s i t e d  

( a l s o  1965) ,  Dylan spoke,  more c l e a r l y  t han  anyone else, from 

t h e  p e r s p e c t i v e  o f  t h e  emerging coun te r - cu l tu re .  H i s  v i s i o n  

a t t a c k e d  A m e r i c a  as a c h a o t i c  and c o r r u p t e d  landscape  i n  which 

a l i e n a t i o n  w a s  t h e  on ly  r a t i o n a l  response.  Blonde On Blonde 

(1966) , a l though  f u e l e d  wi th  s l i g h t l y  less anger  and b i t t e r n e s s ,  

was a c o n t i n u a t i o n  of  t h i s  v i s i o n .  

Dylan 's  i n f l u e n c e  du r ing  t h i s  p e r i o d  was enormous. Song- 

w r i t e r s  immediately r e a l i z e d  t h a t  t hey  could t a l k  about  t h e  

world  beyond t h e  c o u r t s h i p  r i t u a l  and they  wrote  such  songs a s  

t h e  Ro l l i ng  S t o n e s '  " S a t i s f a c t i o n "  (1965) , t h e  Kinks'  "Dedica- 

t e d  Fol lower  of Fashion" (1966) ,  t h e  Who's "My Generat ion"  

(1966) and t h e  B e a t l e s '  "Taxman" (1966).  

I n  August,  1966, Dylan was r e p o r t e d  t o  have been a lmost  

k i l l e d  i n  a motorcyc le  a c c i d e n t .  (Whether o r  n o t  t h i s  a c c i d e n t  

a c t u a l l y  happened i s  no t  c e r t a i n ,  a s  Dylan o f t e n  engaged i n  

s e l f - c o n s c i o u s  myth-making, and, f aced  w i t h  t h e  s t r a i n s  of  

c o n s t a n t l y  P e i n g  i n  p u b l i c ,  t h i s  may have been simply a myth 

behind which he cou ld  retire. ) H e  remained i n  r e t i r e m e n t  f o r  



Page 182 

two y e a r s ,  d u r i n g  which t i m e  h i s  Garboesque myst ique grew. 

I n  1968, he r e l e a s e d  John Wesley Hardinq,  a  s p a r e ,  

c o u n t r y - s t y l e d  album. I ts  l y r i c s  w e r e  as complex as eve r ,  

b u t ,  a l t hough  they  p r e s e n t e d  a  con fus ing  wor ld ,  t hey  no longe r  

responded t o  it w i t h  f r u s t r a t i o n  and a l i e n a t i o n .  They sugges ted  

a mellowing and a new-found peace. On h i s  n e x t  album, Nashv i l l e  

S k y l i n e  (1969) ,  t h e  complex imagery w a s  gone. Dylan t r i e d  t o  

s e l l  h imse l f  a s  a happy family  man, b u t  he  w a s  unconvincing. 

Even i f  h e  w a s  a b l e  t o  convince,  who ca red?  I t  w a s  n o t  a  r o l e  

most of  h i s  aud ience  could  empathize w i th .  S ince  t h e  e a r l y  

s e v e n t i e s ,  Dylan 's  i n f l u e n c e  on t h e  development of rock music 

has  been g r e a t l y  reduced. 

* * * 

Within a y e a r  of  Dylan 's  move i n t o  " f o l k  rock",  rock 

e n t r e p r e n e u r s  had formulized t h e  newly evolved  mus ica l  form. 

Such groups as t h e  Mamas and Papas and Sonny and Cher, i n  Los 

Angeles,  and Simon and Garfunkel ,  i n  New York, mixed sweet 

v o c a l s  w i t h  a rock backing and a  "h ip"  appearance t o  become 

commercial succes ses .  

* * *  

Folk rock w a s  t h e  produc t  of  t h e  meet ing o f  f o l k  music 

and rock.  I t  w a s  no t  on ly  f o l k  mus ic ians ,  however, who were 

s t i m u l a t e d  by t h e  Eng l i sh  Invas ion .  A l l  o v e r  A m e r i c a ,  dance 

bands t h a t  had been p l a y i n g  t w i s t ,  s u r f  o r  i n s t r u m e n t a l  rock'  

n ' r o l l  adopted s t y l e s  t h a t  showed s t r o n g  Eng l i sh  i n f l u e n c e s .  

On songs such as "Laugh Laugh" (1965) , by t h e  Beau Brummels, 



Page 183 

from San Franc isco ,  o r  " ~ i e s "  (19651, by t h e  ~ n i c k e r b o d k e r s  

of  New Jersey ,  an obvious Bea t l e s  i n • ’  luence  predominates ,  b u t  

t h e  v a s t  m a j o r i t y  of t h e  dance bands modelled themselves  a f t e r  

t h e  r e b e l l i o u s  image of  t he  R o l l i n g  S tones  (and o t h e r  Engl i sh  

r & b  groups,  such a s  t h e  Animals) , r a t h e r  t han  t h e  comparat ively  

c l eancu t  image of t h e  Beat les .  A s  a r e s u l t  t h i s  s t y l e  came t o  

be known as "punk rock". 

The t y p i c a l  punk song had a h e a v i l y  emphasized dance 

rhythm, fuzz tone  g u i t a r ,  a prominent shouted voca l  (modelled 

a f t e r  t h e  s t y l e  o f  E r i c  Burdon, Van Morrison o r  Mick J a g g e r )  , 

and a g e n e r a l l y  w i l d  atmosphere. 

The b e s t  known punk groups w e r e  t h e  S t a n d e l l s  and t h e  

Seeds ,  from Los Angeles, both of  whom had a couple  of  h i t s ;  

t h e  Shadows of Knight from Chicago, who had a h i t  w i t h  a remake 

of  Them's "Glo r i a "  (1966);  Count F ive ,  from San J o s e ,  who h i t  

w i th  "Psychot ic  Reaction" (1966);  P a u l  Revere and t h e  Raiders ,  

from P o r t l a n d ,  who had a number o f  h i t s  a f te r  they  became TV 

r e g u l a r s  on "Where The Action Is"; and Q u e s t i o n  Mark and t h e  

Myster ians ,  a Texas band working i n  t h e  D e t r o i t  a r e a ,  who had 

a h i t  i n  1966 w i t h  "Ninety-s ix  Tears". These groups and a few 

o t h e r s  became n a t i o n a l l y  known, b u t  most punk groups w e r e  a t  

b e s t ,  on ly  r e g i o n a l  successes .  Even among those  who had h i t s ,  

few were a b l e  t o  produce a second. Although r eco rd  companies 

i n  New York and Los Angeles c a p i t a l i z e d  heav i ly  on f o l k  rock 

(which was e a s i l y  sweetened i n t o  a s t a n d a r d  commercial p r o d u c t ) ,  

t h e  punk bands w e r e  ignored.  Th i s  w a s  i n  s p i t e  of  t h e  f a c t  
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t h a t  t hey  were much more numerous t h a n  f o l k  rock  bands. 

e)  Underground Music: C a l i f o r n i a  and London 

The major  f igures  o f  t h e  f i r s t  wave d i d  n o t  view them- 

s e l v e s  as " a r t i s t s " .  Even t h o s e  ( l i k e  Chuck Berry or E l v i s  

P r e s l e y )  , who developed new s t y l e s  viewed themselves  as simply 

producing persona l  i n t e r p r e t a t i o n s  o f  t r a d i t i o n a l  forms. 

Second wave groups such a s  t h e  B e a t l e s  and t h e  R o l l i n g  S tones  

a l s o  began by doing i n t e r p r e t a t i o n s  o f  v a r i o u s  r & b  forms. 

When Bob Dylan undertook t h e  w r i t i n g  o f  rock songs w i t h  complex 

l y r i c s ,  however, h i s  words were cons ide red  t o  be  "poe t ry"  and 

it i s  from t h e s e  experiments t h a t  w e  can  d a t e  t h e  i d e a  t h a t  

rock music i s  " a r t " .  Before t h i s  t i m e ,  rock mus ic ians  might 

become more p r o f i c i e n t  a t  t h e  s t y l e s  i n  which they  worked, b u t  

t hey  d i d  n o t  "progress" o r  develop "new" forms. 

A f t e r  Dylan' s exper iments ,  rock mus ic ians  everywhere began 

a  p e r i o d  of r a p i d  innovat ion.  For  i n s t a n c e ,  from 1965 t o  1967, 

t h e  Beatles experimented w i t h  t h e  s t r u c t u r e  o f  t h e i r  songs on 

Rubber S o u l  (1965) ,  added v a r i o u s  o r c h e s t r a l  i n s t r u m e n t s  t o  

t h e i r  arrangements on Revolver (1966) , and,  i n  1967, used t h e  

i d e a  o f  a c o n c e r t  by a f i c t i t i o u s  group (Sk~t .  Peppe r ' s  Lonely 

Hea r t s  Club Band) t o  g i v e  a g r e a t e r  degree  of  u n i t y  t o  an 

album t h a n  had p rev ious ly  been t h e  c a s e .  Each o f  t h e s e  

e x p l o r a t i o n s  was h a i l e d  a s  an " a r t i s t i c "  breakthrough.  

By t h i s  t ime (1967) v a r i o u s  mus ic ians  were forming groups 
* 

around t h e  i d e a  t h a t  they  would conduct  e x t e n s i v e  exper iments  

w i t h  t h e i r  music. Throughout England and America bands 
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experimented with t h e i r  music and lyr ics .  Some of t h e  bands 

we r e f e r r e d  t o  i n  t h e  previous sub-section a s  "Punk" bands 

were i n  t h i s  category. I n  s p i t e  of the  f a c t  t h a t  t h i s  exper i -  

mentation was genera l ,  however, two areas  came t o  dominate t h e  

"underground" music: C a l i f o r n i a  and London. An important 

reason f o r  t h i s  i s  t h a t  Los Angeles and London a r e  two of t h e  

c a p i t a l s  of t h e  music indus t ry .  (The t h i r d  c a p i t a l ,  New York, 

produced some experimentat ion,  notably by t h e  Velvet Under- 

ground, b u t  was no t  a s  important  as the o t h e r  two a reas . )  

Another reason f o r  t h e  importance of London and C a l i f o r n i a  

( p a r t i c u l a r l y  San Franc i sco) ,  was tha t  they had become t h e  

c e n t e r s  of youth c u l t u r a l  a c t i v i t y  for  t h e i r  r e spec t ive  

coun t r i e s .  

The C a l i f o r n i a  music scene was divided between Los Angeles 

and San Francisco. I t  was i n  Los ~ n g e l e s  t h a t  t h e  Byrds had, 

i n  a sense ,  invented "psychedel ic"  music with t h e i r  e l e c t r i c  

arrangements of Dylan's songs,  although t h e i r  sound was designed 

f o r  AM r a d i o ,  which t h e  p r a c t i t i o n e r s  of "underground" music 

d i d  n o t  do. Underground music received i t s  exposure i n  dance- 

h a l l s  and on F M  radio.  

The Mothers of  Invent ion  and the Doors, two o t h e r  Los 

Angeles bands, were c l e a r l y  "underground". The former were l e d  

by Frank Zappa who wrote h i l a r i o u s  s a t i r i c a l  commentaries on 

suburban l i f e s t y l e s ,  such as "Help, I'm A Rock" and "Who Are 

The Bra in  Pol ice?"  (both from h i s  1 9 6 6  Freak Out album) as w e l l  
* 

a s  modern avant-garde compositions. Nei ther  s t y l e  had any 
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p o t e n t i a l  f o r  AM r a d i o  a i r p l a y .  Unlike most music ians  o f  the 

Second Wave, Zappa w a s  not p a r t i c u l a r l y  i n f l u e n c e d  by t h e  

Bea t l e s .  H i s  major  i n f luences  w e r e  f i f t i e s  r & b  and modern 

c l a s s i c a l  composers, such as Edgar Varese and K a r l  Stockhausen. 

The Doors w e r e  l e d  by v o c a l i s t  J i m  Morrison,  whose apoca- 

l y p t i c  l y r i c s  and dramatic s t a g e  presence  made him one o f  t h e  

most c h a r i s m a t i c  f i g u r e s  of t h e  Second Wave. Although works 

such as t h e  l eng thy  "The End" could  n o t  be  p layed  on AM r a d i o ,  

t h e  Doors w e r e  probably t h e  most s u c c e s s f u l  group a t  r each ing  

a m a s s  market  w i t h  an underground s t y l e .  They produced a number 

of AM h i t s  i n c l u d i n g  "Light  My F i r e "  (1967) and " H e l l o  I Love 
19 0 

You" (1968) ,  b o t h  of  which reached number one. A s  w i t h  many 

o t h e r  underground groups, t h e i r  f i r s t  r e c o r d i n g s ,  The Doors 

(1967) and S t r a n g e  Days (1967) , w e r e  t h e i r  best. L a t e r  works 

w e r e  of t e n  r a t h e r  mannered. 

* * * 

Long a n  environment h o s p i t a b l e  t o  a r t i s t i c  and p o l i t i c a l  

r a d i c a l i s m ,  San Franc isco  became t h e  s p i r i t u a l  c e n t e r  of t h e  

h i p p i e  movement. I n  1965, a community o f  a r t i s t s ,  s t u d e n t s ,  

b e a t n i k  remnants,  and psychede l ic  d rug  u s e r s  began t o  come 

t o g e t h e r  around dances  he ld  by an o r g a n i z a t i o n  c a l l e d  t h e  

Family Dog (whose r o l e  was t aken  ove r ,  by 1966, by a "h ip"  

promoter ,  B i l l  Graham). The h a l l s  t h a t  w e r e  r e n t e d  f o r  t h e s e  

dances became t h e  model f o r  h i p p i e  d a n c e h a l l s  a l l  ove r  America. 

Free  o u t d ~ o r  c o n c e r t s ,  c a l l e d  Be-Ins, i n s p i r e d  t h e  rock 

f e s t i v a l s  o f  t h e  l a t e  s i x t i e s .  
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The extended improv i sa t iona l  s t y l e  of t h e  music, t h e  l i g h t  

shows, and even t h e  p o s t e r s  f o r  t h e s e  dances  were a l l  i n f l u e n c e d  

by t h e  use  of psychede l ic  d rugs  and,  i n  t u r n ,  w e r e  meant t o  

enhance t h e  exper iences  of  t h e  u s e r s .  Bands t h a t  p layed  a t  

t h e s e  e a r l y  dances inc luded  t h e  G r a t e f u l  Dead, t h e  J e f f e r s o n  

Ai rp l ane ,  and Big Brother  and t h e  Holding Company (who soon 

added a powerful  woman v o c a l i s t ,  J a n i s  J o p l i n ) .  These bands 

and o t h e r s ,  i n c l u d i n g  Country J o e  and t h e  F i s h  (from a c r o s s  

t h e  Bay i n  Berkeley)  , gained l o c a l  r e p u t a t i o n s  and, a f t e r  t h e  

Monterey F e s t i v a l  i n  1967, many o f  them rece ived  r eco rd ing  

c o n t r a c t s .  For t h e  next  couple  o f  y e a r s  o r  s o ,  even though 

t h e  l o c a l  community co l l apsed ,  p s y c h e d e l i c  music became t h e  

most prominent rock s t y l e .  Almost a l l  w h i t e  per formers  and 

many b l a c k  per formers ,  i n c l u d i n g  J i m i  Hendrix and S l y  S tone ,  

w e r e  i n f l u e n c e d  by it. 

The J e f f e r s o n  Ai rp l ane ' s  s t y l e  w a s  r o o t e d  i n  f o l k  rock ,  

b u t  Jorma Kaukonen's o r i g i n a l  e lec t r ic  g u i t a r  work and t h e  

i c e y  v o c a l s  of Grace S l i c k  added a h a r s h e r  edge t o  t h e i r  music 

t han  was common i n  t h e  more commercial v a r i a n t s  of  f o l k  rock. 

P a r t a k i n g  o f  t h e  s p i r i t  of t h e  community, t h e  band w a s  run a s  

a co -ope ra t ive  which inc luded  p o s t e r  making and l i g h t  shows 
191  

a s  p a r t  of  i t s  a c t i v i t y .  The group openly c e l e b r a t e d  t h e  

use  o f  p sychede l i c s  and, i n  1967, had a h i t  w i t h  "White Rabbi t" ,  

a d rug -o r i en t ed  song. 

The G r a t e f u l  Dead began a s  t h e  Warlocks, i n  1965, and were 

a s t r a i g h t f o r w a r d  rock band u n t i l  t h e y  began experimenting w i t h  
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psychede l i c s .  The e f f e c t  w a s  d ramat ic .  They began t u r n i n g  

t h e i r  songs i n t o  long  exper imental  jams and t h e i r  l e a d  g u i t a r -  

is t ,  J e r r y  Garcia, developed a b luesy  i m p r o v i s a t i o n a l  s t y l e .  

The group l i v e d  co-operat ively  and ga the red  around themselves  

a - " f a m i l y " ,  who took  care o f  v a r i o u s  a s p e c t s  o f  t h e i r  bus ines s .  

U n t i l  Workingman's Dead (1970) and American Beauty (1971) , 

t h e  Dead w e r e  known pr imar i ly  f o r  t h e i r  l i v e  performances.  

Other  g roups ,  such  a s  the  J e f f e r s o n  Ai rp l ane  o r  t h e  Q u i c k s i l v e r  

Messenger S e r v i c e ,  were no ted  f o r  t h e i r  extended improv i sa t ions ,  

b u t  t h e  Dead p e r f e c t e d  t h i s  s t y l e .  Other  g u i t a r i s t s  such as 

Kaukonen of  J e f f e r s o n  Airplane o r  Barry  Melton from Country 

J o e  and t h e  F i s h  developed i n t e r e s t i n g  g u i t a r  s t y l e s  a p p r o p r i a t e  

t o  t h e  new music, b u t  Garcia w a s  t h e  master .  The Dead were t h e  

c l a s s i c  San F r a n c i s c o  band. 

Big B r o t h e r  and the Holding Company were n o t  i n  t h e  s a m e  

c l a s s  as t h e  J e f f e r s o n  Ai rp lane  o r  t h e  G r a t e f u l  Dead u n t i l  t hey  

added Texas b lues -s inger  J a n i s  J o p l i n .  T h e i r  raw, e lectr ic  

sound became a p e r f e c t  complement t o  J o p l i n ' s  s t y l e .  ~ i k e  most 

of t h e  e a r l y  San Francisco groups,  t hey  w e r e  b e s t  i n  l i v e  

performances,  one of  which w a s  c ap tu red  on t h e i r  Cheap T h r i l l s  

(1968) album. Although a remarkable s i n g e r ,  J o p l i n ' s  cho ice  

of  m a t e r i a l  l e a n e d  towards conven t iona l  b l u e s  and r & b  r a t h e r  

t han  p s y c h e d e l i c  l y r i c s .  A f t e r  l e a v i n g  Big Bro ther ,  she  tended  

t o  f a v o r  s t a n d a r d  s o u l  o r  r & b  accompaniments and was consequent-  

l y  unable  t o  r e c a p t u r e  t h e  power o f  t h e  1968 record ing .  

Country J o e  and the  F i sh  evolved o u t  of a Berkeley jug  



band i n  1965. Joe  McDonald wrote  most of t h e i r  songs ,  drawing 

t h e i r  s u b j e c t  ma t t e r  from t h e  social l i f e  o f  Berkeley,  which 

inc lud&d d r u g  exper iementat ion,  t h e  p o l i t i c a l  concerns  o f  t h e  

New L e f t ,  and Eas te rn- inf luenced ,  p h i l o s o p h i c a l  i n q u i r i e s .  

T h e i r  sound w a s  c h a r a c t e r i z e d  by t h e  s o a r i n g ,  b luesy  g u i t a r  

s t y l e  of  Bar ry  Melton and t h e  eerie organ  o f  David Cohen, as 

w e l l  as McDonald's d i s t i n c t i v e  t e n o r ,  and can  be b e s t  hea rd  on 

Elec t r ic  Music For The Mind And Body and I-Feel-Like-I 'm-Fixin1- 

To-Die ( b o t h  r e l e a s e d  i n  1967).  McDonald's t i t l e  song from t h e  

l a t t e r  album w a s  one o f  t h e  f i n e s t  an t i -war  songs o f  t h e  per iod .  

During 1967 and 1968 many bands,  such as t h e  S t eve  M i l l e r  

Band, Mother E a r t h ,  and t h e  S i r  Douglas ~ u i n t e t ,  a l l  from Texas, 

and t h e  Youngbloods from New York, moved t o  San Franc isco ,  which 

w a s  c o n s i d e r e d  t h e  c e n t e r  o f  t h e  c o u n t e r - c u l t u r e ,  b u t  t h e  

c o u n t e r - c u l t u r e  was a l r e a d y  decaying  and as it decayed, s o  d i d  

t h e  bands. Fo r  example, i n  1969, J a n i s  J o p l i n  l e f t  Big Bro ther  

and t h e  Holding Company; i n  1970, Country J o e  and t h e  F i sh  broke 

up; and, t h e  s a m e  yea r ,  t h r e e  o f  t h e  o r i g i n a l  m e m b e r s  l e f t  

J e f f e r s o n  Ai rp lane .  Many o t h e r  groups a l s o  underwent e x t e n s i v e  

p e r s o n a l  changes.  

* * *  

A t  t h e  c o r e  of  t h e  music s cene  i n  London, England, w e r e  a 

v a r i e t y  o f  r&b-based groups such as t h e  Cream and t h e  J i m i  

Hendrix Exper ience ,  who improvised w i t h i n  a b a s i c  b l u e s  

s t r u c t u r e ,  *a l though  t h e r e  w a s  a l s o  an a s so r tmen t  o f  o t h e r  

g roups ,  such  as Pink Floyd, t h e  T r a f f i c ,  and P r o c u l  Harum, 



who drew i n f l u e n c e s  from e l e c t r o n i c ,  f o l k ,  and c l a s s i c a l  music. 

Groups such as t h e  K i n k s  and t h e  Who a l s o  i n c o r p o r a t e d  in -  

f  l uences  from vaudevi l l e  and opera .  

The C r e a m  (formed i n  1966) w e r e  one of  the f i r s t  groups 

t o  i n c o r p o r a t e  a high degree  o f  i n s t r u m e n t a l  expe r imen ta t ion  

i n t o  t h e i r  work. Their  i m p r o v i s a t i o n s  w i t h i n  a b l u e s  or  r & b  

framework w e r e  inf luenced by t h e  Yardbi rds  and by John Maya l l ' s  

v a r i o u s  groups,  b u t  the  C r e a m ' s  exper iments  w e r e  c a r r i e d  much 

f u r t h e r .  The group would o f t e n  j a m  f o r  t e n  o r  twenty minutes 

on one song, which, a t  t h a t  t i m e ,  w a s  unheard o f .  Examples o f  

t h i s  s o r t  o f  jam can be hea rd  on Wheels Of F i r e  (1968).  

T h e i r  l e a d  g u i t a r i s t ,  E r i c  Clapton,  w a s  cons idered  t h e  

t o p  b l u e s  g u i t a r i s t  i n  England u n t i l  t h e  emergence, i n  1967, 

o f  ano the r  t r i o ,  t h e  J i m i  Hendrix Exper ience.  Hendrix combined 

t e c h n i c a l  v i r t u o s i t y  wi th  an  adventurous  imagina t ion  and h i s  

e x p l o r a t i o n s  of  t h e  p o t e n t i a l  o f  t h e  e lectr ic  g u i t a r  remain 

unsurpassed.  ~ l t h o u g h  many albums o f  h i s  material have been 

r e l e a s e d  s i n c e  h i s  death ,  i n  1970, h i s  b e s t  works a r e  h i s  

f i r s t  t h r e e  albums, A r e  You Exper ienced (1967) ,  Axis Bold A s  

Love ( l 9 6 7 ) ,  and ~ l e c t r i c  Ladyland (1968).  

Other  groups improvis ing w i t h i n  an  r & b  s t r u c t u r e  i nc luded  

Ten Years A f t e r ,  t h e  J e f f  Beck Group, Fleetwood Mac and an  

I r i s h  group, Taste .  

The r & b  based groups o f t e n  showed t h e  i n f l u e n c e  o f  psyche- 

d e l i c  drug% i n  t h e i r  m y s t i c a l  l y r i c s  and t h e i r  e l e c t r o n i c  

exper iments ,  b u t  t h e  premier  p s y c h e d e l i c  group i n  London w a s  



Pink Floyd (founded i n  1966) .  They are b e s t  known f o r  t h e i r  

cosmic mood music which can be hea rd  on such  c u t s  as " I n t e r -  

s t e l l a r  Overdrive" (1967) o r  " S e t  The C o n t r o l s  For  The Heart Of 

The Sun" (1968) ,  bo th  o f  which evoke space  travel. The group 

exper imented w i t h  e l e c t r o n i c  sounds and a l s o  exp lo red  ways of  

i n c r e a s i n g  t h e  i n t e n s i t y  of t h e  a u d i e n c e ' s  expe r i ence  by p u t t i n g  

banks o f  speake r s  i n  each  o f  t h e  f o u r  c o r n e r s  o f  t h e i r  c o n c e r t  

h a l l s  and by us ing  l i g h t  shows. The group w a s  ve ry  i n f l u e n t i a l  

i n  Europe, p a r t i c u l a r l y  i n  Holland and W e s t  Germany. 

The T r a f f i c  w e r e  a n o t h e r  group t h a t  showed a s t r o n g  

p s y c h e d e l i c  i n f l u e n c e ,  a l though  t h i s  w a s  exp res sed  most c l e a r l y  

i n  t h e i r  l y r i c s  r a t h e r  t h a n  t h e i r  music, which was an e l e c t r o n i c  

b lend  o f  r & b ,  r o l k ,  j a z z ,  and E a s t e r n  i n f l u e n c e s .  T h e i r  vocal-  

i s t ,  S t e v i e  Winwood, formerly  w i t h  t h e  Spencer  Davis group,  

developed a h igh ,  p u r e  t e n o r  s t y l e  t h a t  has  been wide ly  

i m i t a t e d  by o t h e r  Eng l i sh  v o c a l i s t s .  

Another popu la r  London group d u r i n g  t h i s  p e r i o d  were 

P r o c u l  Harum who had a h i t ,  i n  1967, w i t h  "A Whiter  Shade Of 

Pa l e"  which added mys te r ious  l y r i c s  t o  music t aken  from a  Bach 

sona ta .  They used p i ano ,  o rgan ,  and g u i t a r  t o  create a  s t a t e l y ,  

c l a s s i c a l  sound t h a t  w a s  very  i n f l u e n t i a l  i n  t h e  e a r l y  seven- 

t ies.  (See t h e  sub - sec t ion  on P r o g r e s s i v e  Rock t o  fo l low. )  

* * *  

By t h e  end o f  t h e  s i x t i e s  t h e  c o u n t e r - c u l t u r e  w a s  i n  decay. 

Many of  t h e  prominent mus ic ians  became v i c t i m s  of t h e i r  own 
+ 

l i f e s t y l e .  I n  1969, Br i an  Jones ,  formerly  of  t h e  R o l l i n g  
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Stones ,  d i e d  under mys te r ious  c i rcumstances ;  i n  1970, J i m i  1 

Hendrix and J a n i s  J o p l i n  d i e d  o f  d rug  overdoses;  and, i n  1971, 
I 
! 

J i m  Morrison,  l e a d  s i n g e r  o f  t h e  Doors, a l s o  died.  E r i c  

Clap ton  and Johnny Winter  had become h e r o i n  a d d i c t s .  This  l i s t  

on ly  i n c l u d e s  w e l l  known f i g u r e s .  Many o t h e r ,  lesser-known 

ar t is ts  d i e d  o r  became drug c a s u a l t i e s .  I t  was a s i g n  of t h e  

t i m e s .  

5. Music o f  t h e  S e v e n t i e s  (1970-?) 

Compared t o  t h e  music o f  t h e  la te  s i x t i e s ,  t h e  music of  

t h e  s e v e n t i e s  has  been very c o n s e r v a t i v e .  Innova t ion  has  n o t  

been welcome excep t  i n  a very  fo rma l i zed  c o n t e x t  and music ians  

have s t u c k  t o  t e r r i t o r i e s  t h a t  have a l r e a d y  been explored .  

T h i s  f a i l u r e  o f  imagina t ion  can b e s t  be exp la ined  i n  terms o f  

t h e  d e c l i n e  o f  t h e  c o u n t e r - c u l t u r e  and t h e  g r a d u a l  resurgence  

o f  t h e  music i n d u s t r y ' s  o l i gopo ly .  

I n  t h e  l a t t e r  h a l f  of t h e  s i x t i e s ,  a s  mentioned above, 

v a r i o u s  mus ic ians  w e r e  forming groups around t h e  i d e a  t h a t  

t hey  would conduct  e x t e n s i v e  exper iements  w i t h  t h e i r  music. 

Some groups,  such as t h e  G r a t e f u l  Dead i n  San F ranc i sco  and 

t h e  Cream i n  London, had begun t o  use  t h e  s t r u c t u r e  o f  t h e i r  

songs  as s imply frameworks on which t h e y  p layed  j azz - l i ke  

improv i sa t ions  t h a t  bore  l i t t l e  resemblance t o  t r a d i t i o n a l  

rock 'n '  r o l l .  These exper iements  and numerous o t h e r s  were a l l  

p a r t  o f  a wave of c r e a t i v i t y  th roughout  t h e  youth c u l t u r e s  

of  America 'and England. 

By t h e  end o f  t h e  decade,  many prominent per formers ,  such 
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as E r i c  Clap ton ,  Van Morrison,  P e t e r  Townsend (of  the Who), 

J e f f  Beck and Ray Davies (of  t h e  Kinks) ,  w e r e  deve lop ing  

"mature" s t y l e s  i n  t h e  form o f  i n s t r u m e n t a l  v i r t u o s i t y  or  

p e r s o n a l  v i s i o n .  Other  p r e v i o u s l y  unknown mus ic ians ,  such as 

the Band, Credence Clearwater Reviva l ,  t h e  Allman Bro the r s ,  

J o e  Cocker, and Rod S tewar t ,  a l s o  came t o  prominence w i t h  

"mature" i n s t r u m e n t a l  o r  v o c a l  s t y l e s  and/or Dylanesque l y r i c s .  

While t h e  a r t i s t r y  o f  much o f  t h i s  work w a s  undeniab le ,  t h e r e  

was a tendency f o r  t h e  music t o  be  o v e r l y  concerned w i t h  

" s e r i o u s  a r t i s t i c  endeavor".  Excitement was r e p l a c e d  by a w e  

as t h e  a p p r o p r i a t e  audience  response and dancing w a s  r e p l a c e d  

by s i t t i n g  and watching.  (Some newly emerged groups,  such a s  

Santana,  t h e  Credence C lea rwa te r  Revival ,  and t h e  J. G e i l s  

Band worked a g a i n s t  t h i s  tendency by emphasizing h igh  energy 

dance rhythms, b u t  they  w e r e  i n  t h e  minor i ty .  ) Soon much of 

t h e  v i r t u o s i t y  devolved i n t o  s ter i le  formalism ( E r i c  Clapton)  

o r  s e l f - i ndu lgence  (Alvin  L e e )  and many o f  t h e  "mature" v i s i o n s  

decayed i n t o  s e l f - p i t y  o r  se l f -parody  ( t h e  Band). Th i s  b rought  

t h e  p e r i o d  o f  e x t e n s i v e  expe r imen ta t ion  t o  an end. 

Although many o f  t h e s e  performers  cont inued  t o  perform 

i n  t h e  s e v e n t i e s  and c r i t ics  cont inued  t o  look a t  rock music 

i n  t e r m s  of  " v i r t u o s i t y "  and " m a t u r i t y " ,  t h i s  p e r i o d  of  " f i n e  

a r t "  seems t o  have been t r a n s i t i o n a l .  By 1970, because  s o  

many had embraced an e s t h e t i c  t h a t  encouraged ind iv idua l i sm,  

t h e  music gcene w a s  s e r i o u s l y  fragmented. This  mus ica l  

f ragmenta t ion  p a r a l l e l e d  t h e  d i s i n t e g r a t i o n  of  t h e  counte r -  
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c u l t u r e .  

I t  was t o  t h i s  s o c i a l  d i s i n t e g r a t i o n  t h a t  t h e  popu la r  

mus ica l  s t y l e s  of  t h e  e a r l y  s e v e n t i e s  spoke. The primary 

concern of the audience  w a s  "The s i x t i e s  are over.  Where do 

w e  go from here?" The mus ica l  responses  t o  t h i s  q u e s t i o n  f e l l  

i n t o  two broad c a t e g o r i e s  which might be  c a l l e d  " r u r a l "  and 

"urban".  

a )  The Rura l  Escape 

I n c l u d i n g  bo th  count ry  rock and t h e  s inge r / songwr i t e r  

genre ,  t h i s  mus ica l  tendency can be t r a c e d  from e a r l y  1968 when 

Dylan r e l e a s e d  h i s  Nashvi l l e - recorded  John Wesley Hardinq 

which, w i t h  i t s  mus ica l  s i m p l i c i t y  and lack  of  e l e c t r o n i c  

e f f e c t s  d u r i n g  a p e r i o d  of extreme mus ica l  and e l e c t r o n i c  

complexi ty ,  w a s  s e e n  as an impor tan t  new d i r e c t i o n .  L a t e r  

t h e  same year t h e  Byrds went beyond Dylan' s s imple  arrangements 

and a c o u s t i c  sounds t o  a f u l l  blown coun t ry  s t y l e  on Sweethear t  

Of The Rodeo, t h e  f i r s t  country-rock album. These albums, 

a long  w i t h  t h e  Band's  Music From Big  Pink,  Van Morr i son ' s  

A s t r a l  Weeks, and Crosby, S t i l l s  and Nash's f i r s t  album, s t a k e d  

o u t  one of  t h e  major  mus ica l  d i r e c t i o n s  of t h e  n e x t  f i v e  o r  s i x  

years .  

A s  a metaphor,  t h e  use  of  a c o u s t i c  i n s t rumen t s  and t r a d i -  

t i o n a l  music s t y l e s  w a s  an  a f f i r m a t i o n  of America 's  r u r a l  p a s t .  . 
(The s t y l e  w a s  n o t  as popu la r  i n  England.) This  metaphor 

emerged a t e t h e  same t i m e  as a number of  h i p p i e s  from c o l l a p s i n g  

urban scenes  w e r e  moving t o  t h e  count ry  t o  set  up r u r a l  
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communes. The music he ld  a n o s t a l g i a  f o r  t h e  s i m p l e r  world 

t h a t  t h e s e  people  hoped t o  f ind.  

The r o o t s  of t h e  r u r a l  sound came from t h e  f o l k  rock and 

f o l k  music  gen res  ( i n  which many o f  the per formers  had previous-  

l y  worked) ,  as w e l l  as from white coun t ry  music  s t y l e s .  The 

image adopted  by many of t h e  performers  w a s  t h a t  o f  t h e  g r e a t  

symbol of  A m e r i c a ' s  p ionee r  and a g r a r i a n  p a s t :  t h e  cowboy (who 

a l s o  symbolized t h e  "out law",  a s  s een  on t h e  cover  o f  Crosby, 

S t i l l s ,  Nash and Young's Deja Vu album o r  t h e  ~ a g l e s '  Desperado 

album). 

The coun t ry  rock s t y l e  w a s  c e n t e r e d  i n  sou the rn  C a l i f o r n i a .  

The pr imary i n f l u e n c e  seems t o  have been t h e  Byrds'  Sweethear t  

O f  The Rodeo. Groups such as t h e   lying B u r r i t o  Bro the r s ,  t h e  

N e w  R ide r s  Of The P u r p l e  Sage, and l a t e r  t h e  Eagles ,  have 

c l e a r l y  b u i l t  upon t h e  musical  s y n t h e s i s  of  t h a t  album, mixing 

C a l i f o r n i a  f o l k  rock voca l s  wi th  c o u n t r y - s t y l e d  m a t e r i a l .  

By 1973, t h e  romant ic  cowboy-hippie image had evolved i n t o  

t h e  more s o p h i s t i c a t e d ,  b u t  a l s o  more s e n t i m e n t a l ,  b a r f l y  

cowboy - t h e  epitome o f  which i s  t h e  Eagles .  I n  t h e i r  l y r i c s  

an urban i n t e l l i g e n c e  bemoans t h e  problems of  contemporary 

s o c i a l  r e l a t i o n s .  The s i n g e r ' s  v o i c e  i s  i n v a r i a b l y  very 

c o n t r o l l e d  and i s  f i l l e d  w i t h  r e s i g n a t i o n .  

A s  count ry  rock h a s  cont inued t o  develop,  it has  become 

i n c r e a s i n g l y  s o p h i s t i c a t e d  and i n  t h e  work of a s i n g e r  such 

as Linda Rons tad t ,  t h e r e  i s  l i t t l e  t o  d i s t i n g u i s h  it from 

t r a d i t i o n a l  T in  Pan Al l ey  schmaltz.  

* * *  



The s inge r / songwr i t e r s  have a l s o  used t h e  i n s t rumen t s  

and mus ica l  forms o f  f o l k  music, b u t  t hey  have n o t  u s u a l l y  

adopted t h e  count ry  rocke r s '  modern c o u n t r y - s t y l e  arrangements.  

A s p a r e r  s t y l e  t h a t  emphasizes t h e  v o c a l  i s  g e n e r a l l y  p r e f e r r e d .  

I n f l u e n c e d  by Dylan, most s inge r / songwr i t e r s  w r i t e  about  t h e i r  

p e r s o n a l  response  t o  t h e  world i n  s imple ,  conven t iona l  forms. 

The ar t is t ' s  a t t r a c t i o n  l i e s  no t  i n  t h e  s t r e n g t h  of  t h e i r  

music o r  t h e i r  l y r i c s ,  b u t  i n  t h e i r  " a t t i t u d e "  towards t h e  

world. T h i s  i s ,  of course ,  expressed  i n  t h e i r  music, b u t  t h e  

adventurousness  of  J o n i  Mi t che l l  o r  Randy Newman i s  n o t  

r e q u i r e d  f o r  commercial success .  

M i t c h e l l ' s  c a r e e r  i s  otherwise  i n s t r u c t i v e ,  however. Like 

many s i n g e r / s o n g w r i t e r s  such as  Jackson Browne o r  P a u l  Simon, 

she began h e r  career as a fo lk-s inger .  I n  t h e  l a te  s i x t i e s  
, 

she  moved t o  Los Angeles (which i s  now t h e  home of  many o t h e r  

s i n g e r / s o n g w r i t e r s )  and recorded a series of  albums e x p r e s s i n g  

t h e  h i p p i e ,  f  lower-ch i ld  e thos .  With t h e  d e c l i n e  of  t h e  

c o u n t e r - c u l t u r e ,  t h e  s u b j e c t  m a t t e r  o f  h e r  songs became h e r  

i n a b i l i t y  t o  f i n d  l a s t i n g  s a t i s f a c t i o n  i n  h e r  r e l a t i o n s h i p s .  

H e r  problem u s u a l l y  r evo lves  around h e r  need f o r  s e c u r i t y  

(which s h e  s e e k s  i n  romant ic  love)  and h e r  d e s i r e  f o r  freedom. 

On Blue ( l 9 7 l ) ,  For  The Roses (1972) ,  and Cour t  and Spark (1974) 

she  exp lo red  t h i s  t o p i c  w i th  i n c r e a s i n g  pe rcep t ion .  

Other  prominent  s inge r / songwr i t e r s  i n c l u d e  t h e  p o e t  and 

n o v e l i s t ,  Leonard Cohen, who has o f f e r e d  a v i s i o n  i n  which some 

form o f  redemption i s  t h e  produc t  of  s u f f e r i n g  and decay; 
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N e i l  Young (a Canadian, a s  a r e  Mi t che l l  and Cohen) , who h a s  

exp lo red  t h e  d i s i n t e g r a t i o n  of s i x t i e s '  v a l u e s  i n  h i s  own 

expe r i ence ;  and James Taylor ,  whose world-weary vo ice  and 

r e s i g n e d  s t a n c e  seemed ve ry  a r t f u l  i n  t h e  e a r l y  s e v e n t i e s  (and 

now s e e m  merely s e l f - i n d u l g e n t ) .  

b )  The Urban Machine 

A t  t h e  beg inn ing  of t h e  decade, p a r a l l e l i n g  the " l a i d  

back", r u r a l  sounds,  w e r e  a couple of  very  electr ic,  "urban" 

s t y l e s  which w e  w i l l  c a l l  "heavy metal"  and " p r o g r e s s i v e  rock".  

I f  t h e  concern of count ry  rock and t h e  s inge r / songwr i t e r s  

w i t h  a g e n t l e r ,  r u r a l  s t y l e  expressed a d e s i r e  t o  escape  from 

p r e s e n t  r e a l i t i e s ,  heavy m e t a l '  s t e c h n o l o g i c a l  o v e r k i l l  

exp res sed  t h e  unpleasan tness  of  those  same r e a l i t i e s .  Whereas 

t h e  r u r a l  s t y l e s  spoke t o  t h e  world w i t h  a vo ice  f i l l e d  w i t h  

wea r ines s  and r e s i g n a t i o n ,  heavy metal responded t o  a d e s o l a t e  

urban landscape  w i t h  h y s t e r i a .  Based on twelve b a r  b lues  forms 

and making use  o f  b l u e s  g u i t a r  t echniques ,  it was performed 

a t  h igh  volumes, w i th  e x t e n s i v e  use of  e l e c t r o n i c  feedback 

and d i s t o r t i o n .  

The Eng l i sh  r & b  group, t h e  Yardbirds ,  who had h i g h l i g h t e d  

e l e c t r i f i e d ,  b l u e s  g u i t a r  s t y l e s ,  a r e  cons ide red  t h e  p r o g e n i t o r s  

o f  t h e  heavy me ta l  sound, a l though more immediate a n c e s t o r s  

i nc luded  t h e  C r e a m  and t h e  J e f f  Beck Group, bo th  of which 

f e a t u r e d  ex-Yardbirds g u i t a r i s t s .  The b a s i c s  of  heavy meta l  
fi 

were p r e s e n t  i n  t h e  l a t t e r  group,  an h y s t e r i c a l ,  h igh-p i tched  

vo ice  and g u i t a r  on t h e  s u r f a c e  of a  massive  a t t a c k  by drums 
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and bas s .  The r a t h e r  exper imental ,  i m p r o v i s a t i o n a l  format  

of t h e  C r e a m  w a s  fo rmul ized ,  i n  1968, by two C a l i f o r n i a  groups,  

t h e  Blue Cheer from San Francisco and t h e  I r o n  B u t t e r f l y  from 

Los Angeles,  who produced t h e  f i r s t  heavy me ta l  albums. (This  

fo rmul i z ing  o f  s i x t i e s  experiments c h a r a c t e r i z e s  much of t h e  

rock music o f  t h e  s e v e n t i e s . )  

The heavy m e t a l  s t y l e  w a s  not c o n s o l i d a t e d  on r eco rd ,  

however, u n t i l  1969, when Jimmy Page of  Led Zeppe l in ,  ano the r  

ex-Yardbirds g u i t a r i s t ,  developed a  very th ree-d imens iona l  

s t y l e  of  p roduc t ion  a p p r o p r i a t e  t o  t h e  genre ,  f u l l  o f  echo 

and sound a p p a r e n t l y  moving through g r e a t  spaces .  The 

p roduc t ion  on Beck's  albums, Truth (1968) and - O l a  (1969) sounds 

f l a t  by comparison. 

A t  t h e  same t i m e  a s  Page was p e r f e c t i n g  h i s  p roduc t ion  

t echn iques ,  v a r i o u s  o t h e r  groups,  i n f l u e n c e d  by C r e a m ,  were 

e x p l o r i n g  t h e  p o s s i b i l i t i e s  o f  heav i ly  a m p l i f i e d  b lues .  

Although Led Zeppel in  has  been by f a r  t h e  most s u c c e s s f u l  

group t o  work i n  t h i s  genre ,  a  number of t h e s e  groups and 

o t h e r  l a t e r  i m i t a t o r s  have m e t  wi th  success .  The Uni ted Kingdom 

has  produced Black Sabbath (from ~ i rmingham)  , Nazareth  (from 

S c o t l a n d ) ,  and Deep Purp l e ,  Uriah Heep, and Bad Company ( a l l  

from London) . 
The Stooges  and t h e  MC5, a l though they  ach ieved  very l i t t l e  

commercial s u c c e s s ,  are o f t e n  considered t o  be t h e  mas t e r s  of 

heavy m e t a k  i n  America. Both groups came from t h e  ~ e t r o i t  

area, which a l s o  produced Grand Funk   ail road, ~ m e r i c a ' s  
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most p o p u l a r  exponents ,  and t h e  Amboy Dukes. D e t r o i t  has been 

t h e  heavy me ta l  c a p i t a l  of America, b u t  groups from elsewhere ,  
- - 

such as Z Z  Top (from Texas ) ,  Aerosmith ( f rom Boston) and t h e  

James Gang (from Cleveland)  , a l s o  deserve  mention. Vancouver, 

Canada, has  produced two of  t h e  most commercial ly s u c c e s s f u l  

groups i n  t h i s  genre ,  Bachman-Turner Overdr ive ,  who had a 

number of  h i t  s i n g l e s  i n  t h e  mid-sevent ies ,  and H e a r t ,  t h e  on ly  

prominent heavy m e t a l  group wi th  a woman v o c a l i s t ;  

Although possessed  of a s o l i d ,  r e g u l a r  b e a t ,  heavy meta l  

does n o t  make very good dance music because it is  u s u a l l y  

o p p r e s s i v e l y  slow. The inexorab le ,  p lodding  rhythm t e n d s  t o  

make movement d i f f i c u l t .  Emotional i n t e n s i t i e s  are produced 

by c o n f r o n t i n g  screaming and moaning g u i t a r s  and voca l s  w i th  

t h e  ex t remely  loud ,  o f t e n  p a i n f u l ,  rhythmic a s s a u l t  by b a s s  

and drums. The i r  rhythmic r e g u l a r i t y  is s o  u n r e l e n t i n g  t h a t  

t hey  imply a t o t a l l y  d e t e r m i n i s t i c  environment i n  which t h e  

" v o i c e s "  of  t h e  g u i t a r  and v o c a l i s t ,  even though d r i v e n  t o  

h y s t e r i a ,  have no e f f e c t .  The s u b j e c t  m a t t e r  of t h e  l y r i c ,  

because it is  almost  i n v a r i a b l y  sung w i t h  an emotional  

i n t e n s i t y  which i s  g r e a t e r  t h a n  it w a r r a n t s ,  i s  u s u a l l y  rend- 

e r e d  i r r e l e v a n t .  

I n  t e r m s  of t h e  q u e s t i o n ,  mentioned above, t o  which music 

of t h e  e a r l y  s e v e n t i e s  w a s  addressed - "The s i x t i e s  a r e  over.  

Where do w e  go from here?"  - heavy m e t a l ' s  answer w a s  de spa i r .  

I t  gave i t s  audience a mus ica l  exper ience  of  hope lessness  i n  * 
t h e  face of  overwhelming, impersonal  power. 
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P rogress ive  rock w a s  a c lose  s p i r i t u a l  r e l a t i v e  of  heavy 

metal ,  b u t  whereas heavy metal was usual ly  based on b l u e s  forms, 

p rogress ive  rock took c l a s s i c a l  music a s  i t s  p o i n t  of  departure .  

The h ighly  ampl i f ied  e l e c t r i c a l  sound, making ex tens ive  use of 

organs and keyboard syn thes ize r s ,  produced an oppressive 

" e c c l e s i a s t i c a l "  f e e l i n g  evocative of medieval church music 

wi th  i t s  a t t e n d a n t  g u i l t  and r e l i g i o u s  hierarchy.  The sound 

was much more popular  i n  England and c o n t i n e n t a l  Europe 

( p a r t i c u l a r l y  Germany) than i n  America which produced no 

progress ive  rock groups of note dur ing  t h e  e a r l y  seven t i e s .  

The vocals  of t h e  "progressive" groups were l e s s  h y s t e r i -  

c a l  than those  of t h e  heavy metal groups, which meant t h a t  

more emphasis was p laced  on t h e i r  content .  Lush, ove r r ipe  

imagery was used t o  descr ibe  apocalypt ic  carnage o r  t o  evoke 

s t a t e l y ,  c l a s s i c a l  worlds populated with f a i r y  t a l e  k ings ,  

wizards,  and p r incesses .  Narrat ive was i r r e l e v a n t ,  however. 

The l y r i c s '  impact w a s  derived t o t a l l y  from t h e  r i chness  o f  i t s  

imagery and t h e  s t a t e l y ,  but melodramatic, s t y l e  favored by t h e  

v o c a l i s t s .  

Prominent groups working i n  t h i s  s t y l e  were King Crimson, 

Yes, and Emerson, Lake and Palmer. 

* * *  

Heavy meta l  and progressive rock gained access  t o  a l a r g e  

audience i n  America pr imar i ly  through FM a i rp lay .  When, i n  

1972, F M  s t a t i o n s  had adopted a v a r i a n t  of the  AM format with 

high p ressu re  a d v e r t i s i n g ,  l imi ted  p l a y l i s t s  and a genera l  lack 
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of  adventurousness ,  it w a s  no l o n g e r  p o s s i b l e  t o  b reak  i n  a new 

group o r  s t y l e  over  F M  radio .  Those acts t h a t  were a l r e a d y  

popu la r  w e r e  g iven  precedence o v e r  new s t y l e s .  I t  w a s  d u r i n g  

t h i s  p e r i o d  t h a t  " g l i t t e r " ,  a s t y l e  t h a t  w a s  a l r e a d y  popula r  

i n  England, w a s  a t t empt ing  t o  e n t e r  t h e  American market.  With- 

o u t  r a d i o  exposure ,  it w a s  l a r g e l y  ignored .  I n  England, such 

per formers  as T. Rex, Slade and David B o w i e  became enormously 

s u c c e s s f u l ,  b u t  on ly  Bowie had even minor succes s  i n  America. 

I f  heavy me ta l  and p rog res s ive  rock exp res sed  h e l p l e s s n e s s  

b e f o r e  t h e  r e l e n t l e s s  "machine", g l i t t e r  exp res sed  an amoral 

ou t rageousness  - a s o r t  of  r e v e l l i n g  i n  decadence. This  w a s  

b e s t  exempl i f i ed  by Bowie, who developed a series o f  ex t rava-  

g a n t  se l f - images .  A f t e r  spending t i m e  model l ing  h imse l f  a f t e r  

G r e t a  Garbo and Lauren Bacal l ,  i n  1972 he developed t h e  image 

of  Ziggy S t a r d u s t ,  a b i sexua l  space  a l i e n  who becomes a 

rock '  n '  r o l l  messiah. H i s  c lo se  cropped h a i r  s t y l e  was borrowed 

from t h e  m i d - s i x t i e s  mod and h i s  costumes showed an i n f l u e n c e  

o f  t h e  dandyism o f  Carnaby Street,  b u t  bo th  h a i r  (which he  dyed 

r e d )  and costumes went f a r  beyond t h e s e  sou rces .  

During t h i s ,  p e r i o d ,  Bowie produced a series o f  concept  

albums, The R i s e  and F a l l  of Ziggy S t a r d u s t  and t h e  Sp ide r s  

From Mars (1972) ,  Alad in  Sane (1973) and Diamond Dogs (1974),  - 
each o f  which developed a more d e s p a i r i n g  and n i h i l i s t i c  

v i s i o n  than  t h e  p rev ious  one. By 1975 g l i t t e r  w a s  d e c l i n i n g  

i n  populari , ty even i n  England. Bowie sough t  an image of even 

g r e a t e r  decadence and f l i r t e d  b r i e f l y  w i t h  Nazism. 
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Most of h i s  albums s ince  t h e  mid-seventies have contained 

an i n t e r e s t i n g  song o r  two o r  some i n t e r e s t i n g  mood music, 

b u t  have benera l ly  lacked any o v e r a l l  sense  of purpose. 

Although g l i t t e r  was not p a r t i c u l a r l y  popular i n  America, 

such a c t s  a s  Lou Reed and the New York Dolls  gained c u l t  

fol lowings by working i n  a v a r i a n t  of  t h e  s t y l e .  Both a c t s  

borrowed elements of t h e i r  s t a g e  i d e n t i t i e s  from heroin  a d d i c t s  

and t r a n s v e s t i t e s  r a t h e r  than from t h e  dandyism of t h e  Engl ish  

and both a c t s  were popular  i n  New York City.  Nei ther ,  however, 

were a b l e  t o  break through t o  a wider audience.  

Some prominent a c t s  of t h e  s e v e n t i e s ,  such a s  t h e  Rol l ing  

Stones,  Rod Stewart  and Elton John, a l s o  adopted t h e  t rappings  

of g l i t t e r ,  bu t  t h e i r  musical success  was n o t  based on t h i s  

s t y l e .  

c )  The Rise Of The New Schmaltz 

I n  t h e  e a r l y  s e v e n t i e s ,  most rock music t h a t  could be 

heard on t h e  r a d i o  was played on FM s t a t i o n s .  Meanwhile, AM 

s t a t i o n s  concentrated on heavi ly  o r c h e s t r a t e d  s o u l  b a l l a d s  

(which we w i l l  d i scuss  below i n  t h e  s e c t i o n  on "disco")  and 

a brand of ul t ra-pop t h a t  was apparent ly  aimed a t  a pre- teen 

audience. A l l  t h e  popular  ul t ra-pop a c t s ,  such as  t h e  Osmonds, 

David Cassidy, t h e  Carpenters and t h e  Jackson Five,  s t r e s s e d  

t h a t  they were musical fami l ies .  (Cassidy was p a r t  of "The 

P a r t r i d g e  ~ a m i l y "  on TV.)  The Osmonds a l s o  s t r e s s e d  t h a t  they 

were devout Mormons. 



Page 2 0 3  

The p o p u l a r i t y  o f  such " s t a r s "  a s  Cassidy o r  Donny Osmond 

seemed t o  be  based p r i m a r i l y  on t h e  fact  t h a t  t hey  w e r e  "cu te"  

and c l ean -cu t ,  a l t hough  t h e  Jackson F ive ,  a b l ack  s i n g i n g  

,, group,  w e r e  n o t  on ly  c u t e ,  b u t  a l s o  t a l e n t e d  s o u l  s i n g e r s .  

During t h e  l a te  s i x t i e s  and e a r l y  s e v e n t i e s  it had been 

p o s s i b l e  f o r  rock groups t o  ach ieve  widespread s u c c e s s  w i thou t  

h i t  s i n g l e s  on AM r a d i o ,  b u t  by 1973, t h i s  w a s  no l o n g e r  p o s s i -  

b l e  because ,  as mentioned above, most of  t h e  s m a l l  d a n c e h a l l s  

had c l o s e d  down and FM r a d i o  had adopted a modif ied AM format  

w i t h  l i m i t e d  p l a y  l is ts  t h a t  favored  "known" artists.  I n  

response  t o  t h e s e  new c i rcumstances ,  rock per formers  a t  f i r s t  

developed formul ized  v e r s i o n s  o f  t h e  popu la r  underground 

s t y l e s  o f  t h e  e a r l y  s e v e n t i e s .  Such groups as Bachman-Turner 

Overdr ive  (BTO) and t h e  Eagles  each  had a series o f  h i t s  w i t h  

formul ized  v e r s i o n s  of heavy m e t a l  and count ry  rock r e s p e c t i v e -  

ly .  BTO had such h i t s  as "Takin'  C a r e  Of Business"  ( l 9 7 3 ) ,  

"You Ain' t Seen Nothing Yet" (1974) and "Let  I t  Ride" (1975). 

The Eag le s '  h i t s  i nc luded  "Take I t  Easy" (1972) ,  "Desperado" 

( l 9 7 3 ) ,  "Lyin '  Eyes" (1975) and "Take I t  To The L i m i t "  (1976).  

The f i r s t  a r t i s t  t o  c l e a r l y  unders tand and c a p i t a l i z e  on 

t h i s  s h i f t  i n  t h e  music i n d u s t r y ,  however, w a s  s o n g w r i t e r  and 

per former  E l t o n  John who mixed t h e  v a r i o u s  s t y l e s  o f  t h e  f i f -  

t i es  and s i x t i e s  f o r  a s t r i n g  o f  t o p  t e n  h i t s .  " c r o c o d i l e  

Rock" (1972) and "Bennie And The Jets" (1974) bo th  showed a 

r o c k a b i l l y  i n f l u e n c e ,  t h e  i n f l u e n c e  of t h e  S tones  could  be  

hea rd  on "Sa turday  N i g h t ' s  A l r i g h t  For  ~ i g h t i n g "  (1973) and 
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"The B i t c h  Is Back" (1974) ,  and "Lucy I n  The Sky With Diamonds" 

(1974) and " P i n b a l l  Wizard" (1975) had p r e v i o u s l y  been h i t s  

f o r  t h e  Beatles and t h e  Who. H e  a lso w r o t e  a  number o f  b a l l a d s  

t h a t  w e r e  h i t  s i ng l e s .  y 

E l t o n  John t r e a t e d  rock music n o t  as p a r t  o f  t h e  s o c i a l  

f a b r i c  o f  a youth  c u l t u r e  (which had been t h e  view o f  many 

"underground" musicians) , b u t  r a t h e r  as "mere" ( o r  perhaps  

"pure" en te r ta inment .  By 1975, many o t h e r  per formers ,  managers 

and producers  were apply ing  a s i m i l a r  a t t i t u d e  t o  t h e i r  own 

c r e a t i o n s .  They too viewed rock music as e n t e r t a i n m e n t ,  b u t  

whereas John,  as unadventurous as he  w a s ,  had remained f a i r l y  

t r u e  t o  h i s  i n s p i r a t i o n s ,  o t h e r  per formers  sweetened and tamed 

t h e i r  s t y l e s  i n  a t tempts  a t  commercial success .  A s  w e  have 

d i s c u s s e d  i n  ou r  s e c t i o n  on t h e  music i n d u s t r y  of  t h e  s e v e n t i e s ,  

music came t o  be  cons t ruc t ed  around a series of formulas:  

i d i o s y n c r a t i c  o r  immediately r ecogn izab le  v o i c e s ,  s t r o n g  v i s u a l  

appea l  and heav i ly  c o n t r i v e d  produc t ion .  

I t  i s  n o t  c l e a r  who p o s t e r i t y  w i l l  c o n s i d e r  t h e  b e s t  

a r t i s ts  o f  t h i s  per iod,  b u t  t h r e e  of  t h e  b e s t  s e l l i n g  a c t s  have 

been Rod S tewar t ,  Paul  McCartney' s Wings and Linda Ronstadt .  

The most s u c c e s s f u l  of  the i d i o s y n c r a t i c  vo i ces  was probably 

S t e w a r t ,  who had been a rock s i n g e r  i n  t h e  s i x t i e s  and e a r l y  

s e v e n t i e s ,  b u t  had switched t o  schmal tz  by 1975. T h e r e a f t e r  

he  had a s t r i n g  of  h i t s  i n c l u d i n g  " ~ o n i g h t ' s  The Night" (19761, 

"You're In,My ~ e a r t "  (1977) and "I Was Only Joking" (1978) 

The group Wings has  been j u s t  a f r o n t  f o r  McCartney, who 



has w r i t t e n  and produced t h e i r  songs as w e l l  as s i n g i n g  them. 

H i s  vo i ce  i s  n o t  p a r t i c u l a r l y  i d i o s y n c r a t i c ,  b u t  it i s  immed- 

i a t e l y  r ecogn izab le  (because of  h i s  former connec t ion  w i t h  t h e  

B e a t l e s ) .  H i s  m a t e r i a l  has i n v a r i a b l y  been w e l l  produced and 

h i s  songwr i t i ng  shows him ( l i k e  E l t o n  John) t o  be  t h e  master 

of  a wide range of s t y l e s .  ( H i s  songs are o f t e n  f lawed,  how- 

eve r ,  by e x c e s s i v e  s e n t i m e n t a l i t y  and a p e r v a s i v e  c h i l d i s h n e s s .  

This  l a c k  o f  consequence i s  ano the r  c h a r a c t e r i s t i c  McCartney 

s h a r e s  w i t h  John.)  Although McCartney i s  capable  o f  w r i t i n g  

rock songs,  such as " Je t "  (1974) and " J u n i o r ' s  Farm" (1975) ,  he 

has  tended s i n c e  1975 t o  favor s e n t i m e n t a l  schmal tz  such a s  

" S i l l y  Love Songs" (1976) ,  "Maybe I ' m  Amazed" (1977) and "With 

A L i t t l e  Luck" (1978).  

A l l  t h r e e  of  t h e  b a s i c  formulas (vo ice ,  appearance and 

produc t ion)  have been brought t o g e t h e r  i n  t h e  marke t ing  o f  

Linda Ronstadt .  She possessed a b e t t e r  t han  average  v o i c e  and 

a commoditizable appearance,  and has  been a r ranged  and 

produced by an imag ina t ive  West Coast  producer ,  P e t e r  Asher. 

The r e s u l t  h a s  been s p e c t a c u l a r  succes s  w i t h  s o f t - c o r e  porn 

album covers  and.  a powerful ,  b u t  unfocused music - unfocused i n  
" 

,- 

t h e  s e n s e  t h a t  h e r  v o c a l s  lack conv ic t ion  abou t  any th ing  i n  

p a r t i c u l a r .  Every th ing  sounds l i k e  i t  w a s  s imply done a t  t h e  

b idd ing  o f  h e r  producer .  Her h i t s  have inc luded  "You' re No 

Good" ( l 9 7 5 ) ,  "When W i l l  I Be Loved" (1975) and " ~ l u e  ~ a y o u "  

Much, a l t hough  n o t  a l l ,  o f  t h e  m a t e r i a l  o f  S t ewar t ,  
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McCartney and Ronstadt  f a l l s  i n t o  t h e  ca t ego ry  o f  schmal tz  

(which w e  desc r ibed  i n  a p rev ious  s e c t i o n  as music which 

d e r i v e s  i t s  main emotional  impact  from exaggera ted  emotion 

or  melodrama, un l ike  rock which d e r i v e s  i t s  impact  from i t s  

rhythmic momentum and t h e  c o n v i c t i o n  o f  i t s  v o c a l ) .  Although 

t h e s e  a r t i s t s  were more s u c c e s s f u l  w i t h  t h i s  s o r t  of  m a t e r i a l  

t han  w e r e  most performers ,  t h e i r  use  o f  schmal tz  w a s  i n  no 

o t h e r  s e n s e  a t y p i c a l .  Each y e a r  from 1974 t o  1978 w a s  domin- 

a t e d  by formulaic  schmal tz ,  such as Barry  Manilow's "Mandy" 

(1975) ,  Chicago 's  " I f  You Leave M e  Now" (1976) ,  E r i c  Carmen's 

" A l l  By Myself" (1976) and Debby Boone's "You Light  Up My L i f e"  

(1977).  I n  t h i s  s ense ,  t h i s  p e r i o d  b o r e  a s t r o n g  s i m i l a r i t y ,  

mus i ca l ly ,  t o  t h e  p e r i o d  w e  c a l l e d  r o c k ' s  Counter-Reformation 

(1959-1963). 

Each pe r iod  a l s o  spawned a dance c r a z e ,  t h e  second of  

which w e  w i l l  d e a l  w i th  i n  t h e  fo l lowing  subsec t ion .  

d )  Disco And I t s  Roots 

I n  t h e  l a t e  s i x t i e s ,  a W e s t  Coast  p roducer  and performer  

named S l y  Stone developed a f u s i o n  of  rock i n s t r u m e n t a t i o n  and 

s o u l  music, whidh r ep l aced  s o u l '  s s t a n d a r d  r i f f i n g  horns  w i t h  
193 

wah wah g u i t a r  and e l e c t r i c  p iano.  H e  combined t h i s  wi th  

compel l ing dance rhythms and chanted  voca l s  on a s e r i e s  o f  h i t s ,  

i n c l u d i n g  "Dance To The Music" (1968) , "Everyday people"  (1968) 

and " I  Want To Take You Higher'' (1969) .  ( H i s  performance o f  

t h e  latte;  song was one o f  t h e  h i g h l i g h t s  of t h e  Woodstock rock 

f e s t i v a l .  ) H i s  album There ' s  A R io t  Goin' On (1971) in t roduced  
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l y r i c s  about  g h e t t o  l i f e  t o  s o u l  music and i n f l u e n c e d ,  among 

o t h e r s ,  Norman W h i t f i e l d ' s  work w i t h  t h e  Temptations and some 

of  C u r t i s  Mayf ie ld ' s  work, such as "F redd ie ' s  Dead" (1972).  

S t o n e ' s  work w a s  one o f  t h e  t h r e e  main i n f l u e n c e s  on b l a c k  

music of t h e  s e v e n t i e s .  The second major i n f l u e n c e  w a s  t h e  

s t y l e  o f  a r r a n g i n g  and produc ing  developed i n  P h i l a d e l p h i a ,  by 

Thorn B e l l  and t h e  team o f  Kenny Gamble and Leon Huff. 

With t h e  d e c l i n e  o f  b l a c k  power, i n  t h e  l a te  s i x t i e s ,  b l ack  

music had headed f o r  t h e  "middle of  t h e  road".  S e l f - c o n f i d e n t  

gospe l  s t y l e s  w e r e  r e p l a c e d  by syrupy b a l l a d s  t h a t  r e q u i r e d  a 

d i f f e r e n t  s o r t  of  i n s t r u m e n t a l  con tex t .  S t a r t i n g  w i t h  a 

mastery  of  t h e  p roduc t ion  s t y l e  developed a t  Motown, Gamble, 

Huff and B e l l  l e a r n e d  how t o  add a w a l l  o f  o r c h e s t r a t i o n  wh i l e  

s t i l l  emphasizing t h e  rhythmic bottom. This  can be  hea rd  on 

songs such as t h e  0 ' ~ a y s '  "Back S tabbers"  (1972) and "Love 

Tra in"  ( l 9 7 3 ) ,  which w e r e  bo th  produced by Gamble and Huff. 

( B e l l  c o n t r i b u t e d  t h e  arrangement  on t h e  former song.)  I n  

t e r m s  o f  l y r i c a l  c o n t e n t ,  B i l l y  P a u l ' s  romant ic  "Me And M r s .  

Jones"  (1972) o r  t h e  Three Degrees '  "When W i l l  I See You Again" 

(1974) w e r e  more. t y p i c a l  o f  P h i l a d e l p h i a  s o u l .  

The t h i r d  major  i n f l u e n c e  on b l ack  music i n  t h e  s e v e n t i e s  

w a s  t h e  ex t remely  rhythmic s t y l e  of  dance music produced by 

James Brown and h i s  band. Brown had i n f l u e n c e d  t h e  development 

of s o u l  music i n  t h e  e a r l y  s i x t i e s ,  he i n f l u e n c e d  t h e  music of  

S l y  Stone apd he a l s o  i n f l u e n c e d  c o u n t l e s s  b lack  dance bands 

th roughout  t h e  s i x t i e s  and s e v e n t i e s .  Brown's music emphasized 

rhythm t o  t h e  e x t e n t  t h a t  h i s  songs had a lmost  no melody and 



when, around 1974, t h e  d i sco theques  s t a r t e d  look ing  f o r  

rhythmic music t h a t  encouraged dancing,  Brown' s work s t o o d  

as an a lmos t  s c i e n t i f i c  e x p l o r a t i o n  of the t e r r i t o r y .  H e  w a s  

unable  t o  c a p i t a l i z e  on d i sco ,  however, because  o f  t h e  rawness 

o f  h i s  v o c a l  s t y l e  (and a l s o ,  perhaps ,  because h i s  rhythms 

sounded s o  p h y s i c a l ) .  The d i sco theques  sought  music t h a t  

evoked a l u s h ,  romant ic  f an t a sy l and ,  which Brown's work d i d  

n o t  do. 

The t y p i c a l  d i s c o  song mixed a chanted v o c a l  a la  S l y  

Stone,  t h e  l u s h ,  h e a v i l y  o r c h e s t r a t e d  p roduc t ion  o f  P h i l a d e l p h i a  

s o u l ,  and a rhythmic bottom t h a t  showed t h e  i n f l u e n c e  of  Brown, 

b u t  w a s  much more mechanical.  The rhythms, a l t hough  compell ing,  

u s u a l l y  sounded as though they had been p l ayed  by machines 

r a t h e r  t h a n  humans, and y e t  because t h i s  mechanical  p u l s e  was 

s o  unvary ing ly  r e g u l a r ,  it made t h e  environment o f  t h e  d i sco-  

theque somehow r e a s s u r i n g .  

The o r c h e s t r a l  p roduc t ion  s t y l e  added an a r t i f i c i a l  

grandeur  t o  t h e  emotions and e v e n t s  ( u s u a l l y  romant ic )  con ta ined  

i n  t h e  l y r i c s  and, thereby ,  r e i n f o r c e d  t h e  f a n t a s y l a n d  a s p e c t  

of t h e  d i sco theque .  

Many o f  t h e  e a r l y  d i s c o  h i t s  came from t h e  b l a c k  v o c a l  

groups produced by Gamble and Huff and Thom B e l l ,  such a s  t h e  

0' J a y s ,  t h e  Sp inne r s  and t h e  S t y l i s t i c s  o r  from t h e  per formers  

working f o r  t h e  Miami-based TK l a b e l  (and i t s  s u b s i d i a r i e s ) ,  

such as Be$ty Wright,  George McRae, Gwen M c R a e  and KC and t h e  

Sunshine Band. Another l a b e l ,  Casablanca, g r a d u a l l y  became 
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t h e  number one d i s c o  l a b e l ,  however, l a r g e l y  through t h e  

impor t a t ion  of European d i s c o  r eco rds .  I n  Europe, d i sco theques  

had been popular  f o r  y e a r s  and many European a r t i s t s  produced 

r eco rds  f o r  t h i s  market. Casablanca imported t h e  b e s t  of  

t h e s e ,  i nc lud ing  work by Donna Summer ( t h e  b i g g e s t  b lack  s t a r  

t o  emerge from d i s c o ) ,  San ta  Esmeralda, and Giorgio Moroder 

(who a l s o  produced f o r  Summer). Casablanca a l s o  had success  

wi th  American a c t s ,  such a s  t h e  Pa r l i amen t s  and t h e  V i l l a g e  

People. 

Once d i s c o  had become f i r m l y  e s t a b l i s h e d ,  a number of wh i t e  

performers ,  who had had h i t s  i n  o t h e r  genres ,  such a s  t h e  B e e  

G e e s ,  Fleetwood Mac, Boz Scaggs and Rod S tewar t ,  adopted t h e  

d i s c o  bea t .  The most s u c c e s s f u l  o f  t h e s e  performers w e r e  t h e  

B e e  G e e s ,  who d i d  t h e  movie soundtrack album Saturday Niqht 

Fever (1977) which became, as w e  mentioned earl ier ,  t h e  

" b i g g e s t  g ross ing  album i n  t h e  h i s t o r y  of  t h e  record ing  
195 

indus t ry" .  

A t  t h e  t i m e  t h a t  t h i s  t h e s i s  i s  be ing  w r i t t e n  (1979) ,  

d i s c o  remains a very popular  s t y l e  of music. 
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