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Introduction

Academic library collection development has an inertia of its 
own which is aided and abetted by the academic librarian’s 
preconceived predilections, conservative training, and book- 
oriented practical experience. Add to this the tacit (if not con
scious) support of an academically conservative, culturally 
elitist faculty on most campuses, and one can readily see the 
reason why popular culture proponents receive little support 
from academic librarians in building collections of popular 
culture materials.

-Wayne A. Wiegand1

Effective library service should be guided by two fundamental 
principles. First, the general educational interests of contemporary 
men and women are inner-directed. Although undeniably in
fluenced by public schooling, churches, and other socializing agen
cies, individual learning pursuits warrant access to an unrestricted 
store of information. Second, libraries ought to provide the broadest 
spectrum of materials to encourage the public to perceive the library 
as a reasonable and reliable source for all information needs.

In Western society, learning has moved forward along an educa
tional path bounded by two contrasting philosophies about each 
citizen’s capacity to improve his or her own knowledge. Those who 
knew what should be learned established rigidly prescriptive 
instructional systems which attempted to ensure that only “proper”

A portion of this commentary was originally prepared by B. Lee Cooper for 
presentation at the 1980 Annual Convention of the American Library Association 
in New York City under the title “Providing Information Services for Young 
Adults: The Popular Culture Challenge for Librarians. ” Reprint permission granted 
by the author.

1
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items of information would be available for human consumption. 
This paternalistic prior censorship allegedly spawned such social 
benefits as religious purity, political stability, and social continuity. 
On the other hand, those who believed that no single body of 
knowledge was absolutely indispensable to humanity’s develop
ment championed varying forms of individualistic intellectual anar
chy as an.educational tonic to cure existing social and political ills. 
Theoretically, the result of fostering uncoerced thought patterns 
would be a more humanistic orientation toward community life.

Somewhere between these two philosophical extremes, librarian- 
ship has emerged during the past century as an independently func
tioning educational profession. Dedication to the expansion of per
sonal intellectual horizons, rather than to the perpetuation of any 
single learning orthodoxy, is the cornerstone of information ser
vices in a free society. Most librarians consider both political cen
sorship and intellectual anarchy equally detrimental to personal 
development. Librarians are champions of accumulating, organiz
ing, preserving, and circulating all forms of information. They are 
neither value-free nor propagandistic, but remain firmly committed 
to the principle that all materials required to foster reflective 
thought and generate effective decision making must be readily 
available to all patrons.

Librarians are freelance academicians. They owe primary alle
giance to managing information from all academic disciplines that 
will further the pursuit of individual learning and personal satisfac
tion. The link between librarianship and popular culture exists in 
the changing interest profiles and thought patterns of contemporary 
Americans. It is undeniable that “new” information resources are 
constantly sought by individuals and groups of students, scholars, 
housewives, businesspeople, and others. They make ever-broaden- 
ing requests for information about subjects related to television, 
science fiction, motion pictures, comic books, and popular music. 
Librarians must be prepared to provide assistance to persons mak
ing inquiries about popular culture topics-yet, by training, they are 
often ill-equipped to cope with information needs in such nontradi- 
tional resource areas.2

Ignoring the precise, technical language of either formal learning 
theories or psychological modes of perception, we can depict the
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mind of a contemporary citizen as a combination of factual and 
fictional orbits. For the sake of discussion, these two orbits can be 
separated by definition; however, they invariably function concur
rently. The factual portion of this dual mental model is informed by 
a variety of readily identifiable sources. Among these are: current 
and historical events, reference books, weekly news magazines, 
newspapers, radio news, television reports, and documentary films. 
Obviously, the sources within this factual realm are not isolated. 
They interact to reinforce, clarify, enlarge upon, and define individ
ual understanding of ideas and events.

The other half of this perceptual model is the fictional realm. 
This area is also informed by a series of commonly available in
formation sources that include: fictional tales, historical novels, 
satirical magazines, comic books, popular songs, science fiction 
stories, radio and television shows, and motion pictures. As in the 
case of the factual realm, there is duplication and interaction among 
images in each of these fictional items.

The ideas illustrated in Figures 1 and 2 are neither new nor 
startling. But if we are to conceive and deal constructively with the 
fundamental challenge of popular culture information to traditional 
librarianship, it is necessary to highlight those information re
sources that affect contemporary thought. On any major social or 
political issue, there is immediate integration among factual and 
fictional materials (see Figure 3). Popular culture is dominated by 
the resulting interactions of elements from within each realm. What 
happens to a viewer’s thought patterns when documentary films of 
the Persian Gulf War are mixed with WTBS reruns of John Wayne’s 
World War Π motion pictures? How about when historical mono
graphs and biographies of Henry Ford’s automobile empire are 
combined with historical novels about the social, sexual, and politi
cal exploits of Detroit’s automotive executive classes? Or when 
radio and television news reports of Los Angeles police racism 
occur adjacent to lilly-white daytime soap operas, black-oriented 
situation comedies, and evening dramas about salt-and-pepper po
lice patrol teams? One might wish to assert that everyone knows the 
difference between fact and fiction. But this is only partially true. 
What is certain, though, is that modem people learn from each 
realm. And the interactions of fact and fantasy found in movie
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FIGURE 1

reviews, political cartoons, popular songs, speculation fiction, and 
other forms of fact/fiction combinations illustrate the mind’s mag
nificent capability to assimilate information from all sorts of liter
ary, auditory, and visual formats.

Providing information services with popular culture resources 
should be conceived as a dual concept relating to functional design 
in resource acquisition and to anticipated client needs. These two 
elements must correlate to a high degree if the public-real and 
potential library patrons-is to be satisfied. Increasing public interest
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FIGURE 2

in popular culture materials dictates that librarians assemble accu
mulation and delivery systems that are specifically designed to meet 
these needs. Undeniably, the new kinds of information being re- 
quested-an issue of Fantasy and Science Fiction, a videotape of a 
recently televised program, recordings of a series of protest songs, a 
copy of a Marvel comic book, or an anthology of speculative writ
ings about the American Tricentennial-are extremely challenging. 
Rather than adapting to this growing demand for nontraditional 
materials, some librarians might be tempted to argue that, since
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FIGURE 3

better and more conveniently packaged cultural resources are be
coming more costly to acquire, current library collections should 
not be diluted at this time by adding socially questionable, “fad
dish” popular culture items. Yet such a purchasing stance denies the 
fundamental premise that underlies a democratic information ser
vices philosophy. Those items desired and utilized by a public that 
the library is attempting to serve should guide its acquisitions 
policy.
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Librarians have an obligation to help people establish their own 
perspectives on life, especially during an age when reliance on the 
authority of tradition has been replaced by rampant public skepti
cism. This is certainly not a new quest. What is new, though, is the 
availability of such widely varied types of intellectual stimuli. The 
human mind is a marvelous instrument. It constructs reality in indi
vidualistic patterns from a multiplicity of external materials and spe
cific experiences. As a major source of general information service, 
the library should be responsive to all forms, stages, and reasons for 
intellectual development. It is logical for a student patron to shift her 
requests from a play by William Shakespeare to a recording by Bob 
Dylan, or to seek materials comparing Henry David Thoreau’s nine
teenth-century tract on Civil Disobedience with either Martin Luther 
King’s “Letter from a Birmingham Jail” or Muhammed Ali’s refusal 
to participate in the Vietnam War. Neither time nor resources are 
static in an authentic learning environment.

If librarians are to succeed in providing present and potential 
patrons with comprehensive information services, they must collect 
and circulate popular culture materials. It is regrettable that so few 
libraries can currently be cited as models for offering such services 
or resources. The ideas that shape future generations will continue 
to be spawned through the interaction of both traditional and non- 
traditional learning materials. Neither culture censors nor academic 
anarchists offer suitable keys to unlock intellectual doors to visions 
of alternative futures. Librarians are obligated to assist individuals 
in their never-ending search for self-knowledge and social truth. It 
is a prized position, even though it may lack requisite compensation 
in terms of both financial reward and social recognition. The need 
for competent, flexible, energetic, creative thinkers in library work 
is greater today than ever before.3

NOTES

1. Wayne A. Wiegand, “The Academic Library’s Responsibility to the Re
source Needs of the Popular Culture Community,” in Twentieth-Century Popular 
Culture in Museums and Libraries, ed. Fred E. H. Schroeder (Bowling Green: 
Bowling Green State University Popular Press, 1981), pp. 195-196.

2. Ray B. Browne, “Libraries at the Crossroads: A Perspective on Libraries 
and Culture,” Drexel Library Quarterly XVI (July 1980): pp. 12-23; B. Lee
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Cooper, “William L. Schurk-Audio Center Director: A Close Encounter with a 
Librarian of a Different Kind,” and “An Opening Day Collection of Popular 
Recordings: Searching for Discographic Standards,” in Twentieth-Century Popu
lar Culture in Museums and Libraries, ed. Fred E. H. Schroeder (Bowling Green: 
Bowling Green University, 1981), pp. 210-225 and 228-255; Gordon Stevenson, 
“The Wayward Scholar: Resources and Research in Popular Culture,” Library 
Trends 25 (April 1977): pp. 779-818, and “Popular Culture and the Public Li
brary,” in Advances in Librarianship-Volume VII, eds. Melvin J. Voit and Mi
chael H. Harris (New York: Academic, 1977), pp. 177-229; Wayne A. Wiegand, 
“Taste Cultures and Librarians: A Position Paper,” Drexel Library Quarterly XVI 
(July 1980): pp. 1-11.

3. B. Lee Cooper, “Information Services, Popular Culture, and the Librarian: 
Promoting a Contemporary Learning Perspective,” Drexel Library Quarterly
XVI (July 1980): pp. 24-42, and “Foreword,” in Popular Culture and Libraries, 
comp. Frank W. Hoffmann (Hamden: Library Professional/Shoe String, 1984), 
pp. vii-xv. Also see Allen Ellis (comp.), “Popular Culture and Acquisitions,” The 
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Chapter 1

Baseball Songs

Social studies teachers have been encouraged to use baseball 
materials1 and popular song lyrics2 to stimulate students to investi
gate contemporary American culture. Heeding the directive of cul
tural historian Jacques Barzun, a few classroom instructors have 
tested the hypothesis that whoever wishes to discover the heart and 
mind of America must learn baseball. But how can baseball be 
translated into historical personalities, social and economic issues, 
humor, and other cultural dimensions? Utilizing popular recordings 
that feature baseball imagery is an innovative way to introduce 
students to the pluralistic nature of American life. The following 
chapter outlines a variety of themes that combine baseball history 
and sporting metaphors with the lyrical poetry and rocking rhythms 
of popular recordings.

BASEBALL POPULARITY IN THE U.S.

Baseball is America’s national game. It is also the sports reposi
tory of many of the nation’s ideals, legends, and social conflicts.3 
Daily and weekly newspapers chronicle the exploits of major- 
league players from spring training through the World Series, with 
vivid game descriptions, statistical box scores, and serious journal-

This study by B. Lee Cooper and Donald E. Walker was originally published 
under the title “Baseball, Popular Music, and Twentieth-Century American His
tory,” Social StudiesLXXXI (May-June 1990): pp. 120-124. The authors acknowl
edged the assistance of William L. Schurk in assembling the essay. Reprint permis
sion has been granted by The Helen Dwight Reid Educational Foundation for 
Heldref Publications at 4000 Albemarle Street, N.W., Washington, D.C. 20016.

9
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istic analyses. Fans listen to regional radio broadcasts, watch na
tionally televised games, and attend ballgames to cheer their sum
mer heroes. From Babe Ruth, Walter Johnson, and Ty Cobb to 
Willie Mays, Mickey Mantle, and Stan Musial, the early twentieth 
century focused on famous baseball players as larger-than-life fig
ures.4 Even in 1988, the spectacular pitching feats of Orel Her- 
sheiser and the clutch-hitting theatrics of Kirk Gibson set new stan
dards for national admiration.

Although baseball is a sport to be played, observed, analyzed, 
and loved by individuals, it is also a subject of mass-media inter
est.5 Several weekly and monthly magazines focus on player 
achievements and team performance-some examples are The 
Sporting News, Baseball Digest, and Sports Illustrated. The motion 
picture industry has also endeavored to capture the vitality of both 
major- and minor-league play. In earlier times, films like Pride of 
the Yankees (1942), It Happens Every Spring (1949), and Fear 
Strikes Out (1957) embodied the nation’s fascination with baseball 
heroes. More recently, multiplex theaters have featured The Natural 
(1984), Bull Durham (1988), Eight Men Out (1988), and Field of 
Dreams (1989). Media attention on particular individuals or toward 
any sporting activity inevitably feeds public interest. Sometimes 
media moguls even attempt to promote popular support for a pre
viously unrecognized athletic hero or a little-known sporting event. 
But acknowledging the sustained American interest in baseball, the 
national media usually reflects and reinforces public perceptions.

BASEBALL IMAGES IN POPULAR SONGS

American enthusiasm for baseball is undeniable. Similarly, inter
est in popular music is remarkably high. Some writers have asserted 
that the alliance between baseball and song is natural, productive, 
and highly popular.6 This conventional wisdom seems reasonable. 
Consider the lament by Simon and Garfunkel in “Mrs. Robinson” 
(1968): “Where have you gone, Joe DiMaggio? A nation turns its 
lonely eyes to you.” Or ponder John Fogerty’s impassioned plea to 
play “Centerfield” (1985). Other contemporary songs echoing base
ball themes include Bruce Springsteen’s “Glory Days” (1985), 
Meatloaf’s “Paradise by the Dashboard Light” (1978), and The
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Intruders’ “(Love is Like a) Baseball Game” (1968). Writers who 
champion the link between popular song and baseball note three 
primary reasons for the sport’s thematic popularity: (1) baseball is 
celebrated as a contest of wills in a well-defined game; (2) baseball 
provides a showcase for national heroes and fabled athletic achieve
ments; and (3) baseball is a useful metaphor for both dating and sex.7

The aforementioned popular recordings are only the tip of the 
baseball-song iceberg. Although not always heard on Top 40 play
lists, there are numerous audio commentaries that social studies 
teachers can successfully adapt for instructional purposes. For 
instance, the concept of death at an early age is presented in “Rob
erto’s Gone” (1973) and “Playing Catch with the Babe” (1979). 
Interest in the option of examining the biographies of Roberto Cle
mente, Pittsburgh Pirate All-Star outfielder and international huma
nitarian, or Thurman Munson, Yankee catcher and flying enthusiast, 
can be sparked by listening to such audio eulogies. Similarly, the 
cultural values of equality of opportunity and fair play can be 
clearly illustrated while discussing recordings about major-league 
 ntegration during the late 1940s-“Doby at the Bat” (1948), “The 
Robbie-Doby Boogie” (1948), and “Doby’s Boogie” (1949). Some 
students will be amazed to discover that Cleveland’s Larry Doby was 
as heroic as Brooklyn’s Jackie Robinson in his role as the American 
League’s first black player. Finally, the negative reactions of 
fans-to shifts in baseball franchises from the East Coast to the West 
Coast, to extended losing streaks by local ball clubs, to player 
strikes, and to greedy baseball owners-are also featured on records.

TEACHING WITH BASEBALL THEMES

Classroom teachers should recognize that there are a variety of 
persistent lyrical themes that link baseball and American culture. 
Analyzing these themes can help students to conceptualize social 
change, cultural values, and heroic individual achievements. The 
remainder of this chapter outlines nine specific baseball themes 
depicted in songs. Featured under each theme are numerous record
ings designed to stimulate discussions and debates. This informa
tion serves to illustrate baseball perspectives on twentieth-century 
American society through commercial recordings that feature base
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ball heroes, historical references, social themes, and baseball meta
phors. Each theme is preceded by a brief introductory statement 
discussing relationships between lyrical baseball content and the 
broader concerns of cultural context.

Racial Integration of Major League Baseball Teams8

Between 1947 and 1959, major-league baseball was enriched by 
the contributions of black players such as Jackie Robinson of the 
Brooklyn Dodgers, Larry Doby of the Cleveland Indians, and Wil
lie Mays of the New York Giants. Many popular songs celebrated 
both the practice of integrating major-league teams and the individ
ual achievements of gifted black athletes. These songs include:

• “Did You See Jackie Robinson Hit that Ball?”
(Decca 24675)
Buddy Johnson and His Orchestra (1949)

• “Doby at the Bat”
(Abbey 3016)
Fatman Humphries (1948)

• “Doby’s Boogie”
(Derby 713)
Freddie Mitchell (1949)

• “New Baseball Boogie”
(Savoy 5561)
Brownie McGhee (1948)

• “The Robbie-Doby Boogie”
(Savoy 5550)
Brownie McGhee (1948)

• “Say Hey! (A Tribute to Willie Mays)”
(Apollo 460)
The Nite Riders (1954)

• “Say Hey, Willie Mays”
(Coral 61238)
Johnny Long (1954)
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International Variety Among Major-League 
Baseball Players

Beyond the integration of black ballplayers on major-league 
teams, the dominance of ethnic and Latin American hitters and 
pitchers-especially Los Angeles Dodger pitcher Fernando Valen
zuela and Pittsburgh Pirate outfielder Roberto Clemente-has been 
lauded on several contemporary records:

• “The Ballad of Roberto Clemente”
(BBB 233)
Paul New (1973)

• “El Cielo Es Azul”
(Loose Leaf 103)
The Sketch (1982)

• “Fernando”
(Horn 10)
Stanley Ralph Ross (1981)

• “Go Fernando”
(Kelly 101)
Carmen Moreno (1981)

• “Polish Baseball Power”
(Mishawaka 1702)
Sig Sakowica (1970)

• “Tony, The Killer, and Carew”
(Lifesong 45114)
Terry Cashman (1982)

• “Viva Fernando”
(Domain 1019)
The Gene Page Orchestra (1981)

Major Events in Baseball History

From such heroic achievements as New York Yankee pitcher 
Don Larsen’s “Perfect Game” in the 1956 World Series to Joe
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DiMaggio’s 56-game hitting streak in 1941 to the farcical tale of 
Kansas City Royal George Brett’s pine-tar bat incident to the inter
ruption of the 1981 baseball season by a prolonged players’ strike, 
records have chronicled both large and small events of America’s 
national pastime:

• “After Thirty-Nine Years”
(Phonograph 002)
John Frigo (1984)

• “The Ballad of Don Larsen”
(TNT 9010)
Red River Dave (1956)

• “Cooperstown (The Town Where Baseball Lives)”
(Lifesong 45117)
Terry Cashman (1982)

• “Joltin’ Joe DiMaggio”
(Columbia 38544)
Les Brown and His Orchestra featuring Betty Bonney (1941)

• “Pine Tar Wars ”
(AFR 4233)
C. W. McCall (1983)

• “The Summer There Was No Baseball”
(Home Run)
Randy Haspel (1981)

• “That Last Home Run”
(Spoonfull)
Willie Dixon’s Chicago Blues All-Stars (1973)

Hall of Fame Baseball Heroes

Nearly 200 legendary major-league heroes are enshrined in the 
Baseball Hall of Fame in Cooperstown, New York. The lifetime 
achievements of these players range from more than 300 victories
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for pitchers to numerous batting averages, runs batted in, and home- 
run titles for hitters. From Babe Ruth of the New York Yankees to 
Johnny Bench of the Cincinnati Reds, the giants of the game have 
been heralded on vinyl:

• “Babe Ruth”
(Tower 142)
The Arrows, featuring Davie Allan (1965)

• “The Ballad of Satchel Paige (Don’t Look Back)”
(Cain and Able 3118)
Raynola Smith (1982)

• “Did You See Jackie Robinson Hit that Ball?”
(RCA Victor 47-2990)
Count Basie and His Orchestra (1949)

• “Homerun Willie”
(Warner Brothers 8445)
Larry Hosford (1977)

• “Joltin’ Joe DiMaggio”
(Bluebird 11316)
Bob Chester and His Orchestra (1941)

• “The Man Called Bench”
(High Spiral 287)
Cliff Adams (1983)

• “Move Over Babe (Here Comes Henry)”
(Karen 714)
Bill Slayback (1973)

• “Say Hey (The Willie Mays Song)”
(Epic 9066)
The Treniers (1954)

• “Seasons in the Sun (A Tribute to Mickey Mantle)” 
(Metrostar 45853)
Terry Cashman (1985)
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• “Thanks Mister Banks”
(Barking Gecko 10655)
Roger Bain (1979)

• “Warren Spahn”
(Armada 104)
The Blackholes (1979)

• “Willie (Stargell)”
(Love 2019)
A1 Perry (1980)

• “Yaz’s Last at Bat”
(Lincoln 003)
John Lincoln Wright and The Designated Hitters (1985)

Eulogies Acknowledging the Passing 
of Great Ballplayers

Whether depicting Babe Ruth at the end of his life-he died of 
cancer at age 53-or agonizing over Roberto Clemente being killed 
in a plane crash at the pinacle of his playing career, records eulogiz
ing great players are valuable oral testimonies:

• “Baladas de Poberto Clemente”
(BBB 233)
Paul New (1973)

• “Clemente Lande”
(Nu-Sound 1024)
Jim Wheeler (1973)

• “Playing Catch with the Babe”
(Thurman 82579)
Jess DeMaine (1979)

• “Roberto’s Gone”
(Ace of Hearts 0476)
Jim Owen (1973)
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• “Safe at Home (A Tribute to Babe Ruth)”
(Flint 1788)
Tex Fletcher (1948)

• “Song of Roberto”
(Chatham 10)
Mario Martinelli (1973)

Nicknames Applied to Major-League Ballplayers9

George Herman Ruth is “Babe,” James Hunter is “Catfish,” and 
Joe DiMaggio is “The Yankee Clipper.” A variety of major lea
guers are known to fans by nicknames. Recorded salutes to such 
baseball stars often use such monikers to attract the attention of 
listeners and to describe the achievements or playing styles of spe
cific players:

• “The Bambino, The Clipper, and The Mick”
(Lifesong 45097)
Terry Cashman (1982)

• “Catfish”
(A&M SP 4574)
Joe Cocker(1976)

• “The Catfish Kid (The Ballad of Jim Hunter)”
(Moon 6021)
Big Tom White (1976)

• “Charlie Hustle”
(Nu-Sound 1030)
Jim Wheeler (1974)

• “Hammering Hank”
(Clintone 012)
The Blast Furnace Band and The Grapevine Singers (1973)

• “Stan The Man”
(Norman 543)
Marty Bronson (1963)
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• “Yankee Clipper”
(RCA Victor 3552)
Charlie Ventura and His Orchestra (1949)

Political, Social, and Psychological Commentaries 
Utilizing Baseball Terminology

The proliferation of baseball terms illustrates the power of ath
letic images, ideas, and attitudes that permeate American society. 
The lyrical question “Where have you gone, Joe DiMaggio?” has 
immense cultural meaning not only for Mrs. Robinson but also for 
the entire generation of the forties and fifties:

• “Bobby the Bomber”
(Columbia A 2587)
Byron G. Harlon (1918)

• “Centerfield”
(Warner Brothers 29053)
John Fogerty (1985)

• “Feel So Bad”
(Checker 1162)
Little Milton (1967)

• “Glory Days”
(Columbia 04924)
Bruce Springsteen (1985)

• “ (I Used To Be a) Brooklyn Dodger”
(Lifesong 1785)
Dion (1978)

• “Let’s Keep The Dodgers in Brooklyn”
(Coral 61840)
Phil Foster (1957)

• “Mrs. Robinson”
(Columbia 44511)
Simon and Garfunkel (1968)
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• “The Old Ball Game”
(Real Good 1002)
King Hannibal (1984)

Descriptions of Romantic Relationships Utilizing 
Baseball Terminology and Metaphors

Singers and songwriters often portray the game of love in sport
ing terms: a suitor tries to get to “first base” with a young lady; a 
man “strikes out” when asking a pretty girl for a date; a rejected 
lover feels like a “ball game on a rainy day” ; and a playboy always 
hopes to “ score” with a date. The substitution of baseball terms and 
the use of baseball metaphors for courtship jargon is a sign of the 
power of the sport in American culture:

• “The Ball Game”
(Specialty 855)
Wynona Carr (1953)

• “Baseball Baby”
(Deluxe 6167)
Johnny Darling (1958)

• “Baseball Blues”
(Island 1202)
Claire Hamill (1972)

• “Brown-Eyed Handsome Man”
(Chess 1635)
Chuck Berry (1956)

• “Feel So Bad”
(ABC/TRC 11308)
Ray Charles (1971)

• “He Knocked Me Right Out of the Box”
(Columbia 44162)
Little Jimmy Dickens (1967)
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• “Home Run”
(Bull Dog 103)
Chance Halladay (1960)

• “A Long Run Home”
(Reel Dreams 1002)
Rick Cerone (1981)

• “Love Is Bigger than Baseball”
(Capricorn 0033)
Dexter Redding (1973)

• “ (Love Is Like a) Baseball Game”
(Gamble 217)
The Intruders (1968)

• “The National Pastime”
(RCA 4078)
Gary Buck (1972)

• “ Our National Pastime”
(Epic 11117)
Rupert Holmes (1974)

• “Paradise by the Dashboard Light”
(Epic 50588)
Meat Loaf (1978)

• “Play Me or Trade Me”
(Elektra 47247)
Mel Tillis and Nancy Sinatra (1981)

• “The Rookie of the Year”
(G.C. 609)
Jimmy Piersall and The Three Heartbreakers (1960)

• “Zanzibar”
(Columbia PC 35609)
Billy Joel (1978)
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Comic Commentaries Featuring Baseball Terminology 
and Themes

Humor and baseball are a natural combination. Records feature 
laments to the helpless, hapless Chicago Cubs, parodies of classic 
baseball situations, and off-the-wall tributes to sports fanatics:

• “Baseball Card Lover”
(Rhino 004)
Ritchie Ray (1977)

• “Base Ball Papa”
(Blue 126)
Billy Mitchell (1951)

• “The Bases Were Loaded”
(Capitol 1060)
Sugar Chile Robinson (1950)

• “Blasted in the Bleachers”
(Major League Records 4502)
Howie Newman (1960)

• “Casey (The Pride of Them All)”
(Capitol 249)
Jerry Colonna (1946)

• “Daddy Played First Base”
(RCA 9866)
Homer and Jethro (1970)

• “D-O-D-G-E-R-S Song (Oh, Really? No, O’Malley)” 
(Reprise 1368)
Danny Kaye (1962)

• “A Dying Cub Fan’s Last Request”
(Red Pajamas 1001)
Steve Goodman (1981)

• “Eleven Months and Ten More Days”
(Columbia 15572)
Vernon Dalhart (1929)
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• “The First Baseball Game”
(Capitol 15096)
Johnny Mercer (1947)

• “ I Hate Baseball”
(Dore 974)
A. Player and The Zanies (1981)

• “I Like Baseball”
(Pro America)
The New Marines (1980)

• “Myti Kaysi at the Bat”
(Reprise 1370)
Danny Kaye (1962)

• “Nishimoto at the Bat”
(Capitol 2516)
Harry Kari and His Six Saki Sippers (Date Unknown)

• “The Philadelphia Fillies”
(United Artists 50802)
Del Reeves (1971)

• “Reggie for Christmas”
(Reel Dreams 1005)
Hozay Smith and The Hammerheads (1982)

• “Swat Mulligan (Clobber that Ball)”
(Columbia 41637)
Ernie Sheldon (1960)

• “Take Me Out to the Ball Game”
(Clean Cuts 902)
Bruce Springstone (1982)

• “The Umpire Is a Most Unhappy Man”
(Signature 15122)
Ray Block and His Military Band (1947)
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• “Will You Be Ready (at the Plate When Jesus 
Throws the Ball)?”
(Oink 3801)
Elmo and Patsy (1980)

CONCLUSION

One must note that the statistics of baseball, the lore of the game, 
and even those wonderful old baseball cards are often more reliable 
factual commentators on America’s national pastime than commer
cial recordings. Nevertheless, baseball is a reasonable metaphor for 
The Intruders, a wonderful source of comic nostalgia for Cub fan 
Steve Goodman, and a convenient repository (especially prior to 
1960) for untarnished sports stars and larger-than-life heroes. Popu
lar records can serve as valuable reminders of how truly influential 
baseball is in American culture.10

For social studies teachers, baseball recordings are treasure 
troves. The lyrical Joe DiMaggio is not merely a contemporary TV 
personality selling Mr. Coffee products; he is an Italian-American 
whose legendary batting skills helped sustain the Yankee dynasty 
during the 1930s and 1940s. He is also the fleet-footed, smooth- 
fielding “Yankee Clipper” whose loyalty, integrity, and dedication 
to traditional American values elevated him to the status of cultural 
hero during the 1950s and 1960s. Whether vocally lauded as “Jol
tin’ Joe DiMaggio” in 1941, hailed as the immortal “Yankee Clip
per” in 1949, remembered as a source of cultural stability in “Mrs. 
Robinson” in 1968, or immortalized as part of the Yankee baseball 
tradition of “The Bambino, The Clipper, and The Mick” in 1982, 
popular recordings have chronicled the life and legend of DiMaggio 
with uncanny historical accuracy.

Other baseball stars have accomplished feats, created personas, 
and become legends in modem America. Jackie Robinson’s grace 
under pressure while integrating the Brooklyn Dodgers in 1947 is 
heralded again and again in lyrics and nonfiction. The song “Did 
You See Jackie Robinson Hit that Ball?” (1949) also praised the 
professional performance of black ballplayers Satchel Paige, Roy 
Campanella, Larry Doby, and Don Newcombe. But the black 
Americans who followed Jackie Robinson into mainstream Ameri
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can social and economic life constituted the real story behind 
Brooklyn Dodger owner Branch Rickey’s brave 1947 experiment in 
racial integration. The internationalization of American baseball, 
with the influx of Hispanic players from Central and South Amer
ica, is also clearly communicated in recordings. “The Ballad of 
Roberto Clemente” (1973) and numerous other lyrical paeans to 
pitcher Fernando Valenzuela illustrate the same kind of ethnic pride 
that boosted so many Irish, Italian, Polish, and Jewish athletes 
throughout baseball history.

Finally, many songs utilize baseball heroes-both historic and 
fictional-to deliver social messages. Bruce Springsteen’s aging 
pitcher longs for the “Glory Days” (1985) when he could sling his 
speedball past hitters; he is unable to adjust to the more difficult 
challenges of middle age. Unfortunately, alcohol appears to be the 
ex-pitcher’s nostalgic crutch. Joe Cocker lauds the fabled major- 
league career of pitcher Jim Hunter in “Catfish” (1976). Yet the 
theme of his tune is strictly materialistic. Hunter, in verse after 
verse, is called “the million-dollar man,” the hero in alligator boots 
who escaped from his Oakland A’s contract to become a wealthy 
member of the New York Yankees. Other aspects of dark humor, 
personal anxiety, and unwillingness to face either the aging process 
or inevitable social change are featured in John Fogerty’s “Center- 
field” (1985), Dion’s “(I Used To Be a) Brooklyn Dodger” (1978), 
Simon and Garfunkel’s “Mrs. Robinson” (1968), and Steve Good
man’s “A Dying Cub Fan’s Last Request” (1981). The challenge 
for a teacher is to encourage students to listen carefully for these 
non-baseball secondary themes and implied problems.
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Chapter 2

Biographical Studies

DARYL HALL AND JOHN OATES

Daryl Hall/John Oates: Dangerous Dances-The Authorized 
Biography, by Nick Tosches, with Daryl Hall and John Oates. 
New York: St. Martin’s Press, 1985. Illustrated. 144 pp.

Dangerous Dances is a peculiar literary beast. Although book- 
length in pages, this study is so crammed with photographs, draw
ings, sketches, cartoons, and other visual images that the literary 
commentary almost seems to be of secondary importance. The book 
is additionally complicated by being both a biography and an auto
biography. Daryl Hall and John Oates are listed as co-authors, and it 
is reported that much factual and attitudinal information contained 
in the work has been drawn directly from their personal diaries and 
art pads. However, anyone familiar with the fascinating writing of 
Nick Tosches-Cowniry (1977), Hellfire (1982), and Unsung Heroes 
of Rock 'n ' Roll (1984)-will immediately recognize his wildly po
tent phrasing and disjunctive approach to casting musical figures as 
reflections of the social disorientation of contemporary American 
life. This book is undeniably a trick bag.

The structural format of Dangerous Dances is chronological. 
Hall and Oates are depicted from their bicycle-pumping childhoods 
to their current guitar-thumping stardom. Much emphasis is placed

These reviews by B. Lee Cooper originally appeared in the following periodicals: 
“Hall and Oates,” Popular Music and Society, XI (Winter 1987): pp. 101-103; “Rick 
Nelson,” Popular Music and Society, ΧΙII (Winter 1989): pp. 77-82; and “Little 
Richard,” Record Profile Magazine, No. 10 (July/August 1985): pp. 56-57. Reprint 
permission has been granted by the author and The Popular Press.
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on the influences of rhythm ’n’ blues music, black styles of dress 
and dance, and isolation from mainstream, middle-class society in 
both men’s lives. Much is also mentioned about the speculative 
investment of the music industry in Hall and Oates, Inc. and the 
astronomical wealth gained by two “po’ boys” who can generate 
popular hot licks. Tosches is no idealist. He has always been candid 
about musicians playing for both love (artistry, creativity, and per
sonal communication) and money (materialism, sex, and power). 
Although this study doesn’t reach any startling conclusions about 
talent, motivation, or success, it does render a solid statement about 
the value of persistence and perseverance in the contemporary rock 
music industry.

Beyond childhood romances, bar-band learning experiences, and 
on-again/off-again fame achieved by Hall and Oates, the reader is 
bombarded by a single sales theme: fans want “ the beat.” This 
implies that perfection in producing marketable dance music trans
lates into financial success. Yet one senses that more ought to be 
said about Hall and Oates than the stereotypical American Band
stand epithet: “It’s got a good beat; we can dance to it! ” Songs like 
“Maneater” are especially entertaining and haunting for their total 
sound-the initial hook, the ever-lively beat, and the presence of 
controlled audio tension throughout the number. Strangely, Tosches 
accepts lots of diary and sketch-pad information, but he is appar
ently reluctant to analyze the two performers through their lyrical 
concoctions. Why? Do Hall and Oates consider their lyrics to be 
trash? I think not. This omission is the most serious flaw in Danger
ous Dances.

Hall and Oates are presently, and unexpectedly, rich. Tosches 
laughs with them about this circumstance. But beyond material 
wealth, there lies the question of professional stature, a place in 
musical history. From a strictly quantitative perspective (Billboard 
chart listings and annual income), this dynamic duo has surpassed 
every other twosome, including The Everly Brothers, The Carpen
ters, Simon and Garfunkel, and The Captain and Tennille. But are 
Hall and Oates only popularizers of a new beat in the same vein as 
The Righteous Brothers, who introduced 1960s white audiences to 
tunes originally created by Don and Dewey and other black R&B 
performers? Are they destined to become eternal nostalgia figures
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like Don and Phil Everly? Are they soulful innovators like Sam and 
Dave? Are they a dynamic stage act like Ike and Tina Turner? This 
book doesn’t confront these issues, because very few comparisons 
are ventured. This situation is particularly difficult to understand, 
since Hall and Oates are constantly identified as rock ’n’ soul artists 
who owe their musical heritage to black sounds of the 1950s and 
1960s.

It would be a disservice to Tosches in general, and to Dangerous 
Dances in particular, to leave the impression that this brief study 
isn’t valuable. Some of the writing is pulsating, perceptive, and 
prophetic. Examples of Tosches’ blazing rhetoric include the fol
lowing two observations:

It was, indeed, the dawn of the new musical age. Rock ’n’ roll 
had once been the domain of blessed idiot savants who howled 
unaware of their own powers, ignorant as to the nature of their 
own magic. Now, spontaneity and raw emotion were being 
structured by craft, and thus carried to their fullest. The mean
ing of modem music was becoming similar to that of poetry: 
vivid feeling, passion, tempered and heightened by the techni
cal skills of art. Magic and technology were meeting at their 
farthest points. (p. 132)

It was their life’s blood. It always had been, they knew: it 
always would be. Awake, they breathed music. They went to 
sleep enwrapped in it. They literally dreamed music, and woke 
mornings with those dreams. Unconsciously and consciously, 
in daywork and dreamwork, they existed in waves, ever more 
marvelous and consummately wrought waves of music. 
(p. 122)

How fascinating it would have been to allow Hall and Oates to 
analyze their 1981 hit “You Make My Dreams” in conjunction with 
Tosches’ previous description. Without such linkage, however, the 
total impact of this study is less than complete. It feels rushed into 
print. It lacks a sense of necessary reflection, of critical judgment, 
or of broad analysis. Hopefully, Tosches will take another shot at 
Hall and Oates in a future study about white singers with black 
musical roots.
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Dangerous Dances is a quick, lean profile. No bibliography or 
discography is provided; no chronology is attached; no song lyrics 
are assembled. This book, however, will probably be the best study 
available on the chart-topping Hall and Oates for several years. It 
will please fans, and hopefully spark more in-depth study on this 
popular duo.

RICKY NELSON
The Ricky Nelson Story, by John Stafford and Iain Young.
Folkestone, England: Finbarr International, 1988. Illustrated.
268 pp.

There are “two” Rick Nelsons. Their biographies are identical: 
Rick Nelson and Eric Hilliard Nelson were bom in Teaneck, New 
Jersey, on May 8,1940, and died near DeKalb, Texas, on December 
31, 1985. Their careers are also parallel in every facet: both per
formed as child actors along with an older brother, David, and their 
parents on the radio and television series The Adventures o f Ozzie 
and Harriet. Both recorded successfully for the Verve, Imperial, 
and Decca labels during the fifties, sixties, and seventies, producing 
numerous hit singles (“Travelin’ Man,” “Hello Mary Lou,” 
“Fools Rush In,” and “Garden Party”) and several popular al
bums. Both made appearances on television variety shows, at rock 
’n’ roll revival concerts, and on tours with The Stone Canyon Band. 
And both married Kristen Harmon.

Anyone familiar with Alfred Hitchcock’s Psycho has already 
thought of the word to describe such forms of personality dual
ity-“ schizophrenia.” Ironically, the personalities of the two Rick 
Nelsons are neither disintegrated nor psychotic. The duality of the 
Nelson character stems from polarized perceptions projected by 
music critics. The two personas-let’s call one “Ricky” and the 
other “Rick”-have been the subjects of critical scrutiny since 1957. 
The result of this journalistic process has been the creation of two 
distinct public personalities.

Ricky
Ricky Nelson is an unprincipled, essentially no-talent, media- 

launched kid who managed to survive in the rock-music world
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thanks to his television residuals, his chameleon-like skills at copy
ing the singing styles and songs of a variety of first-rate performers, 
his handsome face and Mr. Clean lifestyle, and his luck in reviving 
nostalgic feelings among his audiences. Numerous rock journalists 
and record critics created and circulated this image of the narcissis
tic Ricky. Note the following illustrations:

Film and television were both a useful source for people who 
already had large numbers of admirers. Tab Hunter, Sal Mi
neo, and Ricky Nelson were the most successful of such me- 
dia-derived performers in the early rock ’n’ roll years.

-Charlie Gillett (1972)

Even Ricky Nelson took his sneer, his stance, and a large part 
of his repertoire from Elvis Presley.

-Peter Guralnick (1980)

More youthful-looking than Pat Boone and with less of a 
voice, [Ricky Nelson] served the same function as Boone and, 
later, The Beatles. The kids loved him but the parents did not 
hate him, as they did [Elvis] Presley. His brand of R ’n’ R was 
distinctly white and embodied a juvenile sweetness that made 
his records a bridge between young and adult listeners.

-Arnold Shaw (1974)

The only way [Ricky Nelson] could begin to approach the 
rockabilly sound was through the hot guitar runs of James 
Burton, his Louisiana-born lead guitarist.

-Peter Guralnick (1980)

Most of what [Ricky Nelson] sang was covered material, or 
golden oldie hits from years gone by. Lately, he has been 
developing into a folk-rock artist along the same lines as Dion 
DiMucci and other retreads.

-Dan and Nancy Tudor (1979)

The image of Ricky Nelson is clear. His career as a rock musician 
has been a totally fabricated, though commercially successful, jun
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ket. Ricky belongs eternally to screaming teenage girls, along with 
the likes of Tommy Sands, Bobby Vee, Frankie Avalon, Paul Anka, 
Bobby Vinton, Sal Mineo, and Pat Boone. At best, he was a physi
cally attractive copycat-Elvis surrogate who somehow lucked out 
by securing support from two top-flight guitarists: James Burton 
(lead) and Joe Osborne (base). At worst, he was . . .  just horrible.

Rick

Rick Nelson, the acclaimed counterpart of the much-maligned 
Ricky, was never hailed as the second Elvis Presley. No one should 
be. But many journalists were quick to separate his strong, indepen
dent performing style from the talentless pretty boys who domi
nated the pop-music scene between 1958 and 1963. Rather than 
being just another teenage idol, Rick was perceived not only as a 
talented adolescent artist but also as a developing, evolving rock 
professional. Los Angeles is a long way, both geographically and 
sociologically, from Nashville, Memphis, New Orleans, and Chi
cago. It’s even further from Tupelo, Mississippi, and Ferriday, Lou
isiana. The Deep South blues and country music that inspired Elvis 
Presley, Jerry Lee Lewis, Carl Perkins, and dozens of other white 
rock ’n’ rollers simply wasn’t a part of Rick’s childhood. However, 
throughout his career, he had searched for creative musical roots, 
experimented with new singing styles, and attempted to broaden his 
own performing perspectives. He matured gracefully. What is more 
interesting is the fact that his music broadened from his personal
ized 1950s rock ’n’ roll tunes to include a sizable country reper
toire, several fi ne Bob Dylan songs (“She Belongs to Me”), some 
great rockabilly standards (“Mystery Train” and “That’s All Right 
Mamma”), and an extensive number of personally composed 
songs. It is through his development as a songwriter that Rick most 
clearly demonstrated his evolution as a significant rock personality.

The journalists who have praised Rick (and elected to ignore 
Ricky) tend to view the Ozzie and Harriet years as diamond-in-the- 
rough times for Rick. Their comments speak for themselves:

Because he first appeared on television’s Ozzie and Harriet
and began his rock ’n’ roll career in the same place, [Rick]
Nelson has been unjustly underrated. In fact, he was a first-
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rate rock singer-if not a great one; he was at least leagues 
superior to the Bobby Vee/Fabian/Paul Anka finger-pop axis.

-Dave Marsh (1979)

Rick was always better than his rep, true enough . . .  Nelson’s 
specialty was consistent, low-key excitement.

-Robert Christgau (1972)

Rick Nelson, who had a string of rockabilly-flavored pop-rock 
hits between 1957 and 1964, counts as the first true pioneer of 
Los Angeles country rock.

-John Rockwell (1980)

Rick Nelson has done an admirable job in keeping up with the 
rapid changes in rock, making a fairly successfiil transition 
from Ricky to Rick, while still keeping a style that was distinc
tively Nelson.

-Charlie Burton (1971)

This high praise of Rick, contrasted with the castigation of Ricky, 
is peculiar. Which of the two Nelsons is real?

Ricky vs. Rick

Rock journalists tend to write from the limited perspective of 
personal ideals, hopes, and dreams. Their views are rarely objec
tive. They frequently take freeze-frame events-a single song, one 
album, or a major concert appearance-and extrapolate boundless 
meaning about an artist. This is not an indictment; it is an accurate 
description of a literary trade that faces tight publication deadlines 
and a volatile audience that craves subjectivity and firm black-and- 
white judgments. The Ricky-vs.-Rick schizophrenia is typical, 
though perhaps more extreme, of journalistic images related to 
hundreds of other popular musicians. Think of the divergent com
ments that have appeared in print about Bob Dylan, Elvis Presley, 
Mick Jagger, Madonna, Prince, and others throughout their careers.

The case for Rick Nelson deserves to be closed on a positive 
point. The longevity of his career, his creativity as a songwriter
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(“Garden Party”), his devotion to contemporary music, the breadth 
of his popularity as a radio, television, recording, and concert star, 
his experimentation with various musical genres, and his national 
recognition cannot be downplayed. Although his isn’t the Johnny B. 
Goode story of the poor boy from humble roots who made good, he 
was undeniably a self-made man as a rock star. In 1980, Greg Shaw 
managed to constructively synthesize the two Rick Nelsons:

Of all the Hollywood teen idols, only one can be said to have 
any claim to lasting importance-Ricky Nelson. At first glance, 
he seems like all the rest: a cute face, seen on TV every week, 
making records and trying to pretend he’s Elvis. But Nelson 
was different; in addition to his moody sex appeal and televi
sion sinecure, he also happened to have real talent. He was a 
fine singer whose personal taste ran to raw rockabilly and 
blues, and whose band, featuring the brilliant guitarist James 
Burton, was one of the best in all rock and roll. His records 
were exceptionally tough and exciting, largely free of intrusive 
orchestration and studio gimmickry, and his material, whether 
covers of obscure rockers like “Shirley Lee” or originals writ
ten for him by the likes of ex-rockabilly Johnny Burnette or 
R&B veteran Baker Knight, was on the whole superb.

Conclusion

John Stafford, assisted by researcher Iain Young, has produced a 
detailed chronicle entitled The Ricky Nelson Story. The author is 
unequivocally partisan. Yet this study transcends the polarized per
spectives that have haunted Rick Nelson’s historic image. One sus
pects that the tragic death of the biographer’s hero on December 31, 
1985, sparked the desire to collect years of interviews, memora
bilia, and facts, and to present a full case in writing. Whatever the 
stimuli, Stafford presents a cogent, balanced, firm argument that 
Rick Nelson was one of America’s key rockabilly/country/pop mu
sic figures.

The material featured in The Ricky Nelson Story reveals informa
tion provided in the very best rock biographies, in both breadth and 
detail. Photographs abound. There are candid family shots, formal 
publicity photos, reproductions of magazine covers, newspaper ar-
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tides, conceit posters, and picture after picture of sheet music, 
45-r.p.m. record sleeves, E.P. and longplay album covers, and even 
picture discs. Beyond these visual treats, an amazingly thorough 
U.S. and International discography has also been assembled. Each 
album listing provides individual song titles, the record producer 
and the arranger, the date of release, and the names of individual 
band members. This detail is not uncommon in the realm of disco- 
graphic research, but Stafford’s clarity of presentation is. For Rick 
Nelson researchers, these photographs and record lists alone are 
worth the price of the entire book.

Stafford’s text challenges the Ricky-vs.-Rick dichotomy at every 
opportunity. Where he can, the author explains how a rich, urban, 
non-religious television star can be motivated to pursue the same 
musical paths as poor, rural, fundamentalist truck drivers and cotton 
pickers. It’s hard to imagine Rick Nelson as Carl Perkins-but that 
was Rick’s dream. In areas where facts were unobtainable or 
strongly conflicting opinions could not be resolved, Stafford simply 
reports these complex situations. He invariably sides with the best 
image for his hero, but he nonetheless gives his readers all sides of 
each Nelson-related issue. Finally, it is amazing to note how many 
of Rick Nelson’s friends, professional colleagues, and family mem
bers contributed personal interviews to Stafford’s study. From Oz- 
zie and Harriet to Kristen and Tracy to James Burton and John 
Boylan to Rick Nelson himself, the text vibrates with on-the-scene 
comments from 1957 to 1985.

The shortcomings of the work are few, but they are significant. 
The author is so personally involved in telling this story that he 
continually interjects unnecessary sidebar statements or silly com
ments. His fact-filled prose is at times labored, but the strict chrono
logical format of the text keeps him solidly on track throughout the 
book. The most serious flaw, especially given the exceptional dis
cography, is the failure to present documentation of all interviews 
or provide a compilation of both articles and books consulted. This 
oversight obviously saves pages, but it reduces the scholarly credi
bility of the study.

This book is valuable because it investigates several unique 
angles related to a pop star’s professional evolution. Why did Rick 
Nelson avoid those gospel and rhythm ’n’ blues songs that served
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Elvis Presley so well throughout his career? Why was Rick unable 
to develop a more distinctive, animated stage persona? How did 
Rick continually attract high-quality back-up artists? How much 
career-modeling for Rick was drawn from the successes and fail
ures of Col. Tom Parker’s handling of Presley? Finally, does finan
cial security stimulate or inhibit artistic creativity? The fact that 
Stafford confronts these topics (even though he doesn’t totally re
solve any of them) makes his biographical effort valuable.

The value of The Ricky Nelson Story is not just academic. It is 
also worthwhile reading for 1950s rock ’n’ roll fans, and it is a 
model format for those wishing to trace the year-by-year uncer
tainty of a career in popular music. What’s more, it is a tonic to 
those who have endured several decades of conflicting Ricky-vs.- 
Rick analyses.
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LITTLE RICHARD

The Life and Times of Little Richard: The Quasar o f Rock, by 
Charles White. New York: Harmony Books, 1984. Illustrated.
269 pp.

British sociologist Simon Frith is a fan, commentator, and analyst 
of rock music and musicians.1 In 1983, he reviewed 16 books about 
a variety of singers and songwriters. His perceptive commentary, 
entitled “Rock Biography: Essay Review” in Popular Music 3: 
Producers and Markets (Cambridge University Press, 1983), began 
with a quotation by the late Rolling Stone columnist Lester Bangs: 
“I have always believed that rock ’n’ roll comes down to myth. 
There are no ‘facts’” (p. 271). Following this anti-historical ob
servation, Frith diagnosed numerous factual, stylistic, and structural 
flaws inherent in most “teenybopper biographies.” Rather than 
condemning the entire literary genre, the sociologist-tumed-literary 
critic identified two outstanding works of rock biography. Frith 
praised Nick Tosches’ Hellfire: The Jerry Lee Lewis Story (Dell 
Publishing, 1982) as one of the best books he had encountered in 
the realm of music biography:

Tosches immersed himself so deeply in Jerry Lee Lewis’ his
tory, in its mesh of fundamentalist fervour and dogged materi
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alism, in its knot of racial, sexual, family appetites and guilt, 
that his writing has its own rock ’n’ roll rhythm: southern 
cadences familiar from William Faulkner or Flannery O’Con
nor became flashy, vulgar, naive. Tosches gets inside Lewis’ 
imagery, understands that his music (in its aggressive petu
lance, its equation of rhythm and sexuality) articulated desires 
that could not even be thought otherwise. Country boys in the 
1950s had no cultural tools except music. They did not read, 
they hardly spoke, they were not yet all-American consumers. 
In showing how rock ’n’ roll became Lewis’ way of dealing 
with his own life, Tosches shows how the music had a power, 
carried a meaning, for adolescents everywhere. (pp. 275-276)

Beyond the culture-immersion approach of Tosches, Frith was 
also attracted by the scholarly biography Sing a Sad Song: The Life 
of Hank Williams (University of Illinois Press, 1981), penned by 
Roger Williams. Concerning this study, Frith comments, it “com
bines all the approaches I have been discussing: as a fan, Williams 
begins from his own responses to the music; as a journalist, he 
talked to as many people as he could, tried to pin down what really 
happened, explored the relationship between the man and the 
myths; as a critic, he situates his star, analyzes his musical, commer
cial, and social conditions of production” (p. 276). After explaining 
his preferences for the works of Tosches and Williams, Frith con
cluded his lengthy review with a thoughtful analysis of the complex 
world of rock stars, popular culture, and biographers:

The problem seems to be that in dealing with rock lives we are 
dealing with ciphers that signify commercial calculations, au
dience expectations, vested interests, as well as individual ex
perience. A good rock biography would treat the myth at the 
heart of the life (and not just the life at the heart of the myth), 
and this task, to celebrate, expose and use a myth all at once, is 
not easily done in the chronological confines of a biogra
phy. . . .  What the stars themselves think, why they make their 
musical moves, seems less important than what everyone else 
thinks about them. I suppose that is the point. In rock biogra
phies we see not the stars at work but the star-makers, the fans 
and journalists and critics through whose mediations musical
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lives are continually being defined and measured and made 
meaningful. (pp. 276-277)

Few rock biographers are as meticulous, as devoted, as well-pre
pared, or as tenacious in their desire to allow their subjects to reveal 
themselves as Charles White. Under the media-induced pseudonym 
“Dr. Rock,” this British-based chiropodist spends his leisure hours 
exploring the lives and listening to the lyrics of rock ’n’ roll person
alities. During the past two decades, White has interviewed numer
ous popular-music personalities (Professor Longhair, Jerry Lee 
Lewis, Chuck Berry, and Bo Diddley, just to name a few); attended 
rock concerts; written record reviews; created and taught courses on 
modem music (“The Development of Rock ’n’ Roll” at Scarbo
rough Technical College); conducted television programs (“My 
Show” for BBC-1 North TV in February 1983); appeared regularly 
on radio talk shows (particularly Tim Jibson’s “Paul Hunsley Elec
tric Wireless Show” on BBC Radio Humberside and Stuart Col- 
man’s “Echoes” on BBC Radio London); drafted liner notes for 
Charly record albums; contributed articles to rock journals (includ
ing Now Dig This and Let It Rock)', collected more than 30,000 
records; and established, along with Jamie “Dr. Elvis” Pearson, the 
Rock ’n’ Roll Museum at the Olympia Centre in Scarborough.2 All 
of White’s accumulated knowledge and previous biographical in- 
quiries-on figures ranging from Mick Jagger and Chuck Berry to 
King Curtis and Clyde McPhatter-surface in The Life and Times of 
Little Richard. The results are astounding.

The October 1984 release of Harmony Books’ Little Richard bi
ography was preceded by several years of pre-publication commen
tary. An initial announcement appeared on the album cover of a 1980 
Charly Records reissue of 16 Little Richard tunes. The liner notes for 
The Georgia Peach (CR 30190) stated, “A book, The Little Richard 
Story, will be published on the 1 st of January 1981. An in-depth look 
at Richard’s extraordinary career. Co-authored by Chas. ‘Dr. Rock’ 
White and John Garodkin. . . ” The date was premature by more than 
1,000 days, and along the way, the Danish discographer Garodkin 
apparently lost interest in the literary project.

In the December 1983/January 1984 issue of Detroit’s short
lived Record Profile Magazine (No. 3), a speculative essay about the
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nature and extent of White’s study appeared in the article “Dr. Rock 
on Little Richard: Speculating on a Long-Awaited Biography,” by
B. Lee Cooper. Listing 45 specific questions about the singer’s 
career, the skeptical author challenged White to produce a truly 
revealing biography on the rock ’n’ roll giant (pp. 21-22, 25). Next, 
the formal pre-release machinery of an American publishing house 
began to crank up. Harmony Books produced a glossy-covered, 
32-page illustrated booklet designed to tease and please retailers. 
Rolling Stone printed an inflammatory excerpt (under the title 
“Tooty, Fruity” ) from the forthcoming text in July (No. 426), fol
lowed in August (No. 427) by a brief commentary entitled 
“Introduction,” by soul-music specialist Gerri Hirshey. The maga
zine’s September 13, 1984, “Letters to the Editor” (No. 430) 
waxed enthusiastic about White’s yet-to-be-released work, even 
though the excerpt had been extremely brief. Finally, Time maga
zine music critic Jay Cocks’ pre-publication review, “Dancing in 
the Outer Darkness: Two Nifty Books Tap the Tangled Roots of 
Rock,” (CXXIV, September 1984) praised White for having “the 
good sense to go off-mike when the major talent is in the room” and 
for allowing Little Richard to send readers “reeling” with his ac
counts of his childhood sexual pranks and raucous recording and 
performing career. Cocks sums up The Life and Times of Little 
Richard by labeling it “the woolliest, funniest, funkiest rock mem
oir ever” (p. 70).

What kind of book provokes this much interest from rock fans, 
scholars, and critics? Could the pre-publication hype, along with 
50,000-copy first-run print plans of the New York publishers, be 
ill-founded? Not at all. Charles White has done more to accurately 
depict Little Richard Penniman’s life than even Simon Frith would 
expect. By allowing Little Richard to conjure his own version of the 
past, by encouraging this frantic star’s friends, fans, and music 
contemporaries to comment on his achievements and shortcomings, 
and by noting how Richard defied the tenets of his times through his 
bizarre behavior, White has made the “myth at the heart of life” 
actually breathe. Little Richard’s candid comments are sometimes 
distasteful, occasionally unbelievable, but always fascinating. Ten
sions between his spirituality and sexuality are mammoth. Music- 
characterized as satanic rock and godly gospel-is the unifying
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thread in Richard’s being. Even Richard’s hilarious anti-homo
sexual dictums are couched in traditional gospel-preaching paro
dies: “God made Adam and Eve. Not Adam and Steve!” Such 
absurd statements illustrate the inner contradiction of a schizo
phrenic lifestyle that combines fundamentalist religion, guilt, fear, 
redemption, and personal salvation with lengthy periods of de
bauchery, orgy, voyeurism, homosexuality, drugs, and lust.

White initiates his study with hyperbolic zeal. Little Richard 
“has always been treated as a way-out demento, beyond ordinary 
comprehension or serious analysis,” he notes in his preface. Why 
does Little Richard hold a special place in American musical his
tory? First, White explains, he demolished established popular mu
sical structures with songs like “Tutti Frutti,” “Long Tall Sally,” 
“Ready Teddy,” “Lucille,” and “Good Golly Miss Molly.” Al
most single-handedly, he laid the rhythmic foundation of rock ’n’ 
roll. Second, he brought the races together in a common admiration 
for his music. Third, he twice discarded superstardom for the 
Church, typifying the continuing conflict between sacred and secu
lar music that dogged him throughout his career. Fourth, he sur
vived several decades of life on the wild side when others-from his 
close friends Sam Cooke, Jimi Hendrix, and Otis Redding to distant 
acquaintances like Janis Joplin and Jim Morrison-died prematurely. 
Fifth, the performing skill of Richard is described as “a special 
magnetism, bringing his audience together in one entity” and tap
ping some “mystical source of mental power that is only accessible 
to great preachers and shamans.” White concludes his introductory 
observations by declaring:

This is the story of a unique and dualistic psyche, an uncon
trollable genius whose influence on western culture is incalcu
lable, but whose personal life has been tormented by outra
geous and freakist sexuality and a hunger for public adulation. 
As a totally new phenomenon in the 1950s, he caught every 
stigma and label that the press could lay on a man. Yet at the 
same time, Richard’s desire to be a minister of God and a 
prophet of peace among the races epitomizes man’s crucial 
struggle-the battle between the good and the evil that exists in 
all of us. (p. v-vi)
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White’s text is organized chronologically, but it is written in a 
fast-paced, pastiche style. Little Richard’s memories of his activi
ties are reported directly, with the author’s own corrections, adapta
tions, and interpretations added for clarification. Throughout the 
literary dialogue, White inserts a wealth of commentary from for
mer band members, personal friends, and fellow rock stars-includ- 
ing producer Robert A. “Bumps” Blackwell, composer John Ma- 
rascalco and drummer Chuck Connors (from Richard’s early label, 
Specialty Records), John Lennon, Jimi Hendrix, Smokey Robinson, 
Paul McCartney, Keith Richards, David Bowie, and Paul Simon. 
The stories of head-to-head concert clashes between Richard and 
Jerry Lee Lewis and between Richard and Ike and Tina Turner are 
magnificent in detail, varied in perspective, and packed with verve. 
Finally, White concludes his book with a record collector’s dream 
section. With the assistance of Bob Hyde, he presents a complete 
“Sessionography” of Richard’s recordings (pp. 223-246), and a full 
“Discography and Filmography” (pp. 247-255). Fully indexed and 
well-illustrated, with both candid and commercial snapshots, The 
Life and Times o f Little Richard is a magnificent example of oral 
history.

White’s biography-released almost 30 years after Richard’s 
“Tutti Frutti” (Specialty 561) first hit Billboard's rhythm-and-blues 
charts-raises more than a few questions. If Little Richard was 
quintessential as a founder, innovator, communicator, and influence 
in contemporary music, why had so little been published about him 
prior to this date?3 Perhaps Richard himself has stymied most at
tempts to produce an authentic, thorough biography. Like a bucking 
bronco, too wild to tame, Richard’s mercurial lifestyle has defied 
rational interpretation, scholarly investigation, and serious analysis. 
But the knowledgeable, tenacious White would not be denied. Like 
his fellow British scholars Simon Frith, Charlie Gillett,4 and Stuart 
Colman,5 he is determined to inform his American cousins about 
their musical heritage. His biography is obviously a labor of love. 
Yet it is also a tribute to White’s sense of style that the volume tells 
Little Richard’s story in the wild man’s own words. No one who 
reads this book will ever again consider the rise of rock music 
without thinking of Little Richard.



Biographical Studies 43

NOTES

1. Among Simon Frith’s most noteworthy examinations of music are (with Ian 
Hoare, Tony Cummings, and Clive Anderson) The Soul Book (New York: Dell 
Publishing, 1976); The Sociology of Rock (London: Constable Books, 1978); 
Sound Effects: Youth, Leisure, and the Politics of Rock 'n' Roll (New York: Pan
theon Books, 1981); “Popular Music, 1950-1980,” in Making Music: The Guide 
to Writing, Performing, and Recording, ed. George Martin (London: Pan Books, 
1983), pp. 17-48.

2. Ian Key, “Dr. Rock Turns the Clock Back to the Golden Age of Elvis, Haley, 
Fats and All That Jazz,” (publication date unknown); Dorothy Weirs, “Roll On, 
Dr. Rock: For Chas the Music Never Died,” The Northern Echo, August 4, 1979, 
p. 1; “BBC Radio Humberside,” BBC Radio Times, (September 26 - October 2,
1981): p. 84; “The Dr. Rock Show,” Scarborough Evening News, January 17, 
1983, p. 1.

3. Stuart Colman, “Little Richard: Back to the Church,” in They Kept on 
Rockin': The Giants of Rock 'n' Roll (Poole, Dorset, England: Blandford Press,
1982), pp. 129-131; B. Lee Cooper, “Jerry Lee Lewis and Little Richard: Career 
Parallels in the Lives of the Court Jesters of Rock ’n’ Roll,” Music World and 
Record Digest No. 46 (May 1979): p. 6; Peter Doggett, “Little Richard,” Record 
Collector XXV (September 1981): pp. 20-25; Howard Elson, “Little Richard,” in 
Early Rockers (New York: Proteus Books, 1982), pp. 90-99; John Garodkin, 
comp., Little Richard Special: King of Rock V  Roll (Denmark: Danish Rock ’n’ 
Roll Society, 1975); Langdon Winner, “Little Richard,” in The Rolling Stone Il
lustrated History of Rock and Roll, ed. Jim Miller, 2nd ed. (New York: Random 
House/Rolling Stone Press Book, 1980), pp. 48-53.

4. Charlie Gillett, The Sound of the City: The Rise of Rock and Roll (New York: 
Outerbridge and Dienstfrey, 1970), and Making Tracks: Atlantic Records and the 
Growth of a Multi-Billion Dollar Industry (New York: E.P. Dutton, 1974).

5. Stuart Colman, They Kept on Rockin': The Giants of Rock 'n' Roll (Poole, 
Dorset, England: Blandford, 1982).



Chapter 3

Bootleg Records

THE BEATLES

You Can't Do That! Beatles Bootlegs and Novelty Records,
1963-1980, by Charles Reinhart. Ann Arbor: Pierian Press,
1981. Illustrated. 411 pp.

Charles Reinhart has assembled a unique discography of Beatles 
music. This 1981 work complements All Together Now: The First 
Complete Beatles Discography, 1961-1975 (1975) and The Beatles 
Again (1977) compiled by Harry Castleman and Walter J. Podrazik. 
While these two earlier books surveyed the entire output of com
mercial recordings by John Lennon, Paul McCartney, George Harri
son, and Ringo Starr, Reinhart’s text examines only “underground” 
discs-bootlegs, pirates, and counterfeits-along with an array of 
novelty songs related to the Beatles. It is hardly surprising that this 
well-organized, highly specialized discography has been issued 
from Ann Arbor’s Pierian Press. This publishing house seems dedi
cated to producing the best research resources possible on popular 
music in general, and on Beatles’ music in particular, through its 
Rock and Roll Reference Series. Reinhart’s book, volume five in 
this Pierian series, is a gem.

“Beatles bootlegging is big business,” declares the author of You 
Can’t Do That! Reinhart explains that the Beatles’ overwhelming 
popularity-plus the fact that they produced so much noncommer-

These reviews by B. Lee Cooper originally appeared in the following periodi
cals: “Beatles,” Record Profile Magazine No. 5 (July 1984): pp. 58-59 and “Elvis 
Presley,” Record Profile Magazine No. 5 (May 1984): pp. 75-76. Reprint permis
sion has been granted by the author.

45
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cially released music (via live concert performances, radio broad
casts, TV and film appearances, and studio practice sessions)-has 
prompted the emergence of an immense, though uncoordinated, 
network of illegal record production. Although pirated and counter
feit materials, defined as “unauthorized repackagings of standard 
commercial albums,” are discussed briefly, the author focuses his 
study on bootleg releases. Any disc that is “the creation of unautho
rized recordings not from pre-existent ones, but from unauthorized 
taping of live performances or radio and TV broadcasts, or by 
utilization of stolen tapes from unreleased sessions” is regarded as 
a bootleg (p. 396).

Reinhart examines 834 Beatle bootleg albums. These recordings 
are divided into six unequal sections by artist (e.g., Beatles, Harri
son, Lennon, Lennon/McCartney, McCartney/Wings, and Starr); 
each entry features the album title, record label and number, the 
songs presented, the dates and sources of each cut, and other boot
leg discs featuring the same music. The author also presents more 
than 50 counterfeit Beatles records and nearly 400 novelty songs 
related to the Liverpool quartet. Reinhart offers detailed indexes
personal names, songs and album titles, labels, and topics-for all of 
the recordings he examines. As if this monumental assemblage 
wasn’t sufficient, Pierian Press publisher Tom Schultheiss also con
tributes as a coda an authoritative 16-page historical profile entitled 
“Everything You Always Wanted to Know About Bootlegs, But 
Were Too Busy Collecting Them to Ask.”

Beyond the stellar research featured in You Can’t Do That!, there 
is a strange, humorous undercurrent of fear throughout the text. The 
topic seems to spawn it. Reinhart himself uses his introduction to 
stress the illegality and generally poor recording quality of all boot
leg releases. Wally Podrazik’s brief foreword questions the value of 
examining noncommercial discs and warns the author, “Your job 
has only begun Charlie! Wait until the lists of corrections, objec
tions, additions, and discrepancies begin to arrive . . .” (p. xiv). 
Even publisher Schultheiss comments, “Charlie Reinhart’s stagger- · 
ing discography of bootlegged, pirated, and counterfeited Beatles’ 
recordings will doubtless epitomize to some a totally wrong-headed 
misapplication of research energies because, for them, it will repre
sent merely a consecration of the illicit, the illegal, the ephemeral,
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and the trivial” (p. 395). Despite all of these stated concerns, Rein
hart’s study is as structurally superb as it is valuable. No serious 
student of the Beatles, or of popular culture, the recording industry, 
copyright law, economics, or the mass media should fail to consult 
this fine study. It sets the structural benchmark for all future ex
aminations of noncommercial recordings.

ELVIS PRESLEY

Jailhouse Rock: The Bootleg Records of Elvis Presley, 
1970-1983, by Lee Cotten and Howard A. DeWitt. Ann Arbor: 
Pierian Press, 1983. Illustrated. 367 pp.

The Pierian Press continues to expand its Rock and Roll Refer
ence Series with the publication of Volume 8, Jailhouse Rock. This 
discographic study, authored by retail record dealer and Presleyana 
collector Lee Cotten and rock historian and biographer Howard A. 
DeWitt, provides a wealth of information on a rarely researched 
topic. The majority of the text (pp. 1-286) consists of magnificently 
detailed identifications of individual Elvis bootleg albums. Arranged 
alphabetically by title, the authors provide as much of the following 
information as possible about each bootleg recording: (1) the name 
of the “Record Company” ; (2) the record number; (3) the date of 
release; (4) the country of origin; (5) the song titles included on each 
side of the record; (6) the source(s) of the performance(s); (7) a 
photograph of the front of the album cover; (8) a detailed description 
of the record packaging; (9) descriptive and evaluative commentary 
about the songs performed; and (10) a summary of the album in 
terms of technical audio quality, packaging attractiveness, and the 
value of the music on the disc within the total scope of Presley’s 
commercially recorded output.

Beyond the main discography section, Jailhouse Rock contains a 
chronological guide to the most often bootlegged Elvis Presley 
performances (from the KWKH “Louisiana Hayride” show of Oc
tober 16, 1954, to the Indianapolis Concert of June 26, 1977); an 
alphabetized “Song Title Index for Bootlegged Albums, EPs, and 
Singles” ; a list of records of Elvis’ “Interviews and Press Confer
ences” ; selected examples of “Overseas Pirated-Releases of Elvis’
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Albums” ; a number of “Bootlegged Novelty Albums About El
vis” ; a complete bootleg “Label Index” ; and much more on the 
personalities mentioned on the recordings and bootlegged cassette 
tapes, super-8 films, and even videotapes. Cotten and DeWitt have 
provided everything imaginable.

Every Elvis Presley fan, record collector, discographer, and rock 
’n’ roll song buff will want to secure a copy of this fact-laden 
bootleg encyclopedia. But who else should read this rather esoteric 
book? Cotten and DeWitt provide answers to this question in their 
lengthy, cogent introduction. With remarkable objectivity, they ar
gue that the emergence of bootleg recording practices were actually 
fan responses (starting with Frank Sinatra, The Beatles, and The 
Rolling Stones prior to the post-1970s Presley flood) to the unwill
ingness of the U.S. recording industry to tape and release concert 
performances by their contracted artists. Similarly, frequent exam
ples of industry censorship of lyrics referring to sexual relations, 
drugs, and other controversial topics forced many popular concert 
songs to be withheld from national release. The rabid enthusiasm of 
music fans, combined with the post-1970 explosion in high-quality 
audio recording technology, spawned a nationwide copyright in
fringement binge that has lasted for more than a decade. For Elvis, 
as well as other performers, bootlegging activities included not only 
unauthorized taping of concert performances but also making or 
stealing recordings of pre- and post-concert jam sessions, studio 
outtakes and false starts, home strumming sessions, and tapes of 
other demo tapes. For some, bootleggers were counterculture Robin 
Hoods-stealing vinyl from the rich (RCA, Capitol, and Columbia) 
and sharing it with the poor (the record-hungry fans of Elvis, The 
Beatles, and Bob Dylan). Cotten and DeWitt note that this oversim
plification ignores the meaning of copyright law, glosses over 
middlemen’s profits, forgets the problems of bootleg forgeries and 
fraud, and generally overlooks a dozen other negative implications 
of the so-called Rock ’n’ Roll Liberation Front activities. The au
thors carefully describe this complex organizational dilemma and 
then invite lawyers, sociologists, business executives, historians, 
and persons concerned about contemporary ethics to examine the 
multimillion-dollar bootleg phenomenon in American society. The 
authors don’t lionize bootleggers-but they don’t condemn them out
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of hand, either. They note, with conviction and justification, that the 
RCA Corporation has treated Elvis fans and Presley historians with 
disdain for decades. Cotten and DeWitt add that only after bootleg- 
style packaging and song arrangements had taught RCA executives 
something about “creative” album construction did such innova
tive commercial items as the Elvis Legendary Performer series and 
the multi-disc Elvis Aron Presley album appear.

Jailhouse Rock is a significant contribution to the study of Amer
ican popular culture. It examines contemporary life (1970-1983) 
from varying perspectives of economics, law, sociology, and 
psychology. Using a dual popularity yardstick-for a person and a 
particular style of music-the authors have thoughtfully probed the 
responsiveness of a contemporary marketing enterprise to ex
pressed public interest. Ironically, the authors discovered that the 
supply-and-demand system is sometimes ignored by corporate re
cording giants. This encourages unscrupulous entrepreneurs to use 
illegal tactics to provide popular vinyl goods that are restricted from 
the public as a result of complicated business contracts, censorship, 
and unenforceable copyright laws.

Cotten and DeWitt have written a fine scholarly book. Popular 
culture researchers, Elvis Presley fans, record company executives, 
bootleg album collectors, and record store owners should study the 
text carefully. The commentary should also be examined by media 
moguls, disc jockeys, corporate businesspersons, lawyers, and re
cording industry personnel. For general readers, the 200 bootleg 
album photographs alone are worth the price of admission.
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Chapter 4

Christmas Carols

American historians have been using oral testimony for research, 
writing, and teaching purposes for decades. However, most social 
studies classes continue to focus on written reports about wars, presi
dents, and isolated social and economic events. This chapter suggests 
that students of contemporary American society can gain significant 
educational insights by investigating one major recurring cultural 
event-Christmas-to determine how personal, commercial, religious, 
and artistic activities influence public thinking. Clearly, singular facts 
must take a back seat to sweeping judgments about behavioral trends 
in such investigations. But sociologists and psychologists should not 
be the only teachers to sail into uncharted, subjective waters. Histo
rians owe it to their students and to themselves to speculate on the 
nature and meaning of popular cultural events.

CHRISTMAS SONGS

Christmas comes but once a year. But it comes every year. Never
theless, few social studies teachers perceive learning opportunities 
in holiday songs that dominate their students’ lives each December. 
Traditional Christmas carols reflect the gospel stories of the birth of 
Jesus Christ in Bethlehem. Thus, comparisons of biblical commen-

This study by B. Lee Cooper is an expanded version of “Christmas Songs: Audio 
Barometers of Tradition and Social Change in America, 1950-1987,” Social Stud
ies, LXXIX (November-December 1988), pp. 278-280. Reprinted with permission 
of The Helen Dwight Reid Educational Foundation for Heldref Publications at 
4000 Albemarle Street, N.W., Washington, D.C. 20016.
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taries, historical recitations, and lyrical depictions are always pos
sible. Some history teachers worry, though, that the study of Christ
mas songs may infringe upon the beliefs of students raised in 
Jewish, Muslim, or other religious traditions. They also worry that 
observations from Christian fundamentalist youngsters might clash 
with ideas presented by less conservative Christians. For these rea
sons, most high schools and colleges treat the Christmas season 
strictly as a time of social ritual, with an assembly, a December 
convocation, a few traditional carols sung in music classes, and a 
two-week vacation.

There is great potential, however, in the study of Christmas 
songs. Approached objectively, tunes of the Yuletide season can 
provide valuable illustrations of historical information, cultural bor
rowing, and social change. Presented in this context, both Christian 
and non-Christian students can benefit from examining oral history 
resources of the holiday season.

History teachers should introduce the investigation of Christmas 
songs by noting the wide variety of holiday tunes that are played on 
radios, heard in downtown department stores, and broadcast 
throughout shopping malls. The initial instructional goal should be 
to stimulate students to acknowledge that Christmas songs can 
really be quite different in sound, in lyric, and in meaning. Once the 
preliminary issues of rhythm, orchestration, instrumentation, vocal 
quality, and artists have been discussed, the classroom analysis 
should shift toward the varying Christmas messages being related. 
This latter activity will allow history instructors to involve students 
in vigorous, creative cultural analysis.

In order to structure discussions of Christmas-song content, a 
teacher should ask students to examine the following format. Most 
students believe that all Yuletide songs can be divided into two 
clear-cut categories: traditional or nontraditional. Once they begin 
to explore this simple dichotomy in detail, though, the class will 
note that the content of Christmas songs must be classified along 
more complex lines than the simple, bipolar traditional/nontradi- 
tional system. Lyrics fall into another dual system of sacred/secular 
themes. “Adeste Fideles” bids the faithful to come to Bethlehem to 
adore the King of Angels; it presents a clearly sacred message. In 
contrast, “Please Come Home for Christmas” beckons a wandering
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loved one to return to a lonely partner by December 25th (or by 
December 31st at the very latest), illustrating a secular holiday-sea- 
son concern. Key terms in this sacred-versus-secular identification 
system are:

Sacred Images Secular Images
Holy Night holiday
Jesus Christ Santa Claus
Emmanuel St. Nicholas
Blessed Child little children
Mary and Joseph Currier and Ives
cradle sleigh
straw in a manger Christmas tree
lambs reindeer
oxen and asses Dasher, Dancer,

Prancer, Vixen, Comet,
Cupid, Donner, Blitzen, 
and Rudolph

cattle lowing chestnuts roasting
harps of gold tin horns and toy drums
blessed angels singing carolers rejoicing
Three Kings Alvin, Theodore, and

Simon (The Chipmunks)
gifts of gold, skates, sleds, and other

frankincense, presents 
and myrrh

heaven and nature sing bells on bobtail ring
good tidings cup of cheer

In order to provide adequate recorded options for the four fields 
of analytical concern-traditional, nontraditional, sacred, and secu- 
lar-the following lists may be used.
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Traditional Christmas Recordings

Sacred Songs Secular Tunes

1. “Adeste Fideles” 1. “Christmas Song” 
by Bing Crosby (1960) by Nat King Cole

(1946)
2. “Ave Maria”

by Perry Como (1950) 2. “I’ll Be Home for
Christmas”

3. “Silent Night” by Bing Crosby (1943) 
by Bing Crosby (1957)

3. “Jingle Bell Rock”
4. “Silent Night, Holy Night” by Bobby Helms (1957) 

by Mahalia Jackson (1962)
4. “Jingle Bells”

5. “Silent Night (Christmas by Perry Como (1957) 
Hymn)”
by Sister Rosetta Tharpe 5. “Rockin’ Around the 
(1949) Christmas Tree”

by Brenda Lee (1960)
6. “Silent Night (Sleep in

Heavenly Peace)” 6. “Rudolph the Red-Nosed
by Barbara Streisand Reindeer”
(1966) by Gene Autry (1949)

7. “Silver Bells”
by Earl Grant (1967)

8. “White Christmas” 
by Bing Crosby (1942)

9. “Winter Wonderland” 
by Perry Como (1952)
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Nontraditional Christinas Recordings

Sacred Songs Secular Tunes
1. “Child of God” 1. “Blue Christmas” 

by Bobby Darin (1960) by Elvis Presley
(1957)

2. “Do You Hear What
I Hear?” 2. “The Chipmunk Song”

by Bing Crosby (1963) by The Chipmunks (1958)

3. “Go Tell It on the 3. “Do They Know It’s 
Mountain” Christmas?”
by Mahalia Jackson (1962) by Band Aid (1984)

4. “Little Drummer Boy” 4. “Donde Esta Santa 
by The Harry Simeone Claus?”
Chorale ( 1958) by Augie Rios ( 1958)

5. “Little Drummer Boy” 5. “Grandma Got Run Over 
by Moonlion (1975) By a Reindeer”

by Elmo ’n’ Patsy
6. “Little Drummer Boy/ (1981)

Peace on Earth”
by David Bowie 6. “Green Chri$tma$”
and Bing Crosby (1982) by Stan Freberg (1958)

7. “Mary’s Boy Child” 7. “Please Come Home for 
by Harry Belafonte (1956) Christmas”

by The Eagles (1978)
8. “Mary’s Boy Child/

Oh My Lord” 8. “Run Rudolph Run”
by Bony M (1978) by Chuck Berry (1958)

9. “What Child Is This?” 9. “Santa Claus Is Comin’ 
by The Brothers Four to Town”
(1962) by Bruce Springsteen

(1985)
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What can students learn by categorizing Christmas songs? Many 
things. First, church hymns and carols such as “Silent Night” are 
staples on numerous Christmas albums. Second, songs that deal 
peripherally with the Bethlehem story have become traditional 
Christmas favorites over the past four decades because of their 
special meanings to families and loved ones during the holiday 
period. Clearly, Bing Crosby’s “White Christmas,” Nat King 
Cole’s “The Christmas Song,” Earl Grant’s “Silver Bells,” and 
Dolly Parton’s “Winter Wonderland/Sleigh Ride” are illustrations 
of this phenomenon. Third, there are no racist or sexist barriers for 
recording artists who produce highly popular Christmas recordings. 
Similarly, few religious or ethnic barriers exist, as illustrated by the 
hit recordings of “Silent Night (Sleep in Heavenly Peace)” by 
Barbra Streisand and “Donde Esta Santa Claus?” by Augie Rios. 
Fourth, a category of contemporary sacred Christmas tunes can be 
identified, with The Harry Simeone Chorale’s “Little Drummer 
Boy” as the primary illustration. Fifth, the commercialism of 
Christmas and the materialism of the entire world is challenged in 
several recordings, especially in Stan Freberg’s “Green 
Chri$tma$” and Band Aid’s “Do They Know It’s Christmas?” 
Sixth, a variety of holiday heroes and singing creatures have be
come synonymous with the modern Yuletide season: “The Chip
munks” featuring Theodore, Simon, and Alvin; “Rudolph, the 
Red-Nosed Reindeer” ; and “Frosty the Snowman.” Seventh, the 
adaptation of traditional Christmas symbols into secular activities is 
demonstrated in Bobby Helms’ “Jingle Bell Rock,” Elvis Presley’s 
“Blue Christmas,” and Brenda Lee’s “Rockin’ Around the Christ
mas Tree.” Eighth, comedy and humor are central features in a 
variety of Christmas recordings, such as Elmo ’n’ Patsy’s “Grandma 
Got Run Over by a Reindeer” and The Singing Dogs’ barking 
rendition of “Jingle Bells.” Finally, teachers and students alike will 
note that disagreements are inevitable as to whether or not songs 
like “Jingle Bell Rock,” “Merry Christmas Darling,” or “Please 
Come Home for Christmas” should be placed in either traditional/ 
secular or nontraditional/secular categories. At this point, the issues 
of social change and public perception can be discussed, since 
“Frosty” and “Rudolph,” today regarded as traditional Christmas
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figures, were strictly nontraditional, novelty characters during the 
1950s.

In order to highlight the evolution of Christmas recordings, a 
broad survey of varying thematic images should accompany the 
initial bipolar sacred/secular design. Students need to recognize that 
the five decades since 1940 have yielded many different types of 
holiday-season songs. More importantly, as observers of social 
change, they need to explore the effects of shifting thematic images.

IMITATIONS OF YULETIDE SUCCESS

If imitation is the sincerest form of flattery, then performers such 
as Bing Crosby and The Harry Simeone Chorale should feel ex
tremely honored. The following lists show how many different 
novice singers and established recording stars elected to release 
new versions of previously recorded Yuletide standards.

1. “White Christmas” (Decca 18429)
by Bing Crosby (1942). Also recorded by:
a. Frank Sinatra-Columbia 36756 (1944)
b. Jo Stafford-Capitol 319 (1946)
c. Perry Como-RCA Victor 1970 (1947)
d. The Ravens-National 9062 (1949)
e. Mantovani-London 1280 (1952)
f. Clyde McPhatter and The Drifters-Atlantic 1048 (1954)

2. “The Little Drummer Boy” (20th Century Fox 121)
by The Harry Simeone Chorale (1958). Also recorded by:
a. Johnny Cash-Columbia 41481 (1959)
b. The Jack Halloran Singers-Dot 16275 (1961)
c. The Pipe and Drums of The Military Band of The Royal 

Scots Dragoon Guards-RCA 0709 (1972)
d. Moonlion-P.I.P. 6513 (1972)
e. Bob Seger and The Silver Bullet Band-A&M 3911 (1987)

These groupings of songs, provided for student examination, are 
structured strictly according to thematic variation. Historians can
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locate clue after clue about the nature of American culture through 
these popular recordings. Lines of evidence will not be singular or 
definitive, of course; the truth will be complex, contradictory, and 
obscured by various other concerns. As students begin to recognize 
the blend of ideas, myths, values, and humor that undergird the 
nature of all human institutions, they will also begin to appreciate 
the difficulty of defining “culture” (especially their own) with 
clarity and ease. Ideally, some of their ethnocentric assumptions 
will totter and fall. The enjoyment of listening to known audio 
commodities-contemporary Christmas records-with enlightened, 
perceptive ears will stimulate students to become better, more criti
cal thinkers in history classes and other disciplines as well.

The following topics offer an appropriate cross section of themes 
that can be presented for classroom study.

IMAGES OF SANTA CLAUS

Whether Father Christmas, St. Nicholas, Santa Claus, or what
ever else the Jolly Old Elf is called, this mythical character is 
central to the cultural definition of Christmas in the United States. 
The descriptions of St. Nick usually illustrate the goals of people 
who sing or listen to the popular lyrics. Thus, Santa becomes a 
fancy dancer, a loving father, a source of material goods, an interna
tional agent of peace and good will, or the personification of the 
Christmas spirit. The following songs typify such characteristics:

• “Boogie Woogie Santa Claus”
(Exclusive 75X)
by Mable Scott (1948)

• “C.B. Santa”
(A&M 1887)
by Homemade Theatre (1976)

• “Donde Esta Santa Claus?”
(Metro 20010)
by Augie Rios (1958)
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• “Here Comes Santa Claus (Down Santa Claus Lane)” 
(Columbia 20377)
by Gene Autry (1950)

• “I Believe in Father Christmas”
(Atlantic 3305)
by Greg Lake (1975)

• “I Saw Mommy Kissing Santa Claus”
(RCA Victor 5067)
by Spike Jones (1952)

• “Little Saint Nick”
(Capitol 5096)
by The Beach Boys (1963)

• “The Man with All the Toys”
(Capitol 5312)
by The Beach Boys (1964)

• “Mr. Santa Claus”
(Fortune 550)
by Nathaniel Mayer (1962)

• “Santa Baby”
(RCA Victor 5502) 
by Eartha Kitt (1953)

• “Santa Claus Is Comin’ to Town”
(Decca 23281)
by The Andrews Sisters (1947)

• “Santa Claus Is Watching You”
(Mercury 72058)
by Ray Stevens (1962)

NON-CHRISTMAS HOLIDAY SONGS

The Yuletide season is notable for its diversity of Christmas 
tunes, with lyrical commentaries ranging from sacred images to
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secular materialism. But how can the popularity of holiday record
ings that refer neither to Jesus Christ nor to Santa Claus be ex
plained? These songs include:

• “Baby It’s Cold Outside”
(ABC-Paramount 10298)
by Ray Charles and Betty Carter (1962)

• “Frosty the Snowman”
(Capitol 1203)
by Nat King Cole, with The Pussy Cats (1951)

• “Jingle Bells”
(RCA EPA 9201)
by Perry Como (1957)

• “Let It Snow! Let It Snow! Let It Snow!”
(Decca 18741)
by Connie Boswell (1946)

• “Sleigh Ride”
(Decca 9-28463)
by Bing Crosby (1953)

UNUSUAL YULETIDE CHARACTERS

Christmas stories often highlight the roles of animals as symbols 
of innocence, kindness, and simplicity. The manger scene in Bethle
hem emphasizes docile cattle and sheep, while the Santa Claus 
myth features sleeping mice and soaring reindeer. Why do contem
porary recording artists often introduce unusual Yuletide characters 
in their Christmas tunes? These songs might be helpful in answer
ing that question:

• “The Chipmunk Song”
(Liberty 55168)
by The Chipmunks (1958)
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• “Frosty the Snowman”
(Columbia 38907)
by Gene Autry (1951)

• “The Happy Reindeer”
(Capitol 4300)
by Dancer, Prancer, and Nervous (1959)

• “Rudolph the Red-Nosed Reindeer” 
(Columbia 38610)
by Gene Autry (1949)

• “Snoopy’s Christmas”
(Laurie 3416)
by The Royal Guardsmen (1968)

SOCIAL COMMENTARY IN CHRISTMAS SONGS

It is not uncommon for contemporary performers such as Bruce 
Springsteen, Pink Floyd, Stevie Wonder, or Midnight Oil to pursue 
social commentaries in their lyrics. However, it is rare to encounter 
political or social criticism in holiday recordings. The following 
artists deliberately used Christmas songs to communicate their pub- 
lic-policy concerns:

• “Dear Mr. Jesus”
(PowerVision 8607) 
by PowerSource (1987)

• “Do They Know It’s Christmas?”
(Columbia 04749)
by Band Aid (1984)

• “Green Chri$tma$”
(Capitol 4097)
by Stan Freberg (1958)

• “Happy Xmas (War Is Over)”
(Apple 1842)
by John and Yoko and The Plastic Ono Band (1971)
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• “Pretty Paper”
(Monument 830)
by Rob Orbison (1963)

• “7 O’Clock News/Silent Night” 
(Columbia CL 2563)
by Simon and Garfunkel (1966)

CHILDREN’S PERSPECTIVES ON CHRISTMAS

Whether focusing on a newborn babe in the manger as viewed by 
“The Little Drummer Boy” or bemoaning the fact that a youngster 
who is nothing but bad gets “Nuttin’ for Christmas,” Yuletide 
recordings often take on a child’s perspective to encapsulate the 
nature and meaning of the December holiday. In the following 
songs, what individual values and cultural ideas emerge from chil
dren’s images of Christmas?

• “All I Want for Christmas (Is My Two Front Teeth)”
(RCA Victor 3177)
by Spike Jones (1948)

• “I Saw Mommy Kissing Santa Claus”
(Columbia 39871)
by Jimmy Boyd (1952)

• “I’m Gonna Lasso Santa Claus”
(Decca 9-30107)
by Brenda Lee (1956)

• “Little Becky’s Christmas Wish”
(Warner Brothers 7154)
by Becky Lamb (1967)

• “The Little Drummer Boy”
(20th Century Fox 121)
by The Harry Simeone Chorale (1958)
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• “(I’m Getting) Nuttin’ for Christmas” 
(MGM 12092) 
by Barry Gordon (1955)

YULETIDE PARODY TUNES AND SEQUEL SONGS

Why have performers like Allan Sherman, Stan Freberg, and 
David Seville used traditional Christmas songs as sources of comic 
parody or as initial resources for sequel tunes? These songs, fol
lowed by their sequels, may provide some insight:

• “Rudolph the Red-Nosed Reindeer”
(Columbia 38610)
by Gene Autry (1949)

-  “Run Rudolph Run”
(Chess 1714)
by Chuck Berry (1958)

-  “Rudolph the Red-Nosed Reindeer”
(Liberty 55289)
by The Chipmunks with David Seville (1960)

• “Happy Happy Birthday Baby”
(Checker 872)
by The Tune Weavers (1957)

-  “Merry Merry Christmas Baby”
(Dot 16166)
by Dodie Stevens (1960)

• “Jingle Bells”
(RCA EPA 920)
by Perry Como (1957)

-  “Yingle Bells”
(Capitol 781)
by Yogi Yorgesson (1949)
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-  “Twistin’ Bells”
(Canadian American 120) 
by Santo and Johnny (1960)

- “Jingle Bells”
(RCA PB 10129)
by The Singing Dogs (1975)

-  “Jingle Bells (Laughing All the Way)” 
(Warner Brothers 49877)
by St. Nick (1981)

• “The Twelve Days of Christmas”
(Decca 25585)
by Burl Ives (1962)

-  “The Twelve Gifts of Christmas” 
(Warner Brothers 5406)
by Allan Sherman (1963)

• “Mr. Sandman”
(Cadence 1247)
by The Chordettes (1954)

-  “Mr. Santa”
(Coral 61539)
by Dorothy Collins (1955)

HOLIDAY LONELINESS

Joyous memories of holiday vacations, of family get-togethers, 
and of special times with a loved one dominate traditional Christ
mas songs. However, sociologists and psychologists have fre
quently noted the emotional stress encountered by individuals who 
find themselves alone on December 25th. The following Yuletide 
lyrics depict these feelings of isolation:

• “Blue Christmas”
(RCA 447-0647) 
by Elvis Presley (1957)



Christmas Carols 65

• “Christmas Will Be Just Another Day” 
(Decca 31688)
by Brenda Lee (1964)

• “ (It’s Gonna Be a) Lonely Christmas” 
(Jubilee 5001)
by The Orioles (1948)

• “Just a Lonely Christmas”
(Chance 1150)
by The Moonglows (1953)

• “Lonesome Christmas”
(Swing Time 242)
by Lowell Fulson (1950)

• “Please Come Home for Christmas” 
(Asylum 45555)
by The Eagles (1978)

• “What Do the Lonely Do at Christmas?” 
(Stax 3215)
by The Emotions (1973)

SEXUALLY SUGGESTIVE YULETIDE SONGS

Whether sacred or secular, Christmas songs are generally whole
some, family-oriented tales emphasizing manger scenes, babes in 
toyland, or a red-clad elf guiding eight tiny reindeer. But there are a 
few sexually suggestive Christmas tunes that seem totally out of 
character with “Silent Night” and “The Christmas Song.” Why 
would artists release such atypical recordings during the Christmas 
season?

• “Baby It’s Cold Outside”
(ABC-Paramount 10298)
by Ray Charles and Betty Carter (1962)
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• “Back Door Santa”
(Atlantic 2576)
by Clarence Carter (1968)

• “I’ll Be Your Santa, Baby”
(Stax 187)
by Rufus Thomas (1973)

• “Let It Snow! Let It Snow! Let It Snow!” 
(Decca 18741)
by Connie Boswell (1946)

• “Merry Christmas Baby”
(Chess 1711)
by Chuck Berry (1958)

• “Santa Claus Is Back in Town”
(RCA 447-0647)
by Elvis Presley (1957)

• “Santa Claus Wants Some Lovin’ ”
(Stax 234)
by Albert King (1974)

BIZARRE HUMOR IN CHRISTMAS SONGS

Although the humorous childhood perspectives presented in “I 
Saw Mommy Kissing Santa Claus” and “All I Want for Christmas 
(Is My Two Front Teeth)” are lighthearted extensions of youthful 
holiday concerns, the Yuletide season is also punctuated by uncon
ventional recordings about vampires, wookies, and creatures from 
outer space. How do such bizarre tales capture the attention and 
interest of a record-buying public in the midst of religious worship 
and holiday shopping?

• “Christmas Dragnet (Parts 1 and 2)”
(Capitol 2671) 
by Stan Freberg (1953)
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• “Grandma Got Run Over by a Reindeer”
(Soundwaves 4658)
by Elmo ’n’ Patsy (1981)

• “Merry Christmas in the N.F.L.”
(Handshake 5308)
by Willis “The Guard” and Vigorish (1980)

• “Monster’s Holiday”
(Garpax 44171)
by Bobby “Boris” Pickett and The Crypt Kickers (1962)

• “Santa and the Satellite (Parts 1 and 2)”
(Luniverse 107)
by Buchanan and Goodman (1957)

• “Santa and the Touchables”
(Rori 701)
by Dickie Goodman (1961)

• “What Can You Get a Wookie for Christmas 
(When He Already Owns a Comb?)”
(RSO 1058)
by The Star Wars Intergalactic Droid Choir 
and Chorale (1980)

RESOURCES FOR TEACHERS

Although teachers should invite classroom contributions of re
corded resources to demonstrate the breadth of Christmas song 
content, an album discography is provided below. Instructors may 
use songs from these recent Christmas anthologies to supplement 
the inevitably random student contributions. Beyond these albums, 
the Sound Recordings Archive at Bowling Green State University 
in Bowling Green, Ohio, is available to educators to secure taped 
illustrations of specific holiday songs. Finally, a bibliography of 
recently published books and articles on Christmas as a social occa
sion, a religious event, and a musical festival is attached. With some
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thought and practice, the carols and Yuletide tunes played in future 
Decembers will become vital teaching tools-as well as audio sig
nals announcing the always-welcome Christmas recess. 

Selected Discography of Albums Featuring 
Traditional Christmas Hymns, Yuletide 

Novelty Tunes, and Other Holiday-Season Songs 

Album Title and Date of Recording Artists 
Record Number Release Featured on the Album 

Christmas Comedy 1985 Mel Blanc, Stan Freberg, 
Classics The Chipmunks, Yogi 
(Capitol SL 9306) Yorgesson, and others 

Christmas Is . .. 1972 Frank Sinatra, The 
Memorable Songs Carpenters, Bing Crosby, 
Of Christmas by The Mills Brothers, 
Great Artists of Julie Andrews, Patti Page, 
Our Time and others 
(Columbia P1l417) 

Christmas Rap 1987 Run-D.M.C., Sweet Tee, 
(Profile Pro 1247) Dana Dane, The Showboys, 

Disco 4, and others 

Christmas Rock 1986 Billy Squier, Queen, The 
Album Kinks, Dave Edmunds, Elvin 
(Priority SL 9465) Bishop, Elton John, and 

others 

Cool Yule: A 1986 Chuck Berry, The Drifters, 
Collection of Ike and Tina Turner, 
Rockin'Stocking Clarence Carter, James 
StuJfers Brown, Jack Scott, and 
(Rhino RNLP 70073) others 



Christmas Carols 69 

Album Title and Date of Recording Artists 
Record Number Release Featured on the Album 

Cool Yule- 1988 Johnny Preston, The Sonics, 
Volume 2: A Huey Smith and The Clowns, 
Collection of Garry "U.S." Bonds, and 
Rockin' Stocking others 
Stuffers 
(Rhino RNLP 70193) 

Dr. Demento's The 1985 Spike J ones, Allan Sherman, 
Greatest Novelty Tom Lehrer, Elmo 'n' Patsy, 
Records of All Cheech and Chong, and 
Time: Volume VI- others 
Christmas 
(Rhino RNLP 825) 

It's Christmas 1982 Little Johnny Taylor, Rufus 
Time Again Thomas, Albert King, The 
(Stax MPS 8519) Staple Singers, Isaac 

Hayes, and others 

The Little Drummer 1966 The Harry Simeone Chorale 
Boy 
(Kapp 3450) 

Mr. Santa's Boogie 1985 The Ravens, Little Esther 
(Savoy SJL 1157) Phillips, Big Mabelle, 

Charlie Parker, and others 

Phil Spector's 1972 Darlene Love, The Ronettes, 
Christmas Album The Crystals, and others 
(Apple SW 3400) 

Rhythm 'n' Blues 1976 Baby Washington, The Five 
Christmas Keys, B.B. King, Amos 
(United Artists Milburn, Lowell Fu1son, and 
UAILA 654-R) others 
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Album Title and Date of Recording Artists 
Record Number Release Featured on the Album

Rockin’ Christmas 1984 The Penguins, Bobby Helms, 
The 50s The Moonglows, Marvin and
(Rhino RNLP 066) Johnny, Ron Holden, and

others

Rockin’ Christmas 1984 Santo and Johnny, The 
The 60s Turtles, Aretha Franklin,
(Rhino RNLP 067) The Wailers, Bobby “Boris”

Pickett and The Crypt 
Kickers, and others

Rockin’ Little 1986 Brenda Lee, Dodie Stevens,
Christmas The Surfaris, Chuck Berry,
(MCA 25084) and others

Soul Christmas 1968 King Curtis, Otis Redding,
(Atco SD 269) Carla Thomas, Solomon

Burke, William Bell, and 
others

The Stash Christmas 1985 Fats Waller, Louis 
Album: 16 Blues Armstrong, Ella Fitzgerald,
And Jazz Classics Benny Goodman, Paul
(Stash ST 125) Whiteman, and others

A  Very Special 1987 The Pointer Sisters,
Christmas Eurythmics, Whitney
(A&M SP  3911) Houston, John Cougar

Mellencamp, Sting, U2, 
Madonna, Bon Jovi, Stevie 
Nicks, Bryan Adams, Bruce 
Springsteen, Bob Seger, and 
others
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Chapter 5

Commercial Catalogs

DOWN HOME MUSIC, INC.

Scott, Frank, Alan Scheflin, Nancy Noenning et al- comps.
Country Music Catalog 1981—Including Western Swing, Steel
Guitar, and Cowboy Songs. El Cerrito: Down Home Music,
1981. Illustrated. 40 pp.

Scott, Frank, Nancy Noenning et al., comps. Blues Catalog
1982. El Cerrito: Down Home Music, 1983. Illustrated. 64 pp.

Scott, Frank, Laurie Tsubouchi, Nancy Noenning et al..
comps. Vintage Rock 'n' Roll Catalog 1983. El Cerrito: Down
Home Music, 1983. Illustrated. 96 pp.

Frank Scott is a contemporary music curator and the general 
manager of a very distinctive record store in El Cerrito, California. 
Down Home Music, Inc., is much more than a typical pop-album 
reserve. Scott and the store’s co-owner, Chris Strachwitz, are re
spected experts in the specialized recording fields of blues, vintage 
rock ’n’ roll, folk, jazz, ethnic/international, country, old-timey, and 
bluegrass music. They stock not only American releases but also 
imported albums from British, European, and Japanese companies. 
The total inventory of Down Home Music numbers over 15,000 
albums. The advertising and sales market for these recordings

This review by B. Lee Cooper originally appeared in Record Profile Magazine 
5 (May 1984): pp. 74-75. Reprint permission has been granted by the author. Down 
Home Music, Inc. recently changed its name to Roots and Rhythm. It is located at 
6921 Stockton Avenue in El Cerrito, California 94530.
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stretches far beyond the San Francisco Bay area, thanks to the 
international distribution (free of charge, amazingly) of a monthly 
mail-order newsletter. In addition to these newsletters, Scott and his 
employees have compiled three unique music catalogs. These dis
tinctive publications-focusing on recent album releases in country 
music, the blues, and vintage rock ’n’ roll-are unabashedly com
mercial in purpose. Yet, they are fascinating, fact-filled resources 
that should be of interest and value to anyone interested in modem 
music.

Country Music Catalog 1981 contains citations on 1,200 differ
ent record albums by both major (Roy Acuff, Eddy Arnold, Chet 
Atkins, Moe Bandy, Bobby Bare, and others) and minor (Eddie 
Adcock, Phil Baugh, Norton Buffalo, and others) country and blue- 
grass performers since 1945. Artists from the fields of Western 
swing (Asleep at the Wheel, Bob Wills and The Original Texas 
Playboys), steel guitar (Noel Boggs, Roy Wiggins), and cowboy 
songs (Gene Autry, Sons of the Pioneers) are also represented. The 
alphabetically organized citations feature the performer’s full name, 
a brief biographical description, and a list of currently-in-print 
American and foreign albums, including titles and record-company 
numbers. For most album entries, special notations are also pro
vided that list the historical roots of the songs (e.g., “ 1955-1957 
recordings with good notes”); the reissue status of the album (“Jap
anese reissue of a long unavailable U.S. album”); and brief critical 
commentaries (“great tribute”).

The Blues Catalog 1982 follows the same alphabetical format as 
the previous country-music publication. The 2,000 albums listed 
include discs by artists ranging from Johnny Ace, Dave Alexander, 
and Luther Allison to Jimmy Witherspoon, Jimmy Yancey, and 
Mighty Joe Young. Beyond the initial 45-page section, this catalog 
provides additional listings of anthology albums-“Pre-War Blues 
Collections” (seven pages) and “Gospel Music” (four pages). 
There is also a brief list of contemporary books and magazines 
covering various black-music topics.

The Vintage Rock ’n’ Roll Catalog 1983 is the largest, most 
detailed publication in this series. There are 1,500 different albums 
listed in such categories as “Rockabilly and ’50s Rock ’n’ Roll” 
(24 pages), “Rhythm ’n’ Blues and Vintage Soul” (11 pages),
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“Vocal Groups and Doo-Wop” (11 pages), “Surf Music and Instru
mentals” (3 pages), and “Rockabilly Revival and European Art
ists” (5 pages). Among the artists featured are Chuck Berry, Eddie 
Cochran, Elvis Presley, Otis Redding, The Drifters, The Five Keys, 
The Ronettes, Duane Eddy, The Blasters, Shakin’ Stevens, and 
many, many others. In addition to these alphabetized artist listings, 
this catalog contains 19 pages of anthology albums (“Collections 
by Label”) arranged by recording companies. Beyond this, there is 
an unbelievably extensive alphabetical list of all performers 
(“Collections by Artist”) featured in the anthologies. This 21-page 
section is remarkable in both scope and detail-including such spe
cific entries as “Hardrock Gunter: 4 Tracks on White Label 8814, 
and 1 Track Each on Bopcat 400 and MCA (UK) MCF 3035.”

The publication of these three Down Home music catalogs illus
trates the successful marriage of musical expertise and computer 
programming. The dazzling array of record-related facts featured in 
these paperback volumes was organized by Peter Malden through a 
high-tech system previously unavailable to (and, currently, little 
understood by) most music salespeople. The achievement of Frank 
Scott and his Down Home colleagues, as stated earlier, constitutes 
far more than just a simple marketing venture. Along with Joel 
Whitburn’s books of Billboard data statistics, the fine encyclope
dias produced by Sheldon Harris (Blues Who’s Who) and Irwin 
Stambler (Encyclopedia o f Pop, Rock, and Soul), the insightful 
biographies of Jerry Hopkins (Elvis: The Final Years) and Howard 
DeWitt (Chuck Berry: Rock V  Roll Music), and the expansive 
discographical studies of Terry Hounsome and Tim Chambre (Rock 
Record) and Ray Topping (New Orleans Rhythm and Blues Record 
Label Listings), the three Down Home catalogs are sure indications 
that research of and scholarship into contemporary music is reach
ing new heights.

As Central Michigan University Librarian and music bibliophile 
David Ginsburg is so fond of repeating, the “serious study” of 
modem music is inevitably linked to the devoted accumulation 
activities of amateur pop-music enthusiasts. The splendid isolation 
of academic resource collections like Bowling Green State Univer
sity’s Sound Recordings Archive foretells little for increased schol
arly understanding of post-1950s music. The failure of other educa-
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tional institutions to turn their financial resources and academic 
resource expertise toward collecting, cataloging, housing, and cir
culating audio resources illustrates that day-to-day collecting of 
music’s vinyl voices remains largely an idiosyncratic individual 
pursuit. Down Home Music’s catalogs facilitate such private col
lecting. The hope for future knowledge about doo-wop, R&B, and 
rock ’n’ roll music is the self-motivated work of current record 
collectors. The lament of discographie specialist Gordon Stevenson 
that we are in danger of losing the collective consciousness of black 
musicians from the 1920s to the 1940s continues to be a valid fear 
throughout the next four decades with respect to formal teaching, 
learning, and saving of audio resources by most educational reposi
tories.

Thanks to perceived advertising and marketing necessity, the 
musical interest and expertise of two record-store owners, the avail
ability and appropriate application of computer technology in the 
creation of a complex album-listing system, and the growing num
ber of worldwide contemporary music collectors, a set of remark
able album catalogs are now in print. They’re inexpensive. They’re 
authoritative. They’re marvelously fact-filled. The real beneficia
ries of these catalogs, however, will probably be music archivists in 
the decades beyond 2000 A.D. By then, the names John Lennon, 
Buddy Holly, B. B. King, and Hank Williams will carry “historical 
validity” rather than just popularity.



Chapter 6

Exported Recordings

One unforeseen side-effect of the BBC’s great wartime use of 
records was growing public exposure to American popular 
music; few records were issued in Britain during the war be
cause of the shortage in raw materials, so the BBC came to 
rely extensively on imported American discs. But American 
musical influence was most profoundly felt through the pres
ence of U.S. troops in the country . . . and the programmes of 
the Armed Forces Network (AFN). Maurice Gorham recalled 
that when the AFN began in 1943, it was the preordained 
programme for the bobby-soxers, with its American comedy, 
American swing, and entire freedom from restrictions. . . Al
though Gorham, for one, thought that the popularity and influ
ence of AFN were exaggerated, British popular culture as a 
whole did undergo an insidious “Americanization” as the war 
progressed.

-Stephen Barnard 
On the Radio: Music Radio in Britain (1989)

Popular music served as a vehicle of cultural imperialism be
tween the United States and Great Britain from 1943 until 1967. 
During this period, each country took a turn at dominating the

This essay was developed by Laura E. Cooper and B. Lee Cooper. It was pre
sented as “The Pendulum of Cultural Imperialism: Popular Music Interchanges 
Between the United States and Great Britain, 1943-1967” at the annual meeting of 
the Midwest Popular Cultural Association in Toledo, Ohio, in October 1990. Re
print permission has been granted by the authors.
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other’s popular-record industry. From 1943 to 1963, British popu- 
lar-music culture was dictated by American business interests and 
artistic styles. This hegemony was established through U.S. war
time and post-war military presence in Europe, by American trade 
activities in numerous English seaports, and because of Great Brit
ain’s inability to generate indigenous musical innovations. In 1964, 
the dominance was abruptly reversed when British recording artists 
exported their own, “new” style (which was, ironically, derived 
from America’s own rock ’n’ roll roots). Each country so com
pletely dominated the other with its unique popular-music artistry 
over th e 24-year period that few alternative commercial recording 
styles mounted viable competition, thus creating the situation of 
cultural imperialism.

SETTING THE STAGE: 1943-1953

Popular culture consists of a society’s radio shows, motion pic
tures, television programs, literature, and music. It reflects the val
ues and ideologies of a particular group, at a particular time. The 
American influence on Europe’s popular culture was felt as early as 
the 1920s and 1930s, and the U.S. was considered to be synony
mous with diversity, innovation, and vitality. American popular 
culture was admired and emulated by much of the British public 
because of its advanced stylistic and technological capabilities in 
both film and music. One German film director characterized U.S. 
overseas influence by declaring, “The Americans colonized our 
subconscious.” 1

American and British popular cultures were forced together dur
ing World War II. The presence of United States troops on U.K. soil 
precipitated direct contact and interchange. Also, because the 
United States served as the chief funding source for Britain’s post
war economy, continuing U.S. involvement and influence was inev
itable. Beyond the United Kingdom, many Europeans received a 
large dose of American values and beliefs during the 1940s. Ameri
cans left a popular-culture legacy throughout western Europe. Ad
ditionally, soldiers remaining in Britain under NATO agreements 
further contributed to the spread of American culture by importing
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pop records and other reminders of home. The availability of Amer
ican cultural artifacts stimulated their popularity.2

Great Britain had an advantage over the rest of Europe in the 
acquisition of American music because of its many port cities. 
Liverpool, for example, received a steady flow of new American 
music from both commercial traders and the numerous U.S. seamen 
who journeyed across the Atlantic. Liverpool also hosted an Ameri
can airbase at Burtonwood, in addition to being actively involved in 
the Atlantic trade routes. The late Beatle John Lennon described his 
birthplace by saying, “It’s where the sailors would come home with 
blues records from America. There is the biggest country-and-west- 
em following in England in Liverpool, beside London . . .”3 Ob
viously, the port cities throughout the U.K. emerged as the centers 
of Britain’s growing popular-music scene.

The British airwaves, usually in a controlled state of institutional 
inflexibility, opened up during and after World War II to broadcast 
programs featuring American music. Exposure to American record- 
ings-via the Armed Forces Network (AFN), Radio Luxembourg 
from the Continent, and even controlled exposure through the Brit
ish Broadcasting Corporation (BBC)-introduced U.K. listeners to 
the latest U.S. musical trends. Although the presence of American 
cultural artifacts through channels of international trade made it 
relatively easy for American musical styles to assert themselves, it 
was Great Britain’s lack of innovative radio programming and the 
BBC’s stodgy commitment to classical and dance-band music that 
created a growing desire among youthful British listeners for new, 
more exciting musical entertainment. Great Britain’s domestic pop 
format included traditional jazz and skiffle, which is a guitar-cen
tered version of traditional folk sounds. Each of these styles re
sembled earlier forms of American music; they were undeniably 
illustrations of early-1950s popular-music influences.4

HEARING THE PIPER: 1954-1963

During the mid-1950s, BBC administrators did not feel that rock 
’n’ roll recordings should occupy too much public airtime. Conse
quently, popular music was relegated to only 22 hours of airplay per 
week. This limited public exposure created a type of underground
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music audience that sought access to more and more American 
music. Local dance clubs became showcases for both U.S.-recorded 
and domestically produced American music. Disc jockeys and ama
teur local bands played the new American rock hits brought to 
Britain by the U.S. military or by British seamen at local seaports.5

In 1954, Bill Haley and the Comets burst onto the British music 
scene with “Rock Around the Clock.” This song was so popular 
that it remained on the British charts for 17 weeks in 1955 and then 
returned again in 1956 for 11 more weeks.6 The fact that this one 
American rock tune could dominate the British charts for so long 
indicated the desire of young English record buyers for American 
rock ’n’ roll. Accompanying the celebration of rock music was the 
emergence of the Teddy Boy. Teddy Boys were British teens who 
associated themselves directly with the new style of American mu
sic. They were readily identified by their slicked hair, slim-legged 
pants, and full jackets. The favorite hangout of the typical Teddy 
Boy was the local coffee shop. They represented an overt, active 
form of protest against “older tradition.” Not unexpectedly, they 
were viewed by much of British society as negative counterparts of 
the raucous American rock V  roll. Rock music was encouraging a 
British subculture to promote itself, thus counteracting the formal 
resistance to this “new” music by the BBC. The Teddy Boy was 
rock music personified. Ironically, the rebellious Teddy Boy phe
nomenon receded with the growing acceptance of rock music in 
Great Britain.7

In 1958, Elvis Presley reached number one on Britain’s record 
charts with “Jailhouse Rock.” The Presley style was viewed as the 
prime example of the fusion of rhythm and blues with country 
music. His early hits were classic rock. His success in Britain was 
attributed to his unique “Americanness.” That is, Presley’s “Latin 
good looks” and “cowboy speech and manner” typified the Ameri
can diversity that so greatly appealed to the British. Presley set a 
visual standard for many British rock musicians.8

American rock became an economic and artistic force to contend 
with. Great Britain, however, found no reasonable domestic alterna
tive to combat this new form of cultural imperialism. Thus, direct 
imitation emerged. Television shows and artists similar to those in 
America presented subdued styles of rock music. Bill Fury, Marty
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Wilde, Johnny Gentle, Dickie Pride, and Tommy Steele were a few 
British performers marketed in the Elvis mold.9 It is interesting to 
note how Tommy Steele’s professional life mirrored Elvis Pres
ley’s. From his initial career in rock music, he diversified to include 
television performances and, later, movie roles. His career track 
was manipulated by his manager, John Kennedy. Unlike Presley, 
though, Steele never achieved superstardom. His performing zeal 
eventually faded as a result of his disillusionment with the over
bearing control of his strong-willed agent.10

Britain further attempted to reduce the desire for American rock 
by creating television programs that showcased the latest American 
hits performed by British bands. These shows included Oh Boy, 
Juke Box Jury, and 6.5 Special. They were extremely popular. In 
addition to TV shows, two new music-oriented British publications 
emerged, Melody Maker and New Musical Express.11 But American 
music was an unstoppable force, and it overwhelmed British popu
lar culture. It embedded itself into British youth who demanded 
greater availability of American recorded products. To compete 
with rock ’n’ roll’s popularity, British music agents promoted more 
and more imitations of the imported art form. By 1958, American 
rock ’n’ roll had become an important element of British culture 
and music. The United States had unconsciously become culturally 
imperialistic over Great Britain by stifling domestic creativity and 
by redirecting the U.K.’s conservative popular-music industry.

By the late 1950s and early 1960s, many British groups had 
internalized American popular music sounds and had begun to de
velop their own unique styles. Two groups, The Beatles and The 
Rolling Stones, emerged as successful British bands that drew 
strongly from rock, blues, and rhythm-and-blues roots. The change 
in the U.K. rock-music scene became apparent even in the early 
1960s when Great Britain-the island that had seemingly been de
void of any pop-music creativity-suddenly began generating its 
own domestic music culture. America unexpectedly found itself in 
Britain’s place, being unable to create a more original music prod
uct. The so-called Golden Age of Rock was dead, and for the first 
time, American rock music seemed to lack vitality.12 Rock music’s 
initial heroes were fading: Buddy Holly was dead; Chuck Berry was 
in prison; Jerry Lee Lewis was struggling with public relations
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problems; Little Richard had gone into a religious mode; and Elvis 
Presley had joined the military. American music had become a 
“teenage wasteland” filled with plastic teen idols.13 However, the 
early rock style that was dying in the States was being adapted and 
internalized by new British “beat” bands. In truth, beat bands soft
ened the energetic rock ’n’ roll like so many white American musi
cians had softened gritty ihythm-and-blues music. This artistically 
dry period for American musicians proved to be a very creative 
period for working-class British youth who were rapidly formulat
ing their own sounds.

Pirate radio broadcasting also grew during the early 1960s, pro
viding the British public with even more American music on which 
to shape their style. Pirate stations like Radio Veronica and Radio 
Caroline, to name just two, served as alternatives to the conservative 
BBC and had their popularity reinforced by high profits and private 
backing.14 Throughout the 1959-to-1963 period, British popular mu
sic expanded and flourished. In 1956, John Lennon and Paul 
McCartney had begun playing together in a group called The Quar- 
rymen, and by 1958 George Harrison had joined the group. These 
three Liverpool natives were influenced almost entirely by American 
music.15 Their beat band went through various name and member 
changes before finally emerging as The Beatles. John Lennon had 
formed The Quariymen in a very poor, tough, but cosmopolitan port 
city. The Liverpool setting provided ready access to U.S., German, 
and other international music markets. This exposure to diverse cul
tures was a significant element in The Beatles’ aesthetic inspiration. 
The melting pot of ideas, rhythms, and recorded performances was a 
goldmine to Lennon in particular, who consciously observed the 
cultural spectrum offered by the dynamic port city.16

Lennon and McCartney, who epitomized the rebellious Teddy 
Boy image, performed covers of many popular American rock ’n’ 
roll hits. Elvis Presley had become a primary figure in Britain when 
“Heartbreak Hotel” was released in 1956; other American artists, 
especially Little Richard and Chuck Berry, also exerted significant 
musical influence on the two future Beatles. The Quarrymen dis
tributed formal visiting cards describing themselves as “Country 
and Western, Rock ’n’ Roll, and Skiffle performers.” 17 This wide
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variety of musical styles illustrated the diverse experiences the 
youthful Liverpool-based band was absorbing.

The Beatles, in 1959 called The Silver Beatles, frequented many 
of Liverpool’s beat clubs, especially The Cavern and The Crack. In 
these clubs, their performances earned them a small cult following. 
Their faithful fans were most impressed at the group’s mastery of 
the singing styles of their American heroes, Elvis Presley and Little 
Richard. But 1960 became a low point in the careers of the strug
gling young musicians, who found themselves without a drummer 
and unsatisfied with the Liverpool club scene. It was during this 
bleak time that the group became The Beatles, a name derived from 
yet another of their American rock heroes, Buddy Holly and The 
Crickets. They decided to depart for Hamburg, West Germany. 
Reluctantly, John Lennon and Stu Sutcliffe left art school; Paul 
McCartney discontinued his teacher training; and George Harrison, 
who encountered no opposition from either family or friends about 
leaving the country, headed to Germany to seek a new audience. 
Their major problem, the lack of a drummer, was solved when Pete 
Best joined the group. The two-month Hamburg tour began with the 
band finally complete.18

The Kaiserkeller, a popular rock ’n’ roll club in the German port 
city, was the site of the early Beatles’ Hamburg performances. The 
Beatles played American rock hits hour after hour. Achieving musi
cal success was of great importance to the group since they had all 
sacrificed college and jobs for this venture. The Hamburg experi
ence, while full of personal, legal, and financial adversity, aided 
immeasurably in the development of The Beatles. The group’s re
flection on the Hamburg activities is captured in Paul McCartney’s 
observation, “We had a long time to work it out and make all the 
mistakes in Hamburg with almost no one watching.” 19 Their fol
lowing grew, and during 1961 they adopted their characteristic 
floppy, banged hairstyles, acquired under the guidance of their fu
ture business manager Brian Epstein. The final shift in the group’s 
line-up was the dismissal of Pete Best and the addition of drummer 
Ringo Starr.

On October 11,1962, “Love Me Do” by The Beatles appeared on 
the British pop record charts.20 Within weeks, the Liverpool beat 
group controlled the British pop-music scene, a prophetic national
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trend that they would repeat on the international music stage. Lonnie 
Donegan, a British skiffle group leader, reacted to the quartet’s blitz
krieg popularity by noting, “A strange bedlam was taking over 
which had nothing to do with anything we had previously known.”21 
The idea of British rock had never been accepted in the U.S., espe
cially during the early sixties, when many Americans had become 
disillusioned with early rock ’n’ roll music. The British felt that 
Americans were seemingly “kicking the rock habit.”22 The irony of 
the 1964-65 emergence of British rock in the States was the fact that 
rock ’n’ roll, a black-derived American art form, would be revived 
via young white performers from Great Britain. The Beatles exposed 
many teenage Americans to an unknown subculture by reflecting the 
image of American black music from across the Atlantic, thus pro
viding many Americans with their initial exposure to black music. Of 
course, black artists understood exactly what was happening. The 
1953-57 cover era was being repeated. The Beatles, along with other 
artists of the so-called British Invasion, “sanitized” soul music. They 
made rhythm and blues commercially acceptable.23

REVERSING THE TREND: 1964-1967

The year 1964 proved to be a particularly appropriate time for the 
emergence of English beat music. Not only had the U.S. experi
enced a music dry spell, but America’s youth had also lost a popular 
political idol in John F. Kennedy. A new charismatic focus was 
needed. Also by 1964, 17-year-olds constituted the single largest 
age group in the U.S., a prime target for the commercial distribution 
of the new British rock product.24 The emergent British music 
phenomenon was tagged “Beatlemania.” Both British and Ameri
can publications accurately described the early sixties beat music as 
“a weird new kind of music that makes rock ’n’ roll seem tame by 
comparison.”25 One American critic accurately charged that The 
Beatles playing the “Mersey Sound” is like “ 1956 American rock 
bouncing back at us.”26 Yet The Beatles successfully emerged as an 
American sound melded with European fashion. It should never be 
forgotten that Tommy Steele, Lonnie Donegan, Bill Fury, and Cliff 
Richard had, on previous occasions, unsuccessfully attempted to 
make an American impact. This faulty track record left many
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American record companies suspicious of the long-term financial 
success of Beatlemania. Finally, the American music industry be
came convinced that The Beatles were marketable.

An all-out advertising campaign was launched to literally force 
The Beatles onto an unsuspecting U.S. public.27 By February of 
1964, The Beatles were scheduled to tour America, bringing their 
new music style to such diverse venues as Carnegie Hall and The 
Ed Sullivan Show. Radio stations continuously plugged their immi
nent arrival. Capitol Records distributed newsletters, stickers, and 
open-ended interview tapes that allowed U.S. disc jockeys to con
duct seemingly live interviews with the Liverpool group. As a result 
of this no-holds-barred Beatles publicity barrage, their song “I 
Want To Hold Your Hand” became the fastest-selling release in 
Capitol Records’ history.28

British beat music infiltrated U.S. popular culture in the form of 
four mop-headed boys from Liverpool who had been inspired by 
the American rhythm ’n’ blues/rock ’n’ roll subculture. Their dress 
and grooming challenged the clothing styles of conventional U.S. 
males, just as their R&B-based music differed greatly from the 
current pop styles of Frankie Avalon, Fabian, Bobby Vinton, and 
Bobby Vee. Yet they were stealing the hearts and dollars of the 
United States music culture. Achieving popularity in the United 
States was an impossible dream come true for The Beatles. Their 
generation had grown up under American influence as a result of 
World War II; the presence of U.S. popular culture had created an 
irresistible mystique. America was the home of their heroes. Pre
ceding their arrival in the U.S., The Beatles frequently commented 
about their expectations:

“They’ve got everything there. What do they want us for?”
“We were only coming over to buy LPs! ”
“Rock ’n’ roll music was a purely American invention. Who 
could possibly care about some English imitation?”

These statements illustrated their deep-seated opinions that the 
U.S. possessed a “ self-satisfied egocentricity.” These same tongue- 
in-cheek statements also shrouded genuine fears of unfavorable 
comparisons. But The Beatles yearned to experience the magic of
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America, and they sought formal approval of their music. The 
Beatles were so set on conquering the United States that anything 
less than great success would have been a letdown.29

The huge advertising campaign paid off. The Beatles achieved 
complete fan idolatry, sold out concerts, staged an extremely suc
cessful Ed Sullivan performance, and won complete domination of 
the Billboard singles chart. The Beatles occupied the top five posi
tions on the singles chart and the top two positions on the LP 
chart.30 The Fab Four also enjoyed great financial success from the 
vast quantities of Beatle paraphernalia. Along with other souvenirs, 
their fashion style-consisting of the Beatle haircut, the collarless 
jacket, and the 2 1/2” heel boot-fostered commercial gain. The 
Beatles had infiltrated American popular culture; in essence, they 
dramatically turned the tables on the U.S., which had dominated 
both popular dress and music in Great Britain for two decades.31

While enjoying great popularity, The Beatles also encountered 
opposition. Conservative evangelist Billy Graham claimed they 
were “symptoms of the uncertainty of times” and only “a passing 
phase.” Others contended that a conspiracy of rock music was 
being launched to destroy the country through the lyrical glorifica
tion of sex and delinquency. Another writer claimed that Beatle- 
mania was a communist plot to make a generation of American 
youth mentally ill and psychologically unstable. The Beatles, dis
playing their usual cynical wit, responded: “We’re the world’s 
number one capitalists.”32

One California record-store owner opposed the British rock ’n’ 
rollers, claiming that they were only imitating American rhythm- 
and-blues artists and thus violating the artistic standards required for 
their work visas. He asserted that international performers must dem
onstrate works of distinguishable merit or unduplicated uniqueness. 
He stated that an influx of British performers would put small, inde
pendent American record labels and song publishers out of business. 
This same retailer also noted the official British practice of limiting 
U.S. records in England so that British cover recordings could be 
released.33 This plea for protectionism went unheeded. The pendu
lum had already swung too far. The British Invasion was beginning.

In America, where music culture was a way of life among youth, 
kids discarded their Bermuda shorts and stopped going to the barber.
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After The Beatles’ initial visit, record sales rose dramatically and 
radio stations featured more and more British rock music. American 
record companies reacted to Fab Four success by scouring Liverpool 
clubs and dance halls in search of new Beatles-like groups. The new 
British bands that emerged included Herman’s Hermits, The Search
ers, Gerry and The Pacemakers, and The Kinks. American groups 
were also influenced by the British Invasion. Great Britain ruled the 
American airwaves.34 As one author noted in 1964, “the advent of 
The Beatles shattered the steady day-to-day domination of made-in- 
America music. From here on it’s expected that a significant ration of 
U.S. best sellers will be of foreign origin.”35

Internationally, The Beatles had given rock music credibility. They 
also established writing and performing as interdependent art forms. 
This self-contained approach, successfully practiced on a smaller scale 
by Carl Perkins, Chuck Berry, and Buddy Holly, de-industrialized the 
music industry by demonstrating that rock artists could compose their 
own songs without assistance from assembly line writers.36 The great
est overall effect, though, was the diversity of British beat music and 
its cultural impact. One writer observed, “The Beatles set the stage for 
the British Invasion with their unprecedented record sales and media 
appeal. They laid the groundwork for the April appearance of The 
Rolling Stones.”37 Mick Jagger and Keith Richards continued the 
irony of reinterpreting American culture.

The Rolling Stones, a London-based group, were influenced both 
by The Beatles and by black American artists like Chuck Berry, 
Jimmy Reed, Slim Harpo, and Bo Diddley.38 While both The Beatles 
and The Rolling Stones were individually important factors in the 
mid-sixties British Invasion, they projected very different images. 
The Rolling Stones were viewed as a raucous group of devils that 
struck fear into the hearts of adults. The Stones adamantly pro
claimed they were not merely a beat music band, but rather a black- 
oriented rhythm-and-blues band. Brian Jones elaborated: “We 
haven’t adapted our music from a watered-down music like Ameri
can rock ’n’ roll. We’ve adapted our music directly from the early 
black blues forms.”39 Music rooted in social adversity and the virtu
ally ignored black subculture served as The Rolling Stones’ inspira
tion. The Stones considered themselves “Rebels with a cause . . .  the 
cause of rhythm and blues.” They were determined not to be sani
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tized or commercialized by the recording industry. These rebellious 
qualities were admired by their youthful audience. The Stones were 
the antithesis of The Beatles, who had rapidly gained a significant 
level of parental approval in the U.S. Either for publicity purposes or 
in reality, The Stones fostered the outsider image. Their hair was 
long and shaggy; they were a white band mastering forbidden black- 
based rhythms. This rebelliousness created a strong cult following. 
To be a Rolling Stone was to partake of a secret vice.40

An early Rolling Stones’ American hit was “King Bee,” a tune 
originally recorded by American bluesman Slim Harpo. While The 
Beatles were politely saying “I Want To Hold Your Hand,” The 
Rolling Stones were suggestively singing, “I’m a king bee, baby, 
buzzing ’round your hive . . .  Let me come inside.” Vogue magazine 
described the Rolling Stones as “more terrifying than The Beatles.” 
The Stones introduced their white audience to blues music, a music 
many Americans had ignored when it was originally performed in 
the fifties by domestic black artists.41 The Stones stunned The Ed 
Sullivan Show and The Hollywood Palace with their rebellious style. 
They received as much negative publicity as The Beatles had re
ceived positive publicity. This controversial British rock group fur
ther established the new British foothold on the international pop- 
music scene.

CONCLUSION

The Beatles and The Rolling Stones, while performing different 
types of music, both relied heavily on the exported songs and per
forming styles of American artists. They had successfully integrated 
and adapted American models into their own music.42 The irony of 
the British Invasion of the mid-sixties was that it represented the 
simultaneous triumph and demise of American dominance over U.K. 
popular-music culture. The period of one-sided cultural imperialism 
(1943-1963) had ended. An intervening time of adjustment 
(1964-1966) allowed an inordinately large number of British bands 
to test their commercial wings in the States. Yet the era of British 
dominance was destined to be brief, though undeniably significant. 
The Beatles and The Rolling Stones-schooled by Chuck Berry, 
Howlin’ Wolf, Marvin Gaye, Bo Diddley, Carl Perkins, and others-
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graduated into their own world of imagery, instrumental exper
imentation, lyric structuring, and rhythm manipulation. Many critics 
echoed in awe the observation of Jeff Greenfield: “The Beatles were 
a powerful influence in music and popular culture. Their success 
resulted from ever-changing style; they were always moving.”43 

Great Britain was still not completely free of American musical 
influence. By 1967, though, with the release of the Sgt. Pepper’s 
Lonely Hearts Club Band album, the group that had won the hearts 
of America and Great Britain had identified its own independent 
musical style. The album also ended the era of rock as an adolescent 
phenomenon. The Beatles helped make rock the music of an entire 
international generation. One critic acknowledged the creative bril
liance of the album by saying: “Sgt. Pepper isn’t in the line of 
continuous development; rather it is an astounding accomplishment 
for which no one could have been wholly prepared, and it therefore 
substantially enlarges and modifies all the work that preceded it.”44 

The Beatles no longer needed to borrow American rock styles. 
They, like many other British bands (including The Rolling Stones 
and The Who), had developed into unique, visible rock ’n’ roll 
artists. The American cultural imperialism that began in 1943 had 
ended. The rebounding British cultural imperialism of 1964-1966 
waned after Sgt. Pepper. The commercial resurgence of American 
recording companies (Motown, Stax, and Atlantic) and the explo
sion of soul music (Wilson Pickett, Aretha Franklin, Sam and Dave, 
Otis Redding, The Temptations, and hundreds of others) generated 
the pendulum swing back to the center. Although the future would 
bring new invading artists from Ireland, Wales, England, and Aus
tralia, there would be no total chart dominance by either the U.S. or 
the U.K. The two nations found equilibrium in their popular music 
interchanges after 1968.
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Chapter 7

Family Businesses

MICHAEL JACKSON

Sequins and Shades: The Michael Jackson Reference Guide. 
Compiled by Carol D. Terry. Ann Arbor: Popular Culture, 
Ink., 1987. Illustrated, 507 pp.

Few rock performers merit literary attention. Fewer still warrant 
either bibliographic guides or discographic compilations. Michael 
Jackson, the singer/composer from Gary, Indiana, is the exception 
to both rules. A conglomerate-directing millionaire, an internation
ally acclaimed stage performer, and a prolific, talented recording 
artist, Jackson has established artistic and commercial standards 
that defy comparison. Since the 1968 release of the first recording 
by The Jackson 5 for Steeltown Records through the end of The 
Jacksons’ “Victory Tour” and the 1984 release of the Victory al
bum, Michael and his brothers have sold more than 100 million 
records. But it is as an individual artist that Jackson has received 
public accolades in clusters. During the 1984 Grammy ceremonies, 
for instance, he won eight awards: Album of the Year (Thriller); 
Record of the Year (“Beat It”); Producer of the Year (Thriller); 
Best Male Rock Performance (“Beat It”); Best New R&B Song 
(“Billie Jean”); Best Children’s Album (E.T.); Best Male R&B 
Performance (“Billie Jean”); and Best Male Pop Performance 
(Thriller). Michael’s humanitarian efforts-in conjunction with Lio
nel Richie and Quincy Jones-on the 1985 “We Are the World” 
project illustrated a philanthropic streak that complements his entre-

These reviews by B. Lee Cooper originally appeared in Michigan Academician 
ΧΧII (Summer 1990): pp. 303-306. Reprint permission has been granted by the 
author. 97
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preneurial drive. This young man is a music-industry force to be 
examined, pondered, and admired.

Sequins and Shades is a 500-page tribute to a popular-music 
colossus. Compiler Carol D. Terry acknowledges that her work is 
an in-process report, rather than the final chapter on this enigmatic 
young star. She notes that between 1988 and 1989, Michael Jackson 
was scheduled to issue two new albums, publish his autobiography, 
and launch a wealth of new commercial ventures. Sequins and 
Shades offers popular-culture researchers, record collectors, and 
M.J. fans access to all literary, vinyl, and historical information 
available on the personal life and professional career of Jackson up 
to December 10,1986.

This reference guide is divided into five unequal sections. A bibli
ography (pp. 1-69) featuring citations from more than 1,000 different 
sources (books, magazine and newspaper articles, film and record 
reviews) dealing with The Jackson 5, The Jacksons, and Michael 
Jackson solo begins the study. This is followed by a day-to-day 
chronology (pp. 71-184) containing record release dates, concert 
appearances, birthdays and weddings, press conferences, record and 
video chartings, and recording sessions. The huge discography sec
tion (pp. 185-333) provides full details on more than 650 individual 
recordings (all released in the United States and Great Britain). This 
is followed by an alphabetical listing (pp. 335-357) of every song 
that Michael Jackson has been associated with, either as a composer, 
group member, soloist, backup vocalist, producer, or arranger. The 
final section of the guide features six indexes (pp. 359-507) orga
nized by author, title, subject, date, publication, and record number, 
it also covers information from each of the previous four sections. 
Sequins and Shades is a truly remarkable work that will undoubtedly 
remain the key resource for the examination of Michael Jackson’s 
early career for years to come.

MOTOWN

Heat Wave: The Motown Fact Book. Compiled by David 
Bianco. Ann Arbor: Pierian, 1988. Illustrated. 524 pp.

The Motown Recording Corporation means many things to many 
people. It is a triumphant black enterprise, the fulfillment of a
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rags-to-riches American dream, a continuing soap opera (complete 
with excesses of family love and personal tragedy), and the foun- 
tainhead of both distinctive soul music and legendary performing 
stars. The breadth of Motown’s contribution to American popular 
culture makes each of these images valid and worthy of scholarly 
investigation. Heat Wave: The Motown Fact Book is designed to 
provide not only a general historical and biographical overview of 
the Motown family but also an in-depth discographic survey of the 
company’s prodigious vinyl production between 1959 and 1987. 
Those seeking to trace the career of Motown artists, to chronicle the 
company’s sale successes, or to explore popular music during the 
decades of the ’60s, ’70s and ’80s should seek the assistance of 
Bianco’s resource.

Heat Wave is structured into eight sections. Part I features brief 
biographies of corporation founder Berry Gordy Jr. and more than 
90 of Motown’s brightest recording stars. Part II offers a chronol
ogy from November 28, 1929, Gordy’s birthdate, through Decem
ber 1,1987, when a Michigan State Historical Marker was placed in 
front of the original Hitsville Building at 2648 West Grand Boule
vard in downtown Detroit. Part III alphabetically lists, and provides 
brief descriptions of, the American and British labels (from Anna, 
Black Forum, and Blaze to Week, Workshop Jazz, and Yesteryear) 
on which Motown recordings were issued. Part IV presents a mam
moth U.S. discography of Motown singles and albums, while Part 
V features a United Kingdom Motown discography. Parts VI and 
VII provide indexes arranged by singer or group name, by song or 
album title, by date of release, and by record numbers for all U.S. 
and British Motown releases. Finally, Part VIII is an appendix of 
five Motown-related label discographies (Anna, Golden World, 
Harvey, Ric-Tic, and Tri-Phi). The text is liberally peppered with 
handsome black-and-white publicity photos and private shots of 
Motown’s composers and artists, as well as reproductions of 
45-rpm record labels.

In the foreword to Heat Wave, publisher Tom Schultheiss specu
lates that Motown intended to be-and became-a wellspring of 
American music. This was not simply blues or rhythm ’n’ blues 
performed by black artists being accepted by white audiences; it 
was, in Schultheiss’ words, “music without color.” This thumbnail
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description does not connote a lack of artistic integrity, the presence 
of weakened rhythm patterns, or a blandness of vocal presentation. 
It accurately defines the marketing genius of Gordy and his Mo
town producers in creating an immensely effective crossover sound 
produced by young, attractive, talented artists. Why didn’t other 
black-owned record companies translate their music into this kind 
of mainstream fiscal bonanza? If the commonly asserted charge that 
the Motown sound was strictly formula-driven is true, why didn’t 
Specialty, Vee-Jay, or other labels produce batches of million-sel
ling discs to sustain themselves? Several writers, including Peter 
Benjaminson, Ashley Brown and Michael Heatley, Nelson George, 
J. Randy Taraborrelli, and Don Waller, have begun to explore these 
questions. But a comparative examination of the marketing strategy 
of Atlantic, Chess, Stax, Volt, and other prominent black labels has 
yet to be printed. Bianco’s rich discographic compilation might help 
to stimulate such a study.

Beyond financial success, the songwriting and performing 
achievements of Motown’s talented stable of stars warrants serious 
examination. Superficial biographical studies on Stevie Wonder, 
Diana Ross, and Marvin Gaye have yet to scratch the surface in 
terms of illuminating the roots of their distinctive contributions to 
Motown magic. Heat Wave issues a biographical challenge. The 
Motown composing corps (Nicholas Ashford and Valerie Simpson, 
Brian Holland, Lamont Dozier, and Eddie Holland, Norman Whit
field, Lionel Richie, and William “Smokey” Robinson) and singing 
stylists (The Four Tops, Gladys Knight and The Pips, The Su- 
premes, The Temptations, and Stevie Wonder) are oral-history sub
jects that are deserving of serious popular-culture analysis.

Bianco’s superb study calls attention to Detroit’s majestic con
tribution to popular music. Without James Brown, Otis Redding, 
Wilson Pickett, Aretha Franklin, and other flagship black artists, 
Berry Gordy Jr. created the monster music corporation of the 1960s. 
The Heat Wave text describes the nature of the expanding commer
cial phenomenon as follows:

As Motown became a successful record company, Berry
Gordy’s vision expanded to include other entertainment out
lets. It was the company’s intention to pursue opportunities in
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film, television, and the theater. West Coast offices were estab
lished as early as 1966, and in 1972 the company fully relo
cated to Los Angeles from Detroit. . . .  In 1973, the magazine 
Black Enterprise recognized Motown as the #1 black-owned 
or managed business. In less than fifteen years, Motown had 
grown from a Detroit-based record company specializing in 
R&B hits to a full-fledged entertainment corporation. (p. 7)

Thus Bianco describes the musical equivalent of the Brooklyn 
Dodgers fleeing from Ebbets Field to Chavez Ravine. But, unlike 
the “bums from Brooklyn,” Motown was already the fence-busting 
champion of the recording industry. Motown stars Michael Jackson, 
Stevie Wonder, Smokey Robinson, Marvin Gaye, Diana Ross, and 
others just slugged on and on, playing to ever-increasing concert 
audiences, performing in motion pictures, and producing nostalgic 
soundtrack music for an array of ’80s films. With Motown on the 
field, popular music (especially for young black artists) became a 
whole new ball game.
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Chapter 8

Dance Crazes

Legends and myths are valuable for explaining self and society. 
The late Joseph Campbell said so in book after book. Improper 
metaphors, according to Susan Sontag, can hamper perception, 
cloud logic, and dull sensitivity. Clearly, images that educators 
employ to describe the contemporary college scene have serious 
implications.

For the past 15 years, I’ve listened to faculty members and fellow 
administrators depict higher education to parents, alumni, trustees, 
business people, and community leaders. None of the traditional 
metaphors that are so commonly utilized seem entirely appropriate. 
Some are downright annoying. For example, the “We are a big, 
happy family at this college” assertion to incoming students is 
designed to connote caring, concern, and individual attention. How
ever, real family ties are irrevocable; school ties are not. Poor 
grades lead to dismissal; flagrant abuse of residence hall policies 
prompts expulsion. Thus the family metaphor collapses. Another 
disconcerting analogy is the Commencement dichotomy between 
“The Halls of Ivy” and “The Real World.” This makes a college 
experience sound more like four years of fiction and fantasy rather 
than an intense period of intellectual rigor and responsibility.

After much reflection, I’ve concluded that higher education 
needs a new analog. The solution hit me recently while I was 
watching “American Bandstand.” Dancing is the perfect metaphor 
for teaching. It links two human beings in a voluntary association

This commentary was developed by B. Lee Cooper under the title “Dancing: 
The Perfect Educational Metaphor” for presentation at the induction ceremony for 
Omicron Delta Kappa/Alpha Chi honor students at Olivet College on November 18, 
1989. Reprint permission has been granted by the author.
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where cooperative achievement is the initial expectation. The activ
ity is intensely personal, yet usually conducted in a group setting. 
Changing partners is acceptable, just as changing classes or majors 
or faculty advisors is acceptable. The essential character of instruc- 
tion-a learning partnership between teacher and student-can 
readily be envisioned in the dance metaphor. Musical rhythms and 
dance styles vary throughout an evening. So, too, classes and as
signments occur in a variety of formats over a four-year undergrad
uate career. Dancing, like learning, is a performance-based activity. 
It requires concentration and creativity, energy and discipline, and 
concern for others as well as attention to self. There is always room 
for individual showmanship (independent pursuit of the special 
project), plus chances to participate in a chorus line (presentation of 
a group report).

The college setting is similar to a grand ballroom. Here student 
guests meet genuinely stellar dancers (campus speakers and schol
arly honorees), view varying modes of performance apparel (aca
demic regalia, dark suits and ties, and athletic gear), and encounter 
collegiate tradition in both form and function (Presidential stroll, 
Dean’s shuffle, and Faculty ramble).

Surely, Kenneth P. Mortimer, Howard R. Bowen, Zelda F. Gam- 
son, Alexander W. Astin, Harold L. Hodgkinson, and the other 
authors of Involvement in Learning (N.I.E. Report, 1984) had the 
dancing metaphor subconsciously in mind when they crafted their 
exceptional study. What other analogy fits their conclusions? Danc
ing demands a high level of students’ involvement; it requires that 
performance expectations be mutually understood and skillfully 
carried out; and it provides immediate feedback. One can readily 
envision Sandy and Zelda waltzing these key learning ideas by Ken 
and Bud.

Some may wish to challenge the dancing metaphor as too nar- 
row-or too unacademic. Must learning couples always be male and 
female? Obviously not. Numerous ballet and chorus line perfor
mance models negate this concern. But isn’t dance too frivolous a 
metaphor for the serious business of higher education? Decidedly 
not. The good feelings, fun, enjoyment, and collegiality of campus 
life ought to be celebrated and cherished. A dull lecturer or an
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unprepared student is just as joyless as a clumsy, inept dancing 
partner.

If the dancing metaphor survives its initial critics, then what 
kinds of music should accompany this new campus analogy? For 
contemporary students, something more lively than the minuette or 
the waltz will be required. Variety in syncopation, singers, and 
instrumentation will also be needed in the liberal arts ballroom. My 
specific suggestions for the undergraduate dance card might in
clude: Martha and The Vandellas’ “Dancing in the Street” (urban 
studies), Sheena Easton’s “Strut” (women’s studies), Lou Monte’s 
“At the Darktown Strutter’s Ball” (black culture), Eydie Gorme’s 
“Blame It on the Bossa Nova” (Latin American history), Bobby 
Freeman’s “C’mon and Swim” (aquatics), Klique’s “Dance Like 
Crazy” (psychiatry), Tony Martin’s “Dance of Destiny” (futuristic 
studies), Chubby Checker’s “Dance the Mess Around” (leisure 
studies), Georgia Gibbs’ “Dance with Me Henry” (biographical 
studies on James, Clay, Kissinger, and Aaron), Cozy Powell’s 
“Dance with the Devil” (religious studies and theology), Claudja 
Barry’s “Dancin’ Fever” (pre-med studies), The Jackson Five’s 
“Dancing Machine” (technology and automation), The Wilton 
Place Street Band’s “Disco Lucy (I Love Lucy Theme)” (broadcast 
journalism and telecommunication), Johnny Taylor’s “Disco 
9000” (algebra, geometry, trigonometry, and calculus), The Com
modores’ “Fancy Dancer” (merchandising and retailing), Kenny 
Loggins’ “Footloose” (geography), Bob and Earl’s “Harlem 
Shuffle” (black history), Van Halen’s “Jump” (physical education 
and recreation), Cannibal and The Headhunters’ “Land of 1,000 
Dances” (distribution requirements for general education), Little 
Eva’s “Loco-Motion” (advanced physics), The Ray Bryant Com
bo’s “Madison Time” (constitutional history), Michael Sembello’s 
“Maniac” (deviant behavior), Chubby Checker’s “Pony Time” 
(equestrian activities), Huey Smith’s “Rockin’ Pneumonia and the 
Boogie Woogie Flu” (immunology), Dolly Parton’s “Save the Last 
Dance for Me” (final exams), The Olympics’ “Shimmy Like Kate” 
(biographical studies of Hepburn and The Great Russian ruler), The 
Stray Cats’ “Stray Cat Strut” (examinations of Marco Polo, Rich
ard Byrd, and Jack Kerouac), Dire Straits’ “Sultans of Swing” 
(ethnomusicology), The Trashmen’s “Surfin’ Bird” (ornithology),
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The Beatles’ “Twist and Shout” (aerobics), The Marvelettes’ 
“Twistin’ Postman” (government service), Lee Allen’s “Walkin’ 
with Mr. Lee” (civil war studies), The Turbans’ “When You 
Dance” (teacher education), and Loggins and Messina’s “Your 
Mama Don’t Dance” (generational conflict analysis).

The dancing metaphor, if adopted and internalized by students 
and faculty alike, could revitalize the perception of higher educa
tion. Teachers desperately need a new bounce in their steps; fresh
men and sophomores should view their performance roles more 
actively; juniors and seniors ought to become high stepping models; 
and administrators need to strike up the band to support all facets of 
undergraduate study. Boogie down, college presidents!



Chapter 9

Food Images

Food and drink are central factors in modem life.1 In many cases, 
though, it is difficult to perceive any rationale for references to 
saltwater taffy, shortnin’ bread, pumpkin pie, coconuts, mashed 
potatoes, and cherry wine in popular songs. The necessity of eating, 
combined with the plethora of available foods and liquid refresh
ments, seems to make musical commentaries about culinary activi
ties random and undirected. Yet after careful examination, several 
distinct patterns of food-related observations become apparent. Un
deniably, some identifications are strictly serendipitous in regard to 
individual food items; others are quite specific for either logical or 
symbolic reasons; and still others utilize the social setting of dining 
as a means of communicating varying personal feelings.

This chapter identifies 200 food-related recordings and places 
them in five separate categories. Although some of the songs fea
ture overlapping ideas and a few of the titles are used in two or 
more categories, the general system seems reasonable, functional, 
and inclusive. The specific categories represented are: (1) focal 
point, (2) personal desire, (3) social setting, (4) symbol or image, 
and (5) nonsense use. The definition for each of these areas is 
provided below, along with a table of songs to illustrate the cate
gory.

This essay by B. Lee Cooper and William L. Schurk was originally published 
as “Food for Thought: Investigating Culinary Images in Contemporary American 
Recordings,” International Journal o f Instructional Media XIV, No. 3 (1987), 
pp. 251-262. Reprint permission has been granted by the co-authors, editor Phillip 
J. Sleeman, and The Baywood Publishing Company.
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FOCAL POINT

Every song has a title, word, or phrase that becomes the formal 
identification tag for a distinct melody. For most musical composi
tions, the title is drawn directly from the lyrical content of the song. 
However, many tunes are strictly instrumental pieces. In these 
cases, the composer, arranger, performer, or someone else involved 
in the recording session arbitrarily assigns a title to the composition. 
Not infrequently, food or drink names are selected. Without rational 
explanation, Booker T. and the MGs cooked up “Green Onions,” 
A1 Hirt served “Java,” Ray Charles belted down “One Mint Ju
lep,” and Herb Alpert and The Tijuana Brass sweetened the music 
scene with “Whipped Cream.”

The following recordings illustrate the Focal Point theme:

• “Apples and Bananas”
(Dot 16697)
Lawrence Welk (1965)

• “Apricot Brandy”
(Elektra 45647)
Rhinoceros (1969)

• “Cotton Candy”
(REG 8346)
A1 Hirt (1964)

• “Fried Onions”
(London 1810)
Lord Rockingham’s XI (1958)

• “Gravy Waltz”
(Dot 16457)
Steve Allen (1963)

• “Green Onions”
(Stax 127)
Booker T. and The MGs (1962)
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• “Hot Cakes! 1st Serving”
(Chess 1850)
Dave “Baby” Cortez (1963)

• “Hot Pepper”
(RCA 8051)
Floyd Cramer (1962)

• “Java”
(RCA 8280)
A1 Hirt (1964)

• “Jellybread”
(Stax 131)
Booker T. and The MGs (1963)

• “Mo-Onions”
(Stax 142)
Booker T. and The MGs (1964)

• “My Sweet Potato”
(Stax 196)
Booker T. and The MGs (1966)

• “One Mint Julep”
(Impulse 200)
Ray Charles (1961)

• “Pass the Peas”
(People 607)
JB’s (1972)

• “Peas ’n’ Rice”
(Prestige 450)
Freddie McCoy (1967)

• “Saltwater Taffy”
(Legend 124)
Morty Jay and The Surferin’ Cats (1963)
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• “Whipped Cream”
(A&M 760)
Herb Alpert and The Tijuana Brass (1965)

PERSONAL DESIRE

Food themes often appear in song lyrics as expressions of per
sonal desire. These feelings range from a child’s hunger for “Short- 
nin’ Bread” and “Peanut Butter” to adult cravings for “Another 
Cup of Coffee,” “Java Jive,” “Cigarettes and Coffee Blues,” 
“Bottle Of Wine,” “Drinking Wine Spo-Dee-O-Dee,” and 
“Scotch and Soda.” In times of extreme physical stress, even non
alcoholic liquids seem desirable. Such situations are presented in 
the desert format of “Cool Water” and in the prison scene of 
“Jailer, Bring Me Water.” Personal slavery to excesses in food and 
drink is also lyrically documented, though usually from a tongue- 
in-cheek perspective. Jimmy Buffett describes the listless, unobli
gated life of an alcoholic in “Margaritaville,” and Larry Groce 
condemns his own weakness for taco chips, Ho-Ho’s, Ding-Dong’s, 
and moon pies in “Junk Food Junkie.” The following recordings 
illustrate the Personal Desire theme:

• “Animal Crackers in My Soup”
(Musicor 1235)
Gene Pitney (1967)

• “Another Cup of Coffee”
(Mercury 72266)
Brook Benton (1964)

• “Bottle of Wine”
(Atco 6491)
The Fireballs (1967)

• “Cigarettes and Coffee Blues”
(Columbia 42701)
Marty Robbins (1963)
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• “Cool Water”
(Top Rank 2055)
Jack Scott (1960)

• “Drinking Wine Spo-Dee-O-Dee”
(Mercury 73374)
Jerry Lee Lewis (1973)

• “ I’ll Just Have a Cup of Coffee (Then I’ll Go)” 
(Mercury 71732)
Claude Gray (1961)

• “Jailer, Bring Me Water”
(Reprise 0260)
Trini Lopez (1964)

• “Java Jive”
(Decca 3432)
The Ink Spots (1941)

• “Junk Food Junkie”
(Warner Brothers 8165)
Larry Groce (1976)

• “Little Ole Wine Drinker, Me”
(Reprise 0608)
Dean Martin (1967)

• “Margaritaville”
(ABC 12254)
Jimmy Buffett (1977)

• “Peanut Butter”
(Arvee 5027)
The Marathons (1961)

• “ Scotch and Soda”
(Capitol 4740)
The Kingston Trio (1962)
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• “Shortnin’ Bread”
(Madison 136)
The Bell Notes (1960)

• “Spill the Wine”
(MGM 14118)
Eric Burdon and War (1970)

SOCIAL SETTING

It is impossible to assess food references in popular recordings 
without acknowledging the influence of social settings in food-re
lated songs. “Tea for Two” is not simply a commercial for non-al- 
coholic beverages, but an intimate statement describing a quiet 
interlude: “Champagne Jam” is less a description of a bubbly wine 
than a commentary about a wild party; and “Scotch and Soda” is 
not simply an invitation for a friendly drink, but a lightheaded (and 
similarly lighthearted) commentary about being overwhelmed by 
the presence of an infatuating woman. Even The Clovers’ comic 
tale of marital entrapment (which was the result of imbibing at least 
“One Mint Julep”) relies on the physical setting and the social 
environment, rather than just the liquid refreshment mentioned, to 
produce meaning.

Public dining arenas of diverse reputations, peopled by an array 
of pickled patrons and spicy waitresses, are grandly depicted in 
contemporary lyrics. Food is always present, but usually as a means 
of defining the social context of the dining experience. According 
to Arlo Guthrie, a customer can secure absolutely anything desired 
at “Alice’s Restaurant.” Obviously, there is a menu beyond the 
actual menu. Although the “Copacabana (At The Copa)” features 
high-class cuisine, fancy drinks, passionate dancing, and homicidal 
intrigue, most songs illustrate more plebian settings and more 
humble entrees. Listeners are invited to go “(Down at) Papa Joe’s,” 
to “The House of Blue Lights,” to “The Sugar Shack,” to the “Rib 
Joint,” to the “Hotel California,” and even to “Smokey Joe’s 
Cafe.” The latter establishment features a plate of chili beans and a 
jealous chef who carries a lengthy butcher knife and objects to 
customers flirting with his waitress girlfriend.
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Songs depicting private parties also highlight special foods, bever
ages appropriate to the festivities, and ample physical surroundings 
for both culinary and sexual indulgence. Whether romping in the 
grass on “Blueberry Hill,” accepting an invitation to consume a 
seemingly endless array of gourmet delights from an over-anxious 
matron in “Come on-a My House,” eating a simple “Cheeseburger 
in Paradise,” returning from overseas to the joy of grilled burgers 
“Back in the U.S.A.,” “Having a Party” with coke, pretzels, and 
chips, feasting on Cajun cooking at a “Jambalaya (On The Bayou),” 
devouring a ghoulish “Dinner with Drac,” enjoying a wild southern 
community picnic in “Jackson,” or attempting to fry up an evening 
meal in a “Haunted House,” the foodstuffs mentioned in the lyrics 
both give and gain meaning via the social context.

Highly emotional eating environments are common in contempo
rary recordings. Joyous occasions of youth, punctuated with popcorn 
and cotton candy, are illustrated in “Saturday Night at the Movies” 
and “Palisades Park.” More chilling, emotion-draining dining oc
curs in the “Ode to Billie Joe,” when a recently discovered suicide is 
discussed during a family dinner. Worse yet, cannibalism is sug
gested in “Timothy,” the haunting tale of a mining disaster in which 
the survivors express guilt over the “disappearance” of their friend. 
And Three Dog Night cannot bear to watch, let alone recount, what 
is being eaten, drunk, or smoked in the pad where “Mama Told Me 
(Not to Come).” Finally, a southern plant of questionable nutritional 
value is the object of Tony Joe White’s song (“Polk Salad Annie”) 
about a family of thieves and murderers.

The following recordings illustrate the Social Setting theme:

• “Alice’s Restaurant”
(Reprise 0877)
Arlo Guthrie (1969)

• “Back in the U.S.A.”
(Chess 1729)
Chuck Berry (1959)

• “Back in the U.S.A.”
(Asylum 45519)
Linda Ronstadt (1978)
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• “Banana Boat (Day-O)”
(RCA 6771)
Harry Belafonte (1957)

• “Banana Boat Song”
(Glory 249)
The Tarriers (1957)

• “Blueberry Hill”
(Imperial 5407)
Fats Domino (1956)

• “Breakfast for Two”
(Fantasy 758)
Country Joe McDonald (1975)

• “Breakfast in Bed”
(Atlantic 2606)
Dusty Springfield (1969)

• “Champagne Jam”
(Polydor 14504)
The Atlantic Rhythm Section (1978)

• “Cheeseburger in Paradise”
(ABC 12358)
Jimmy Buffett (1978)

• “Chug-a-Lug”
(Smash 1926)
Roger Miller (1964)

• “Come on-a My House”
(Columbia 39467)
Rosemary Clooney (1951)

• “Copacabana (At The Copa)” 
(Arista 0339)
Barry Manilow (1978)
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• “Dinner with Drac”
(Cameo 130)
John “The Cool Ghoul” Zacherie (1958)

• “ (Down At) Papa Joe’s”
(Sound Stage 2507)
The Dixiebelles, with Combread and Jerry (1963)

• “Greasy Spoon”
(Federal 12508)
Hank Marr (1964)

• “Haunted House”
(Hi 2076)
Jumpin’ Gene Simmons (1964)

• “Having a Party”
(RCA 8036)
Sam Cooke (1962)

• “Hotel California”
(Asylum 45386)
The Eagles (1977)

• “The House of Blue Lights”
(Mercury 70627)
Chuck Miller (1955)

• “Jackson”
(Reprise 0595)
Nancy Sinatra and Lee Hazlewood (1967)

• “Jambalaya (On The Bayou)”
(Fantasy 689)
The Blue Ridge Rangers (1973)

• “Long Tall Glasses (I Can Dance)”
(Warner Brothers 8043)
Leo Sayer(1975)
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• “Mama Told Me (Not to Come)” 
(Dunhill 4239)
Three Dog Night (1970)

• “Mama Told Me (Not to Come)” 
(Atlantic 2909)
Wilson Pickett (1972)

• “Meet Me at Grandma’s Joint” 
(Savoy 1123)
Georgie Stevenson (1954)

• “Ode To Billie Joe”
(Capitol 5950)
Bobbie Gentry (1967)

• “One Mint Julep”
(Atlantic 963)
The Clovers (1952)

• “Palisades Park”
(Swan 4106)
Freddy Cannon (1962)

• “Polk Salad Annie”
(Monument 1104)
Tony Joe White (1969)

• “Rib Joint”
(Savoy 1505)
Sam Price (1957)

• “A Rose and a Baby Ruth” 
(ABC-Paramount 9765)
George Hamilton IV (1956)

• “Saturday Night at the Movies” 
(Atlantic 2260)
The Drifters (1964)
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• “Scotch and Soda”
(Capitol 4740)
The Kingston Trio (1962)

• “Scotch and Soda”
(Viva 29543)
Ray Price (1983)

• “Smokey Joe’s Cafe”
(Atco 6059)
The Robins (1955)

• “Stella’s Candy Store”
(Yardbird 1326)
Sweet Marie (1973)

• “Sugar Shack”
(Dot 16487)
Jimmy Gilmer and The Fireballs (1963)

• “Sunday Barbecue”
(Capitol 3997)
Tennessee Ernie Ford (1958)

• “Tea for Two”
(Atco 6286)
Nino Tempo and April Stevens (1964)

• “Timothy”
(Scepter 12275)
The Buoys(1971)

• “Tip On In”
(Excello 2285)
Slim Harpo (1967)

• “Wedding Cake”
(MGM 14034)
Connie Francis (1969)
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• “Whatcha’ Got Cookin’ in Your Oven Tonight” 
(MCA 52297)
The Thrasher Brothers (1983)

• “Whiskey, Women, and Loaded Dice”
(King 4628)
Stick McGhee (1954)

SYMBOL OR IMAGE

Recordings that use food and drink in a symbolic way tend to 
emphasize sight and taste to communicate certain attitudes and 
feelings. For example, the desire for affection is often expressed in 
terms of hunger, as in Paul Revere’s “Hungry” and Bruce Spring
steen’s “Hungry Heart.” The Coasters present even more colorful 
hunger metaphors in “I’m a Hog for You.”

Images of the good life-wealth, security, health, and overall well- 
being-are often communicated through verbal pictures of feasts of 
unimaginable proportion. Such extremes of culinary luxury are por
trayed in “Big Rock Candy Mountain” and “Long Tall Glasses (I 
Can Dance).” Matchless liquid satisfaction is displayed in “Drin- 
kin’ Wine Spo-Dee-O-Dee.” Food is also employed to illustrate the 
natural order of a continuing personal relationship and the mutual 
affection felt by a loving couple. Little Milton declares that if his 
passion isn’t genuine, then “Grits Ain’t Groceries” and eggs ain’t 
poultry. In similar fashion, O. C. Smith uses the images of “Little 
Green Apples” to symbolize divine support for his loving feelings.

Sweetness, communicated symbolically in the form of candy, 
honey, and sugar, is a common referent to many passionate men and 
women depicted in popular songs. Whether a “Candy Girl” or a 
“Candy Man,” the object of audio affection is always instructed to 
“Save Your Sugar for Me.” Not surprisingly, even interracial dat
ing is couched in sweet symbolism by Neil Young in “Cinnamon 
Girl” and by The Rolling Stones in “Brown Sugar.” More common 
references to loved ones include “Sugar Dumplin,” “Sugar Plum,” 
“Sugar, Sugar,” “Sweets for My Sweet,” and “What a Sweet 
Thing that Was.” Of course, not all loving relationships last forever. 
To ensure continued affection, Dusk suggests “Treat Me Like
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a Good Piece of Candy” ; The Guess Who are even more emphatic 
in declaring that there will be “No Sugar Tonight” if proper stan
dards of behavior aren’t followed.

Unsuccessful relationships are also exhibited in food-related 
imageiy. The Osmonds argue that a poor dating experience with 
“One Bad Apple” shouldn’t permanently spoil a young girl’s per
ception of other men. William Bell, chiming the sour grapes of the 
jilted lover, warns that “You Don’t Miss Your Water” until the well 
of new suitors has gone dry. Yet another recording emphasizes the 
ability of one person to see value in another even though that individ
ual has been ignored and rejected by a previous lover. This attitude 
appears in “One Man’s Leftovers (Is Another Man’s Feast).” Fi
nally, The Newbeats (and, later, Robert John) described in kitchen- 
centered terms the breakup of a relationship because the girl pre
ferred eating chicken and dumplings with a new boyfriend over 
preparing “Bread and Butter” and toast and jam for her former beau.

The following recordings illustrate the Symbol or Image theme:

• “ Apples, Peaches, Pumpkin Pie”
(Smash 2086)
Jay and The Techniques (1967)

• “Big Rock Candy Mountain”
(Era 3019)
Dorsey Burnette (1960)

• “Bread and Butter”
(Hickory 1269)
The Newbeats (1964)

• “Bread and Butter”
(Motown 1664)
Robert John (1983)

• “Brown Sugar”
(Rolling Stones 19100)
The Rolling Stones (1971)
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• “Candy Girl”
(Vee-Jay 539)
The Four Seasons (1963)

• “Candy Man”
(Monument 447)
Roy Orbison (1961)

• “Cinnamon Girl”
(Reprise 0911)
Neil Young (1970)

• “Coconut Woman”
(RCA 6885)
Harry Belafonte (1957)

• “Don’t Mess with My Man”
(Ron 328)
Irma Thomas (1960)

• “Drinkin’ Wine Spo-Dee-O-Dee”
(Atlantic 873)
Stick McGhee (1949)

• “Girl with the Hungry Eyes”
(Grunt 11921)
Jefferson Starship (1980)

• “Grits Ain’t Groceries (All Around the World)” 
(Checker 1212)
Little Milton (1969)

• “How Blue Can You Get”
(Decca 27648)
Louis Jordan (1951)

• “Hungry”
(Columbia 43678)
Paul Revere and The Raiders (1966)
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• “Hungry Heart”
(Columbia 11391)
Bruce Springsteen (1980)

• “I Can’t Help Myself”
(Motown 1076)
Four Tops (1965)

• “I’m a Hog for You”
(Atco 6146)
The Coasters (1959)

• “Let Me Go Home, Whiskey”
(Aladdin 3164)
Amos Milbum (1953)

• “Little Green Apples”
(Columbia 44616)
O. C. Smith (1968)

• “Long Tall Glasses (I Can Dance)”
(Warner Brothers 8043)
Leo Sayer(1975)

• “Maneater”
(RCA 13354)
Daryl Hall and John Oates (1982)

• “No Sugar Tonight”
(RCA 0325)
The Guess Who (1970)

• “One Bad Apple”
(MGM 14193)
The Osmonds (1971)

• “One Man’s Leftovers (Is Another Man’s Feast)” 
(Hot Wax 7009)
100 Proof Aged in Soul (1971)
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• “One Mint Julep”
(Atlantic 963)
The Clovers (1952)

• “Save Your Sugar for Me”
(Monument 1206)
Tony Joe White (1970)

• “Sugar Dumpling”
(RCA 8631)
Sam Cooke (1965)

• “Sugar Plum”
(Mercury 71975)
Ike Clanton (1962)

• “Sugar, Sugar”
(Calendar 1008)
The Archies (1969)

• “Sugar, Sugar”
(Atlantic 2722)
Wilson Pickett (1970)

• “Sweets for My Sweet”
(Atlantic 2117)
The Drifters (1961)

• “Treat Me Like a Good Piece of Candy” 
(Bell 45148)
Dusk (1971)

• “You Don’t Miss Your Water”
(Stax 116)
William Bell (1962)

NONSENSE USE

Similar to the Focal Point theme, this section includes food- 
related songs where the titles appear to be arbitrary. Various dance
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crazes, and tunes that provide the rhythms for the dancing, have 
been assigned seemingly random food titles with no apparent ratio
nale. This trend is readily noted in “Mashed Potatoes,” “Mashed 
Potato Time,” “Gravy (for My Mashed Potatoes),” “Hot Pas
trami,” and “Hot Pastrami and Mashed Potatoes.” A particularly 
bouncy, lyrically benign set of songs produced during the late 1960s 
became known as Bubblegum Music. Their titles reflect hunger for 
affection in such food-related images as “Chewy Chewy,” “Goody 
Goody Gumdrops,” “Jam Up Jelly Tight,” and “Yummy Yummy 
Yummy.”

There is also an off-the-wall group of recordings that utilize the 
names of specific foods as background elements to achieve a sense 
of comic absurdity. The Kingsmen’s vocal interjections of arti
chokes, green beans, broccoli, cabbage, com, and so on, in the tale 
of the “Jolly Green Giant” illustrates this approach. Other bizarre 
formats for food commentaries appear in “Eat It,” “Does Your 
Chewing Gum Lose Its Flavor (on the Bedpost Overnight),” “I 
Love Rocky Road,” “On Top of Spaghetti,” and “Rubber Bis
cuit.” Humorous tales are also concocted about potent elixirs, spe
cial medications, and missing meat delicacies. These recordings 
include “Love Potion No. 9,” “Jeremiah Peabody’s Poly Unsatu
rated Quick Dissolving Fast Acting Pleasant Tasting Green and 
Purple Pills,” and “Who Stole the Keeshka?”

The following recordings illustrate the Nonsense Use theme:

• “Bacon Fat”
(Epic 9196)
Andre Williams (1957)

• “Beans in My Ears”
(Philips 40198)
The Serendipity Singers (1964)

• “Bubble Gum Music”
(Buddah 78)
Rock and Roll Dubble Bubble Trading Card Co. 
of Philadelphia^l9141 (1969)
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• “Chewy Chewy”
(Buddah 70)
The Ohio Express (1968)

• “Coconut”
(RCA 0718)
Nilsson (1972)

• “ (Do the) Mashed Potatoes”
(Dade 1804)
Nat Kendrick and The Swans (1960)

• “Does Your Chewing Gum Lose Its Flavor 
(on the Bedpost Overnight)”
(Dot 15911)
Lonnie Donegan and His Skiffle Group (1961)

• “The Eggplant that Ate Chicago”
(Go Go 100)
Dr. West’s Medicine Show and Junk Band (1966)

• “The Fish”
(Cameo 192)
Bobby Rydell (1961)

• “Goody Goody Gumdrops”
(Buddah 71)
The 1910 Fruitgum Co. (1968)

• “Gravy (for My Mashed Potatoes)”
(Cameo 219)
Dee Dee Sharp (1962)

• “Hot Pastrami”
(Dot 16453)
The Dartells (1963)

• “Hot Pastrami and Mashed Potatoes”
(Roulette 4488)
Joey Dee and The Starliters (1963)
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• “ I Love Rocky Road”
(Rock ’n’ Roll 03998)
Weird A1 Yankovic (1983)

• “Jam Up Jelly Tight”
(ABC 11247)
Tommy Roe (1970)

• “Jelly Jungle (of Orange Marmalade)”
(Buddah 41)
The Lemon Pipers (1968)

• “Jeremiah Peabody’s Poly Unsaturated Quick Dissolving 
Fast Acting Pleasant Tasting Green and Purple Pills” 
(Mercury 71843)
Ray Stevens(1961)

• “Jolly Green Giant”
(Wand 172)
The Kingsmen (1965)

• “Love Potion No. 9”
(United Artists 180)
The Covers (1959)

• “Mashed Potato Time”
(Cameo 212)
Dee Dee Sharp (1962)

• “Mashed Potatoes”
(Checker 1006)
Steve Alaimo (1962)

• “Mashed Potatoes U.S.A.”
(King 5672)
James Brown (1962)

• “On Top of Spaghetti”
(Kapp 526)
Tom Glazer and The Do-Re-Mi Children’s Chorus (1963)
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• “Peppermint Twist”
(Roulette 4401)
Joey Dee and The Starliters (1962)

• “The Popcorn”
(King 6240)
James Brown (1969)

• “Rubber Biscuit”
(Josie 803)
The Chips (1956)

• “Rubber Biscuit”
(Atlantic 364)
The Blues Brothers (1979)

• “Strawberry Shortcake”
(Smash 2142)
Jay and The Techniques (1968)

• “Who Stole the Keeshka?”
(Select 719)
The Matys Brothers (1963)

• “Yummy Yummy Yummy” 
(Buddah 38)
The Ohio Express (1968)

CONCLUSION

There are few broad conclusions that can be drawn from this 
preliminary investigation of food-related recordings, although the 
frequency, variety, and breadth of meaning attributed to various 
foods in contemporary songs is amazing. The fact that pizza is 
seldom mentioned, despite its high profile in the American diet, is 
of singular interest. The distinctions that can be drawn between 
food as nutritional substance and food as a symbolic reference or a 
social environment definer are also genuinely significant. Finally,
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given their apparent mundaneness, it is relatively easy to under
stand why the most common elements of social life are often over
looked and downplayed in social research. This is why popular-cul- 
ture studies can be helpful in attempting to understand human 
behavior. Hopefully, contemporary recordings about the emotional 
conflicts of a “Junk Food Junkie” and the superstitious beliefs in 
“Love Potion No. 9” can provide ample food for scholarly thought.

NOTE

1. For general discussions of the social and psychological meanings of dining, 
consult the following sources: Roland Barthes, “Toward a Psychosociology of Con
temporary Food Consumption,” in European Diet from Pre-Industrial to Modern 
Times, ed. Elborg Forster and Robert Forster (New York: Harper & Row, 1975), 
pp. 47-59; Charles Camp, “Foodways in Everyday Life,” American Quarterly 
XXXIV (1982), pp. 278-289; Waverly Root and Richard de Rochemont, Eating in 
America: A History (New York: William Morrow, 1976); and Roger Welsch, “We 
Are What We Eat: Omaha Food as Symbol,” Keystone Folklore Quarterly XVI 
(1971), pp. 165-170. For an investigation of food-related commentaries in early 
twentieth-century recordings, see William L. Schurk, “ ‘Yes, We Have No Ba
nanas’: The Image of Food and Eating in Popular Song” (Mimeographed paper and 
audio presentation delivered at the Annual Convention of the Midwest Popular Cul
ture Association in Bloomington, Indiana in October 1984), pp. 1-6.



Chapter 10

Games and Music Trivia

Musical Attractions, by Gretchen L. Hovis and Faith A. Mac- 
Lennan. Dearborn, Michigan: Hovis and MacLennan Games, 
Inc., 1988. A Board Game.

The appearance of a new musical board game hardly seems 
noteworthy. From the specialty set of music cards in Trivial Pursuit 
to the telephone quizzes conducted each day by morning zoo disc 
jockeys, young people have already answered thousands of ques
tions on rock-era songs and performers. But Musical Attractions is 
a game that marches to a different drummer. For once, Ringo Starr 
and Phil Collins share the popular-music platform with Buddy Rich 
and Gene Krupa. The music of the 1930s and 1940s is linked to 
tunes of the 1960s, 1970s, and 1980s in this unique, nostalgia-pro- 
voking game.

Sixty-eight-year-old Gretchen Hovis and seventy-three-year-old 
Faith MacLennan devoted more than three years to creating the 
game cards for Musical Attractions. Their competitive game chal
lenges players to link specific song titles with selected subjects, and 
to answer trivia-type questions about recordings and artists that 
have been popular over the last 80 years. The game is played by two 
to eight people divided into two teams. This game’s playing board 
consists of 56 subject categories (28 topics per team) that must be 
matched correctly with song titles from a preselected decade. The 
categories include such items as transportation, beverages, and jew- 
elry-with the appropriate matching songs being “Cruisin’,” “Days

This essay by B. Lee Cooper was originally published in Popular Music and 
Society ΧIII (Summer 1989): pp. 115-116. Reprint permission has been granted by 
the author and The Popular Press.
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of Wine and Roses,” and “String of Pearls.” A team may earn 
bonus points for accurately remembering facts about other record
ings. These trivia questions include such memory testers as: “Who 
was England’s most popular female singer during World War Π?” 
(Vera Lynn); “What song was the trademark of Woody Herman’s 
orchestra?” (“Woodchopper’s Ball” ); “Who gave Elvis Presley his 
first guitar?” (his mother, Gladys);“ What was Chubby Checker’s 
real name?” (Ernest Evans); and “How did Bobby Darin die?” 
(during heart surgery in 1973).

Unlike other trivia games, Musical Attractions is designed to be a 
genuinely family-oriented experience. It is also a unique vehicle for 
popular-culture exploration. The notion that 80 years of American 
music can be designated decade by decade into 56 identifiable 
themes acknowledges the oral tradition of recorded lyrics. Hovis 
and MacLennan, though dynamic personalities and competent 
physical-therapy workers, are (like most of us) amateurs in the field 
of contemporary music. Their herculean efforts at creating this 
audio kaleidoscope of themes and facts is a tribute to their energy, 
enthusiasm, and ingenuity. But those who will most appreciate their 
efforts will be the young and old players who discover how ubiqui
tous music has been in American society. Nostalgia aside, potential 
history lessons offered in Musical Attractions are legion. But the 
fact that they can be learned in an interacting and intergenerational 
setting is a highly attractive component to the game.

Musical Attractions, though not yet being produced and mar
keted by a giant board-game corporation, is the best music theme, 
information, and trivia project currently available for total family 
recreation. Hopefully, teachers and media specialists will join the 
general buying public in identifying this game as a source of educa
tion and enjoyment.



Chapter 11

Hit Tunes

THE PERSUASIONS

The practice of reviving songs that have become popular is any
thing but new. The 1942 Bing Crosby tune “White Christmas” had 
been successfully covered or revived by nine other performers by 
1955. Similarly, Ben E. King’s 1961 hit “Stand By Me” was re
recorded by six other artists over the next 24 years. Each of these 
versions reached Billboard’s Hot 100. Most covers differ little in 
lyric, rhythm, and instrumentation from the original recordings. 
However, there are a few vocal groups that rely almost solely on 
previous hits to create their repertoires. These a cappella stylists 
creatively transform golden oldies into fresh, non-instrumented, 
vibrant sounds. The major names among contemporary a cappella 
groups are The Darts, The Nylons, and especially The Persuasions.

Songs without instrumental accompaniment may be an effective 
approach for church choirs or folk artists, but it is rarely utilized by 
popular-music performers. That’s why The Persuasions are a 
unique recording phenomenon. This five-member group has carved 
a distinctive niche in the modem musical scene by singing a cap
pella. Their performing response to each new stylistic fad that has 
emerged during the past four decades is vocal co-option. They have 
assimilated songs from soul, rock ’n’ roll, gospel, rhythm ’n’ blues, 
pop, and other musical genres into their own recording format, and 
they have devoted their professional careers to popularizing unac
companied singing.

This essay by B. Lee Cooper was originally published as “Repeating Hit Tunes, 
A Cappella Style: The Persuasions as Song Revivalists, 1967-1982,” Popular 
Music and Society, ΧΙII (Fall 1989), pp. 17-27. Reprint permission has been granted 
by the author, editor R. Serge Denisoff, and The Popular Press.
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The Persuasions, in their normal five-man format, consist of lead 
baritone Jerry Lawson, baritone Herbert “Tubo” Rhoad, bass 
Jimmy “Bro” Hayes, first tenor Jayotis Washington, and second 
tenor Joe “Jesse” Russell. Two albums produced for A&M records 
during 1974 featured two significant changes in the group’s com
position and musical approach: first tenor Jayotis Washington was 
absent on both discs, replaced by Willie C. Daniels, and the group’s 
thematic signature-“This album contains no instruments other than 
the human voice’’-was also absent. More Than Before [SP 3635] 
features guitar, bass, keyboard, and percussion accompaniment and 
I Just Want to Sing with My Friends [SP 3656] introduces strings 
and horns in background arrangements. But The Persuasions are at 
their best with the standard group (Jerry, Tubo, Jimmy, Jayotis, and 
Jesse) singing in unaccompanied harmony.

According to publicity releases, the group was formed in the 
mid-1960s in New York City through the assembly of five diversely 
experienced singers. Jerry Lawson, bom January 28, 1944, in Fort 
Lauderdale, Florida, began perfecting his baritone voice by listen
ing to the records of David Ruffin, Sam Cooke, and Otis Redding. 
After a youthful period of church-choir singing and drum and trum
pet playing in Apopka, Florida, he moved to New York and joined a 
vocal group called The Shufflers. Jimmy Hayes was already a mem
ber of this group. He had sung gospel hymns and rock ’n’ roll tunes 
in Hopewell, Virginia, where he was bom November 12, 1943. 
Street-comer singing united Jimmy and Jerry in Bedford-Stuyve- 
sant, and they made up the core of the group.

Joe Russell, who was bom on September 25,1939, in Henderson, 
North Carolina, sang with The Southern Echoes in 1957. He visited 
Madison Square Garden in 1959 as a student member of The New 
Bethel Gospel Singers. After graduation, he moved to New York 
City, where he met Tubo Rhoad of Bamberg, South Carolina. Tubo, 
who was bom October 1,1944, was living in Brooklyn and singing 
with The Parisians. The fifth member of The Persuasions was bom 
on May 12,1945, in Detroit, Michigan, but had moved to New York 
at age ten, growing up on 134th street in Harlem. Jayotis Washing
ton joined the two Shufflers and the two Parisians to form the 
premier a cappella group of the seventies, The Persuasions. With 
the exception of a period between 1974 and 1977, when Jay retired
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from singing to work in a Long Island mental-health center, The 
Persuasions have been a consistent vocal team since 1967, when 
they won their first singing contest in Jersey City, New Jersey.

The Persuasions, under the guidance of manager and producer 
David Dashev, have been the most popular practitioners of unac
companied singing in the United States during the past 30 years. 
This assertion is accurate, yet ironic. The art of a cappella perform
ing was a common pursuit in American popular music during the 
1940s and 1950s. Geographically, this style reached its zenith in the 
New York-Philadelphia-New Haven areas, although Detroit, Los 
Angeles, and several other major cities generated notable vocal 
groups. The tales of rhythm ’n’ blues giants standing on Harlem 
street comers serenading passers-by bear substantial truth, and 
mark the initial step on the road to record-producing success for 
many black groups. Gospel harmony, blues wailing, and the finger- 
snapping rhythm of The Moonglows, The Flamingos, The Orioles, 
The Clovers, The Harptones, The Spaniels, The Five Royales, and 
others still echo in the “Golden Oldie” bins of contemporary music 
shops. They represent the vocal heritage of The Persuasions.

The problem with a cappella singing during the 1970s and 1980s 
was that public demand for such albums was remarkably weak. 
However, the distinctive claim that “This album contains no instru
ments other than the human voice” has become anachronistically 
fascinating in an age of multitrack recording, overdubbing, and 
studio musician dominance. Despite the lack of sales success and 
Billboard Hot 100 recognition, no music historian should fail to 
note the revivalist heart of The Persuasions’ repertoire. This factor 
is especially significant during an age where the black cultural 
heritage in music is a major concern.

In order to highlight the song-revivalist tendencies of The Per
suasions, this chapter focuses on their album production during a 
designated 15-year period. Between 1967 and 1982, The Persua
sions released 11 albums. Most of these discs were issued by major 
companies, such as Reprise, Capitol, MCA, A&M, and Elektra. In 
addition, several minor recording labels-Catamount, Flying Fish, 
Rounder, and Straight-either reissued previously released tracks or 
offered new albums for the limited a cappella market. These Persua
sions’ albums are:
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•  Acappella (Straight RS 6394)-1968

•  Stardust (Catamount CATA 905)-1969

•  We Came to Play (Capitol SM 791)—1971

•  Street Corner Symphony (Capitol ST 872)-1972

•  Spread the Word (Capitol ST 11101)-1972

•  We Still Ain’t Got No Band (MCA 326--1973

•  More Than Before ( A& MS P 3635)-1974

• I Just Want to Sing with My Friends (A & M SP 3656)- 1974

• Chirpin’ (Elektra 7E-1099H977

• Cormin’ at Ya (Flying Fish FF 093)-1979

• Good News (Rounder RR 3053)-1982

The following chart lists 80 songs from The Persuasions’ first 11 
albums. The tunes included below are all revived versions of hit 
songs. The hit status accorded each song on this chart is defined as 
achieving at least one week of listing on Billboard’s Best Selling 
Singles pop chart (1950-1955), the Hot 100 chart (1955-1980), the 
Rhythm and Blues chart (1950-1969), or the Soul chart (1969-1980).
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Alphabetical List of Hit Songs 
Revived by The Persuasions 

in Their First 11 Albums, 1967-19821

Title
(Record Number)
Original Artist
(Original Release Date) Persuasions’ Release

“A.B.C.’s of Love”
(Gee 1022)
Frankie Lymon and The Teenagers
(1956) 1974

“Ain’t That Good News”
(RCA 8299)
Sam Cooke
(1964) 1982

“All I Have To Do Is Dream”
(Cadence 1348)
The Everly Brothers
(1958) 1982

“Any More”
(Duke 144)
Johnny Ace
(1955) 1973

“Baby, Don’t Do It”
(Apollo 443)
The Five Royales
(1953) 1969

“Baby, What You Want Me To Do 
(You Got Me Running)”
(Vee-Jay 333)
Jimmy Reed
(1960) 1973
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Title
(Record Number)
Original Artist
(Original Release Date) Persuasions’ Release

“Be Good to My Baby”
(Ko Ko 2107)
Luther Ingram
(1971) 1972

“Beauty’s Only Skin Deep”
(Gordy 7055)
The Temptations
(1966) 1974

“Besame Mucho”
(Decca 18574)
Jimmy Dorsey
(1944) 1979

“The Bounce”
(Tri Disc 106)
The Olympics
(1963) 1968

“Bright Lights, Big City”
(Vee-Jay 398)
Jimmy Reed
(1961) 1973

“Buffalo Soldier”
(Polydor 14019)
The Flamingos
(1970) 1972

“Chain Gang”
(RCA 7783)
Sam Cooke
(1960) 1971
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Title
(Record Number)
Original Artist
(Original Release Date) Persuasions’ Release

“Chapel of Love”
(Red Bird 001)
The Dixie Cups
(1964) 1973

“Cloud Nine”
(Gordy 7081)
The Temptations
(1968) 1972

“Crying in the Chapel”
(Valley 105)
Darrell Glenn
(1953) 1979

“Cupid”
(RCA 7883)
Sam Cooke
(1961) 1982

“Dance with Me”
(Atlantic 2040)
The Drifters
(1959) 1973

“Don’t It Make You Want To Go Home”
(Capitol 2592)
Joe Smith
(1969) 1971

“Don’t Let Him Take Your Love from Me”
(Motown 1159)
The Four Tops
(1969) 1979
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Title
(Record Number)
Original Artist
(Original Release Date) Persuasions’ Release

“Don’t Look Back”
(Gordy 7047)
The Temptations
(1965) 1972

“Drip Drop”
(Atlantic 1187)
The Drifters
(1958) 1979

“Ebb Tide”
(London 1358)
Frank Chacksfield
(1953) 1969

“Good Times”
(RCA 8368)
Sam Cooke
(1964) 1972

“Goodnight, Sweetheart, Goodnight”
(Vee-Jay 107)
The Spaniels
(1954) 1969

“The Great Pretender”
(Mercury 70753)
The Platters
(1956) 1969

“Gypsy Woman”
(ABC-Paramount 10241)
The Impressions
(1961) 1971
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Title
(Record Number)
Original Artist
(Original Release Date) Persuasions’ Release

“He Ain’t Heavy, He’s My Brother”
(Epic 10532)
The Hollies
(1970) 1972

“Heaven Help Us All”
(Tamla 54200)
Stevie Wonder
(1970) 1972

“I Could Never Love Another 
(After Loving You)”
(Gordy 7072)
The Temptations
(1968) 1972

“I Lost Everything I Ever Had”
(Motown 1149)
David Ruffin
(1969) 1982

“I Won’t Be the Fool Anymore”
(Rama 222)
The Heartbeats
(1957) 1982

“I’ll Come Running Back to You”
(Specialty 619)
Sam Cooke
(1957) 1982

“I’m a Hog for You”
(Atco 6146)
The Coasters
(1959) 1974
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Title
(Record Number)
Original Artist
(Original Release Date) Persuasions’ Release

“I’ve Got To Use My Imagination”
(Buddah 393)
Gladys Knight and The Pips
(1974) 1974

“Idol with the Golden Head”
(Atco 6098)
The Coasters
(1957) 1973

“It’s All in the Game”
(MGM 12688)
Tommy Edwards
(1958) 1974

“Just Because”
(ABC-Paramount 9792)
Lloyd Price
(1957) 1979

“Lean on Me”
(Sussex 235)
Bill Withers
(1972) 1972

“Let It Be”
(Apple 2764)
The Beatles
(1970) 1971

“Let the Good Times Roll”
(Aladdin 3325)
Shirley and Lee
(1956) 1982
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Title
(Record Number)
Original Artist
(Original Release Date) Persuasions’ Release

“Let Them Talk”
(King 5274)
Little Willie John
(1959) 1979

“ (Loneliness Made Me Realize) It’s You 
That I Need”
(Gordy 7065)
The Temptations
(1967) 1971

“Lookin’ for a Love”
(Sar 132)
The Valentinos
(1962) 1974

“Love You Most of All”
(Keen 2008)
Sam Cooke
(1959) 1973

“Loves Me Like a Rock”
(Columbia 45907)
Paul Simon
(1973) 1979

“Message from Maria”
(Sound Stage 2617)
Joe Simon
(1968) 1982

“One Mint Julep”
(Atlantic 963)
The Clovers
(1952) 1979
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Title
(Record Number)
Original Artist
(Original Release-Date) Persuasions’ Release

“Oh What a Night”
(Vee-Jay 204)
The Dells
(1956) 1974

“Old Man River”
(Verve 10262)
Jimmy Smith
(1962) 1982

“Pappa Oom Mow Mow”
(Liberty 55427)
The Rivingtons
(1962) 1977

“People Get Ready”
(ABC-Paramount 10622)
The Impressions
(1965) 1972

“Return to Sender”
(RCA 8100)
Elvis Presley
(1962) 1979

“Runaway Child, Running Wild”
(Gordy 7084)
The Temptations
(1969) 1972

“Searchin’ for My Baby”
(Carnival 509)
The Manhattans
(1965) 1968
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Title
(Record Number)
Original Artist
(Original Release Date) Persuasions’ Release

“Send Me Some Lovin ’ ”
(Specialty 598)
Little Richard
(1957) 1963

“Since I Fell for You”
(Cadence 1439)
Lenny Welch
(1963) 1968

“Sincerely”
(Chess 1581)
The Moonglows
(1955) 1969

“Sixty Minute Man”
(Federal 12022)
The Dominoes
(1951) 1977

“So Much in Love”
(Parkway 871)
The Tymes
(1963) 1972

“Speedo”
(Josie 785)
The Cadillacs
(1956) 1969

“Stardust”
(Victory 27233)
Tommy Dorsey
(1940) 1969
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Title
(Record Number)
Original Artist
(Original Release Date) Persuasions’ Release

“Steal Away”
(Fame 6401)
Jimmy Hughes
(1964) 1973

“Sunday Kind of Love”
(Bruce 101)
The Harptones
(1953) 1969

“Swanee”
(RCA 6182)
Jaye P. Morgan
(1955) 1969

“The Ten Commandments”
(Chess 1705)
Harvey and The Moonglows
(1958) 1972

“A Thousand Miles Away”
(Rama 216)
The Heartbeats
(1957) 1969

“To Be Loved”
(Brunswick 55052)
Jackie Wilson
(1958) 1977

“Too Late”
(RCA 6880)
Gene Austin
(1957) 1968
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Title
(Record Number)
Original Artist
(Original Release Date) Persuasion’s Release

“Up on the Roof”
(Atlantic 2162)
The Drifters
(1963) 1968

“Walk on the Wild Side”
(Verve 10255)
Jimmy Smith
(1962) 1971

“We’re All Goin’ Home”
(MGM 14246)
Bobby Bloom
(1971) 1974

“The Whole World Is a Stage”
(Ric Tic 122)
The Fantastic Four
(1967) 1968

“Why Don’t You Write Me?”
(RPM 428)
The Jacks
(1955) 1969

“Willie and Laura”
(Atlantic 2647)
Dusty Springfield
(1969) 1977

“Win Your Love”
(Keen 2006)
Sam Cooke
(1958) 1977
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Title
(Record Number)
Original Artist
(Original Release Date) Persuasions’ Release

“With This Ring”
(Musicor 1229)
The Platters
(1967) 1974

“Without a Song”
(Epic 9125)
Roy Hamilton
(1955) 1972

“You Must Believe Me”
(ABC-Paramount 10581)
The Impressions
(1964) 1973

“You’ve Got a Friend”
(Warner Brothers 7498)
James Taylor
(1971) 1972

CONCLUSION

The Persuasions are obviously song revivalists, but not in the 
most traditional sense. They have rarely recorded and released 
songs written by America’s classic tunesmiths of the 1930s and 
1940s. The 11 albums surveyed show no tunes attributed to Richard 
Rodgers, Cole Porter, Noel Coward, Duke Ellington, Johnny Mer
cer, Sammy Cahn, Jule Styne, Irving Berlin, or Ira Gershwin. Songs 
by Oscar Hammerstein H, Jerome Kern, Hoagy Carmichael, and 
George Gershwin are present, but are few in number. The Persua
sions have also ignored the realm of country music. They include 
no songs by Hank Williams, Jimmie Rodgers, Mel Tillis, Bob Gib
son, Fred Rose, Tex Ritter, Merle Travis, Gene Autry, Jimmy
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Wakely, Ernest Tubbs, Eddy Arnold, Webb Pierce, or Buck Owens 
in their albums. The lone country-oriented song produced between 
1967 and 1982 was the Everly Brothers’ classic “All I Have To Do 
Is Dream” written by Bodeleaux Bryant. The songwriters who have 
provided the majority of material for The Persuasions are urban 
tunesmiths from Chicago, Detroit, and New York. This group of 
composers and lyricists includes the cream of 1950-1970 popular 
music writers: Jerry Leiber and Mike Stoller, Gerry Goffin and 
Carole King, William “Smokey” Robinson and Ronald White, 
Berry Gordy, Jr., Eddie Holland, Barrett Strong and Norman Whit
field, Sam Cooke, and Curtis Mayfield. It is somewhat strange, 
though, that the rhythm and blues repertoire of The Persuasions 
doesn’t feature many more songs by Otis Blackwell, Buck Ram, 
James Sheppard, Jimmy Reed, or Don Robey, and contains no 
numbers by Doc Pomus and Mort Shuman, Otis Redding, Ray 
Charles, Bo Diddley, Chuck Berry, Hank Ballard, Willie Dixon, 
Fats Domino, Chuck Willis, or Marvin Gaye.

Beyond the songs and composers, it is also interesting to note the 
stylistic influences on The Persuasions’ revival activities. Their 
chief singing style/musical arrangement models are Curtis Mayfield 
and The Impressions, Sam Cooke, Billy Ward and The Dominoes, 
The Temptations, Harvey Fuqua and The Moonglows, The Flamin
gos, Jackie Wilson, The Coasters, Clyde McPhatter and The Drift
ers, James Sheppard and The Heartbeats, and The Four Tops. Fi
nally, although The Persuasions have recorded a vast array of 
classic tunes, it is fascinating to note the large number of tradition
ally popular a cappella songs that they have not released. Among 
these tunes are: “In the Still of the Night,” “To the Aisle,” “Why 
Do Fools Fall in Love,” “Unchained Melody,” “I Only Have Eyes 
for You,” “You Send Me,” and “Fever.”

NOTE

1. Sources used to compile this listing include: Nat Shapiro and Bruce Pollock, 
eds., Popular Music, 1920-1979: A Revised Cumulation, 3 Volumes (Detroit, 
Michigan: Gale Research Company, 1985); Joel Whitburn, comp., Pop Memories, 
1890-1954: The History o f American Popular Music (Menomonee Falls, Wiscon
sin: Record Research, Inc., 1986); Joel Whitburn, comp., Top Pop Singles, 
1955-1986 (Menomonee Falls, Wisconsin: Record Research, Inc., 1987); and Joel
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Whitburn, comp., Top R&B Singles, 1942-1988 (Menomonee Falls, Wisconsin: 
Record Research, Inc., 1988).
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Chapter 12

Imported Recordings

TEACHING ABOUT IMPERIALISM 
THROUGH IMPORTED RECORDINGS

Imperialism is a distant, obscure concept to most social studies 
students. Whether related to the Balkan origins of World War I, the 
British experience with Ghandi in India, or the rise of nationalism 
throughout colonial Africa, the intellectual interest of young Ameri
cans is rarely piqued by tales about European subjugations of dis
tant, underdeveloped countries. However, history teachers can uti
lize the American experience of cultural and economic dominance 
in postwar Great Britain to define and illustrate the process of 
non-political hegemony. During the middle of this century, Ameri
can music was overwhelmingly accepted in the United Kingdom as 
the standard of contemporary popular art. Commercial recordings 
from the States dotted British music charts from 1953 until the 
mid-1960s. Then things changed. The Beatles, The Rolling Stones, 
and hundreds of other British beat groups found their own distinc
tive voices. The post-1964 era of the British Invasion saw the U.K. 
record charts listing Liverpool musicians in the Top Ten, while 
Billboard and Cash Box Hot 100 listings also featured more and 
more hits by British groups. How did the American cultural imperi
alism of the fifties get turned around? What factors enabled British

This study by Laura E. Cooper and B. Lee Cooper was originally published as 
“Exploring Cultural Imperialism: Bibliographic Resources for Teaching About 
American Domination, British Adaptation, and the Rock Music Interchange, 
1950-1967.” International Journal o f Instructional Media XVII (1990): pp. 
167-177. Reprint permission has been granted by the authors, editor Phillip J. 
Sleeman, and The Westwood Press.
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artists to emerge as celebrities of international rank? The following 
bibliographic outline suggests a teaching format for examining this 
brief incident of cultural imperialism.

1950-1959: AMERICAN SOCIETY EMBRACES 
RHYTHM ’N ’ BLUES AND ROCK ’N ’ ROLL 

AS ITS POPULAR-MUSIC CULTURE

Teachers should begin this historical investigation by noting that 
during the fifties American society initiated a variety of major 
changes. Integration of blacks, challenges to several sources of 
traditional authority, the rise of sexual openness, increasing eco
nomic affluence, youthful rebellion, and other significant cultural 
themes had vast political and social implications in the sixties. 
Music functioned as both a catalyst and a reflector for many of 
these events. The following books are good sources of information 
on this era:

• Busnar, Gene. I t’s Rock ’n ’ Roll: A Musical History of the Fab
ulous Fifties. New York: Wandered, 1979.

• Gillett, Charlie. The Sound of the City: The Rise of Rock and 
Roll. New York: Outerbridge and Dienstfrey, 1970.

• Shapiro, Nat (ed.). Popular Music: An Annotated Index of 
American Popular Songs: Volume One, 1950-1959. New 
York: Adrian, 1964.

• Shaw, Arnold. Honkers and Shouters: The Golden Years of 
Rhythm and Blues. New York: Collier, 1978.

• Shaw, Arnold. The Rockin ’ 50s: The Decade that Transformed 
the Pop Music Scene. New York: Hawthorn, 1974.

1950-1963: BRITISH SOCIETY BECOMES 
A RECEPTIVE SITE FOR AMERICAN 

CULTURAL IMPERIALISM

There are many reasons why the United States was able to impose 
its popular-music culture on the United Kingdom. Anglo-American



Imported Recordings 151

history, language similarity, British topography, established commu
nication links from the trans-Atlantic telephone cable in 1956 to 
Telstar in 1962, international trade ties, newspapers, tourism, and the 
presence of U.S. soldiers from NATO contributed to the initiation 
and triumph of rock music in the British Isles. The following sources 
provide a wealth of information on this era:

• Leigh, Spencer. “Larry Pames.” Record Collector 122 (Octo
ber 1989): pp. 86-88.

• Marwick, Arthur. British Society Since 1945. New York: Pen
guin, 1982.

• Reines, Bernard. “United Kingdom.” In Europe-Worldmark 
Encyclopedia of the Nations. Edited by Louis Barron. New 
York: Harper & Row, 1963.

• Steele-Perkins, Crispan, and Richard Smith (comps.). The 
Teds. London: Traveling Light Photography, 1979.

• Watson, Ian. Song and the Democratic Culture in Britain. New 
York: St. Martin’s, 1983.

• Watts, Michael. “The Call and Response of Popular Music: The 
Impact of American Pop Music in Europe.” In Superculture: 
American Popular Culture and Europe. Edited by C. W. E. 
Bigsby. Bowling Green: Bowling Green University, 1975.

1960-1964: MAXIMUM AMERICAN DOMINATION 
OVER THE BRITISH POPULAR-MUSIC SYSTEM

The first five years of the 1960s demonstrated how American 
recording artists and popular songs totally dominated British popu- 
lar-music charts. The irony, of course, is that Paul McCartney, Eric 
Burdon, Mick Jagger, John Lennon, Eric Clapton, Keith Richards, 
and other young British singers and bands learned their craft and 
developed their performing repertoires from the vinyl artifacts of an 
overseas culture. The following sources trace these developments:
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• Barnes, Richard (comp.). Mods! London: Eel Pie, 1980.
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ture. New York: St. Martin’s, 1985.
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Superlatives, Ltd., 1983.

1962-1967: THE RISE OF THE BEATLES 
AND THE ROLLING STONES

The British Invasion in 1964, led by The Beatles and The Rolling 
Stones, demonstrated how effectively American cultural imperial
ism had transformed U.K. music into a reasonable, exportable fac
simile of U.S. popular music. The following books and articles 
provide a good overview of the British Invasion years:

• Bacon, David and Norman Maslov. The Beatles’ England: 
There Are Places I ’ll Remember. San Francisco: 910, 1982.

• Brown, Ashley. “The U.K. Rocks-Rock ’n’ Roll Hit the 
Shores of Great Britain Like a Tidal Wave: Music Was Never 
the Same Again.” History of Rock No. 7 (1982): pp. 121-123.

• Castleman, Harry, and Wally Podrazik. “The Case of the Be
littled Beatles Tapes.” Stereo Review XXXIX (November 
1977): pp. 66-68.
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• DeWitt, Howard A. The Beatles: Untold Tales. Fremont: Hori
zon, 1985.
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Goldmine No. 132 (August 16,1985): pp. 16-18.

• Freeman, Robert. Yesterday: The Beatles, 1963-1965. New 
York: Holt, Rinehart, and Winston, 1983.

• Griffin, Alistair. On the Scene at the Cavern. London: Hamish 
Hamilton, 1964.

• Howlett, Kevin. The Beatles at the BeeB, 1962-65: The Story. 
London: British Broadcasting Corporation, 1982.
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Story. New York: Linden/Simon and Schuster, 1984.
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154 ROCK MUSIC IN AMERICAN POPULAR CULTURE

• Vollmer, Jurgen. Rock 'n' Roll Times: The Style and Spirit of 
the Early Beatles and Their First Fans. Woodstock: Overlook, 
1983.

• Wells, John D. “Me and the Devil Blues: A Study of Robert 
Johnson and the Music of the Rolling Stones.” Popular Music 
and Society DC (1983): pp. 17-24.

1964-1967: THE WHITE U.S. POT CALLING 
THE WHITE BRITISH KETTLE BLACK

The triumph of numerous British groups in the States was 
greeted by many American journalists, record-company executives, 
black artists, and elite snobs with anger, derision, and charges of 
blatant cultural copying. The public exposure, financial success, 
and creative opportunity to search for their own artistic voices 
launched The Beatles and The Rolling Stones on their own distinc
tive performing, songwriting, and culture defining careers. The fol
lowing sources trace these developments:

• Almost Slim. “The Beatles Visit New Orleans.” Wavelength 
No. 34 (August 1983): pp. 11-13.

• Aronowitz, Alfred G. “Yeah! Yeah! Yeah! Music’s Gold 
Bugs: The Beatles.” Saturday Evening Post CCXXXVII 
(March 21,1964): pp. 30-35.

• Beckett, Alan. “The Stones.” New Left Review XLVII (Janu
ary/February 1968): pp. 24-29.

• “Beatles Success in U.S.: A Trend for the British?” Variety 
CCXXXIII(February 5,1964): p. 46.

• Castleman, Harry, and Walter Podrazik. “The Beatles from 
Others.” In All Together Now: The First Complete Beatles 
Discography, 1961-1975. New York: Ballantine, 1975.

• Clayson, Alan. Call Up the Groups! The Golden Age of British 
Beat, 1962-1967. Poole, Dorset, England: Blandford, 1985.
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•Coleman, Ray. “ 1964: The Year of the Beatles.” Melody 
Maker XXXIX (December 19, 1964); pp. 2-3ff.

• Cross, Colin, with Paul Kendall and Mick Farren (comps.). 
Encyclopedia of British Beat Groups and Solo Artists of the 
Sixties. London: Omnibus, 1980.

• Dove, Ian. “January 1-March 31, 1964: 90 Days that Shook 
the Industry.” Billboard LXXXI (December 27, 1969): p. 126.
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XXXIV (November 16, 1967): pp. 20-22ff.
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pp. 367-373.
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view XXXIV (Fall 1967): pp. 526-546.

• Price, June. “The Beatles’ Arrival: Mania in the Media.” 
Goldmine No. 224 (February 24, 1989): pp. 8, 93.

• Schaffner, Nicholas. The British Invasion: From the First 
Wave to the New Wave. New York: McGraw-Hill, 1983.

• “U.K. Rock ’n’ Rollers Are Called Copycats.” Billboard 
LXXVIII (June 19, 1965): p. 12.

• “U.S. Rocks and Reels from Beatles Invasion.” Billboard 
LXXVI (February 15, 1964): p. 1ff.

• Watkins, R. “Rocking Redcoats Are Coming: Beatles Lead Mas
sive Drive.” Variety CCXXXIII (February 19, 1964): p. 1ff.

1967: THE WORLDWIDE INFLUENCE 
OF THE BEATLES

The release of Sergeant Pepper’s Lonely Hearts Club Band by 
The Beatles in 1967 marked the high point in U.K. popular-music
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artistic creativity. It was, in many respects, the musical equivalent 
of a declaration of independence by a colonized nation (Great Brit
ain) from its imperialist neighbor (The United States). Obviously, 
The Rolling Stones also continued to carve their own unique niche 
in international music as well. The following sources document The 
Beatles’ and The Rolling Stones’ artistic directions:

• Christgau, Robert. “The Rolling Stones.” In The Rolling 
Stone Illustrated History of Rock and Roll (revised edition). 
Edited by Jim Miller. New York: Random House/Rolling 
Stone, 1980.

• Dalton, David. The Rolling Stones: The First Twenty Years. 
New York: Alfred A. Knopf, 1981.

• Doggett, Peter. “Sgt. Pepper-The Album.” Record Collector 
94 (June 1987): pp. 3-6.

• Friede, Goldie, Robin Titone, and Sue Weiner (comps.). The 
Beatles: A to Z. New York: Methuen, 1980.

• Frith, Simon. Sound Effects: Youth, Leisure, and the Politics of 
Rock V  Roll. New York: Pantheon, 1981.

• Greenfield, Jeff. “They Changed Rock, Which Changed the 
Culture, Which Changed Us.” New York Times Magazine 
(February 16,1975): pp. 12-13,37ff.
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London: Hutchinson and Company, 1980.

• Meilers, Wilfrid. The Music of The Beatles: Twilight of the 
Gods. New York: Schirmer, 1973.

• Norman, Philip. Shout! The Beatles in Their Generation. New 
York: Fireside/Simon and Schuster, 1981.

• Okun, Milton, Ed. Caraeff et al. (comps.). The Compleat 
Beatles: Volume Two, 1966-1970. New York: Delilah/ATV/ 
Bantam, 1981.



Imported R ecordings 157

• Pichaske, David R. “Sustained Performances: Sgt. Pepper’s 
Lonely Hearts Club Band.” In The Beatles Reader: A Selec
tion of Contemporary Views, News, and Reviews of The 
Beatles in Their Heyday. Edited by Charles P. Nelses. Ann Ar
bor: Pierian, 1984.

• Reinhart, Charles. “Sgt. Pepper’s Lonely Hearts Club Band: 
It’s 20 Years Later Now. . .  And Still a Landmark.” Goldmine 
No. 182 (July 17,1987): pp. 18-20.

• Schaffner, Nicholas. The Boys from Liverpool: John, Paul, 
George, and Ringo. New York: Methuen, 1980.

1950-1967: DISCOGRAPHIC RESOURCES 
ON AMERICAN AND BRITISH RECORDINGS

In order to trace the magnitude of American popular-music hege
mony in Great Britain from 1950 to 1963 and the subsequent rise of 
United Kingdom performers to dominant roles on U.S. music charts 
from 1964 to 1967, the following reference guides are required:

• Aeppli, Felix (comp.). Heart of Stone: The Definitive Rolling 
Stones Discography, 1962-1983. Ann Arbor: Pierian, 1985.

• Carr, Roy. The Rolling Stones: An Illustrated Record. New 
York: Harmony, 1976.

• Carr, Roy, and Tony Tyler. The Beatles: An Illustrated Record 
(revised edition). New York: Harmony, 1978.

• Castleman, Harry, and Walter J. Podrazik (comps.). All To
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1961-1975. New York: Ballantine, 1975.

• Doggett, Peter. “Rolling Stones’ U.K. Singles.” Record Col
lector No. 30 (February 1983): pp. 4-13.

• Doggett, Peter. “The Rolling Stones’ U.S. Singles.” Record 
Collector No. 49 (September 1983): pp. 8-10.
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• Rice, Jo and Tim, Paul Gambaccini, and Mike Read (comps.). 
The Guinness Book of British Hit Singles (second edition). 
London: Guinness Superlatives, 1979.

THE CHUM CHART BOOK

The CHUM Chart Book, 1957-1983: A Complete Listing of 
Every Charted Record. By Ron Hall. Rexdale, Ontario, Cana
da: Stardust, 1984. Illustrated. 345 pp.

The CHUM Chart Book presents 2,200 recording artists and 
6,700 titles that have appeared on Toronto radio station CHUM’s 
Top Fifty Records of the Week between May 27,1957, and Decem
ber 31, 1983. The text is divided into two sections. The “ Artist” 
section (pp. 1-204) contains an alphabetical list of performers, with 
their hit tunes arranged chronologically. This section also displays 
the month, year, and total number of weeks the record spent on the 
CHUM chart, the peak charted position, and the record label and 
number of each charted disc. The “Index of Song Titles” section 
(p. 205-317) features an alphabetical listing of all CHUM-charted 
recordings. The remainder of the book offers specialty information- 
including a chronological listing of all number one records from 
1957 (“All Shook Up” by Elvis Presley) through 1983 (“Say Say 
Say” by Paul McCartney and Michael Jackson), a list of charted LP 
and EP cuts (songs that were not released commercially as singles), 
and the most frequently charted performers who placed at least ten 
tunes on the CHUM charts. This resource guide is handsomely 
bound, clearly printed, and easy to understand.

What interesting facts or trends are revealed by the statistics in 
The CHUM Chart Book'? James Brown-Macon, Georgia’s power
house hitmaker and the undisputed godfather of soul-had 90 Bill- 
board-charted Hot 100 songs between 1958 and 1977, but placed 
only nine tunes on the CHUM chart. Other popular U.S. artists who 
also fell short on the Canadian charts include Ray Charles, Wilson 
Pickett, Jerry Lee Lewis, Smokey Robinson and The Miracles, 
Kenny Rogers, Jimmy Reed, Sam Cooke, Aretha Franklin, and 
Charlie Rich. In contrast, Ronnie Hawkins, who compiled only 
three Billboard Hot 100 hits, placed 11 songs on the CHUM chart.
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There also appears to be considerably fewer novelty tunes charted 
in Toronto, with such comic forces as Buchanan and Goodman, 
Allan Sherman, and Stan Freberg barely represented. However, 
several CHUM disc jockeys did achieve Canadian chart recognition 
while never gaining American Billboard listings.

Does Ron Hall’s compilation of chart data have any significance 
beyond the offices of radio station CHUM (1050 AM)? Do the 
CHUM charts actually reflect the musical tastes of listeners and 
record buyers throughout southern Ontario? Will collectors who 
utilize chart and survey information perceive any major variations 
between popular music in Canada and the U.S.? Could any major 
U.S. city validly offer the popularity charts (or even the playlists) of 
its top radio station as the barometer of the nation’s musical inter
est? These questions cannot be answered here. Yet, they remain part 
of a needed investigation into a larger issue: What is popular music?

The documentation of record-chart listings is an interesting phe
nomenon. Wisconsin analyst Joel Whitburn is the dean of survey 
surveyors. His Record Research, Inc. data factory churns out Bill
board-based information from 1940 to the present on numerous 
styles (pop, country, easy listening, disco, and black contemporary) 
and speeds (33 1/3, 45, and 78 rpm’s) of recordings. Recently, 
Texas historian/librarian Frank Hoffmann produced chart-list com
pilations for pop, country, and rhythm-and-blues singles from pre
viously untapped Cash Box files. Across the Atlantic, British hit 
charts from Record World, Melody Maker, Record Retailer, Record 
and Tape Retailer, Music Week, and Record Mirror have provided 
statistical data for books by Clive Solomon, Charles Miron, Jo and 
Tim Rice, Paul Gambaccini, and Mike Read. Yet all national song 
charting remains suspect because (1) it is subject to the pressure and 
influence of major recording company propaganda; (2) it relies on 
urban-oriented reporting of commercial sales; and (3) it lacks the 
ability to reflect on the meaning of the long-term impact of particu
lar artists or songs.

What alternatives exist to the national surveys of weekly record 
popularity? A particularly hardnosed materialistic viewpoint about 
identifying top recordings was expounded by Peter E. Berry in his 
1977 study “ . . .  And the Hits Just Keep on Comin’.” He contended 
that the only accurate barometer of a song’s value is commercial
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merit. Berry eschewed survey charts from trade journals and radio 
stations in favor of “audited” gold records certified by the Record
ing Industry Association of America (RIAA). Regrettably, Berry 
overlooked the fact that RIAA statistics are either unavailable for 
some labels or simply unreliable for much of the 1950-1970 period. 
Such broad-scale assessments seem less than objective, consistent, 
or wholly valid.

The other end of the vinyl ranking spectrum-the subjective, per
sonal analysis of individual recordings-is even less satisfying as a 
means of assessing the impact and value of particular releases. Most 
record collectors, for instance, tend to respond more favorably to 
scarcity and rarity rather than popularity. So do many music critics, 
who prefer to laud particular vocal or instrumental innovations, 
trend-setting or trend-defying performances, and other imaginative 
artistic strides. Obviously, there is no way to assess the song popu
larity system through the behaviors or interests of either esoteric 
collectors or technically oriented music buffs.

If objectivity is impossible and subjectivity is of little value, how 
should the popularity of contemporary recordings be defined? Real
ism demands the use of multiple perspectives. Whitburn and Hoff
mann offer consistent, longitudinal national trade-journal data; the 
RIAA compiles statistics of the sales of vinyl commodities; and 
radio station chart lists reflect regional involvement in or reaction to 
or rebellion against mass-market trends. The CHUM Chart Book 
provides American and British music researchers with a new and 
potentially valuable Canadian perspective on contemporary songs. 
If nothing else, it is an intriguing tool for examining the Toronto 
reaction to such diverse Canadian-born international singing stars 
as Bryan Adams, Gordon Lightfoot, The Guess Who (and Burton 
Cummings), Joni Mitchell, The Diamonds, Paul Anka, Helen 
Reddy, Leonard Cohen, and Anne Murray.

One would hope that the appearance of the CHUM chart com
pilation and the availability of data-entry technology might stimu
late several major U.S. radio stations to examine their own histori
cal definitions (and survey charts) of popular music. This desire is 
academically self-serving, of course. It is far more beneficial to 
scholars, archivists, collectors, and teachers than to record-industry 
moguls or commercial radio-station managers. For this reason
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alone, The CHUM Chart Book must be acknowledged as a delight
ful, surprising, and helpful survey discography.

Beyond Ron Hall’s new publication, readers interested in chart- 
list discographies may wish to contact Guinness Superlatives (Lon
don), Record Research (Wisconsin), and The Scarecrow Press (Me- 
tuchen) for further resources.
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Journalists and Critics

DAVE MARSH

Fortunate Son, by Dave Marsh. New York: Random House, 
1985. 337 pp.

Dave Marsh is a rock ’n’ roll evangelist. Readers of his Fortu
nate Son anthology will marvel at his religious intensity in depict
ing those who speak in sacred tongues (Bob Marley and Bruce 
Springsteen); those who have betrayed or abandoned the truth faith 
(Peter Frampton, Mike Love, Robbie Robertson, Mick Jagger, 
Doug Fleger, and the MTV production staff); early prophets (MC5, 
Bob Seger, Pete Townshend, and Sylvester Stewart); revivals and 
second comings (John Fogerty, Rudy Martinez, and James Brown); 
anointed preachers and other soul savers (Stevie Wonder, Smokey 
Robinson, Sam Phillips, and The Electrifying Mojo); and eternal 
lights (Marvin Gaye, James Jamerson, Elvis Presley, and Muddy 
Waters). Marsh’s sacred text can spark born-again feelings: Rock 
Lives! (We’re all fortunate sons for this fact.)

Religious metaphors aside, this is a spectacular journalistic re
view of contemporary American music, and the author readily ac
knowledges his personal and political biases throughout the book. 
Fortunate Son is structured in ten chapters, with previously pub
lished essays of 1970-1985 vintage presented in each of these chap
ters. Marsh has carefully edited these pieces and provides thought- 
provoking introductions to each essay. His transitional observations 
are genuinely helpful, and his insights are stimulating.

This review by B. Lee Cooper was originally published as “The Heart of Rock 
and Soul,” Michigan Academician ΧΧIII (Spring 1991): pp. 203-205. Reprint 
permission has been granted by the author.
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Dave Marsh’s writing style evokes intensely personal feelings. His 
Pontiac, Michigan, childhood and Detroit musical roots thunder 
across the pages. The heroes and events he fondly mentions-from 
the 1963 Smokey Robinson recording “You’ve Really Got a Hold on 
Me” and numerous MC5 concerts to private chats with Bob Seger 
and reveries about the talent of Marvin Gaye-clearly delineate the 
Motor City focus of his personal rock perspective. Yet Marsh is 
anything but provincial about his music. To him, rock ’n’ roll is a 
national vehicle for fighting racism, sexism, profit-mongering con
glomerates, stupid/inhumane/lethal politicos, and all forms of social 
and economic injustice. Marsh’s idealism-born out of intellectual 
toughness rather than ideological rigidity or pantheistic mush-at- 
tacks bigotry, slavery (to wages, to political systems, and to outdated 
modes of thought), inconsistency, and hypocrisy. This man is diffi
cult to please, and that’s what makes his writing so special.

Marsh’s credentials for presenting a text headlined by the boda
cious subtitle “Criticism and Journalism by America’s Best-Known 
Rock Writer” are reasonable. He has penned biographies on Bruce 
Springsteen, Elvis Presley, and The Who; he was founding editor of 
Creem, a former editor for Rolling Stone, and co-editor of The Rol
ling Stone Record Guide. The essays in Fortunate Son have been 
culled from such diverse literary sources as Creem, Musician, The 
Record, Boston Phoenix, Rolling Stone, Film Comment, and the au
thor’s own books. Duplication is minimal (although a Buddy Holly 
segment is repeated twice); the selection of topics is remarkably di
verse; and the commentaries are lively, pointed, and logical. It is too 
bad that the Random House editorial staff failed to provide two helpful 
items: an alphabetized subject index to the entire book and a full 
bibliography of the published works of Dave Marsh. These additions 
would have completed an otherwise extremely well-constructed study.

Rock journalism is a terribly mixed bag, or (with apologies to Earl 
King) a trick bag. A critic often appears to be either a puppet or a 
cheerleader rather than an analyst or a commentator. However, among 
the thousands of concert attenders, record and book reviewers, and 
writers of biographies, there are only a handful of authors who really 
deserve to be anthologized. Dave Marsh is one. Others, including Peter 
Guralnick, Paul Williams, Michael Lydon, Jon Landau, and Greil Mar
cus, have already had portions of their journalistic works compiled and
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printed. But as the rock era’s shadow lengthens (Marsh is somewhat 
sketchy about the lives of many key ’50s rock ’n’ rollers) and as copies 
of many fine rock magazines become less and less available to fans, 
scholars, teachers, musicians, critics, collectors, and popular-culture 
buffs, the words of the best rock writers deserve to be preserved. 
Marsh’s self-designed text is a model for living authors, but posthu
mous commentaries should also be assembled.

Fortunate Son is the literary equivalent of a “Greatest Hits” LP 
album containing “Lucille” by Little Richard, “Whole Lotta Sha- 
kin’ Goin’ on” by Jerry Lee Lewis, “Mystery Train” by Elvis Pres
ley, “In the Midnight Hour” by Wilson Pickett, “Mind Over Mat
ter” by Nolan Strong and The Diablos, and “I Heard It Through the 
Grapevine” by Marvin Gaye. If you still believe in magic, then 
Fortunate Son is required reading.

The Heart of Rock and Soul: The 1001 Greatest Singles Ever 
Made, by Dave Marsh. New York: New American Library, 
1989.717 pp.

Although Marsh’s credentials are awesome, one must be immedi
ately skeptical about any author who subtitles a work “The 1001 
Greatest Singles Ever Made.” Dave Marsh deserves applause for just 
attempting to distill 40 years of recorded music into a precise set of 
rhythms, lyrics, and performers. Where he succeeds, he does so with 
insight, enthusiasm, and sound judgment; where he fails, he falls 
victim to his own enormous ego and to glaring omissions. The Heart 
of Rock and Soul is a study that should be read, debated, freely 
revised, and cherished as a kaleidoscopic vision of contemporary 
audio artistry.

In stating the obvious, Marsh brands himself as a revolutionary. 
He acknowledges the primacy of individual songs over either albums 
or compact discs. “Singles are the essence of rock and roll,” he 
declares. “They occupy the center of all pop music that came after it. 
They’re the stuff of our everyday conversations and debates about 
music, the totems that trigger our memories. Everyone who listens 
with half an ear must know this. But nobody writes as if it were true” 
(p. ix). Actually, several folk do write with this generally unacknowl
edged truth in mind. Charlie Gillett’s The Sound of the City: The Rise 
of Rock and Roll (Outerbridge and Dienstfrey, 1970) is still the best
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singles-driven study available. Joel Whitburn’s magnificent Record 
Research fact books also focus solely on singles. So do George 
Albert and Frank Hoffmann’s book-length Cashbox surveys.

Other researchers have produced works that rely on single songs 
as key popular-music reflectors. B. Lee Cooper traces 15 socially 
significant topics found in 45-rpm recordings in A Resource Guide to 
Themes in Contemporary American Song Lyrics, 1950-1985 (Green
wood, 1986); Bob Shannon and John Javna serve up tasty trivia 
about singles in Behind the Hits: Inside Stories of Classic Pop and 
Rock and Roll (Warner, 1986); and Fred Bronson tells delightful 
stories about the origins of each top-charted tune between 1955 and 
1988 in the second edition of The Billboard Book of Number One 
Hits (Billboard, 1988). Other compilations also make singles the 
chief coin of rock’s realm.

What Marsh is arguing against, of course, is the post-1967 ten
dency of journalists, reviewers, critics, scholars, deejays, and collec
tors to contend that 33 1/3-rpm recordings, especially so-called con
cept albums, are the true bearers of rock’s heritage. Tom Hibbert’s 
audacious The Perfect Collection (Proteus, 1982), which lists the 200 
rock albums that everyone should own, is the kind of publication that 
Marsh despises. For Marsh, even The Beatles’ remarkable Sgt. Pep
per album is a collection of magnificent singles-“Lucy in the Sky 
with Diamonds,” “A Little Help from My Friends,” “When I’m 
Sixty-Four,” and “Lovely Rita.”

Once the primacy of the singles concept has been established, how 
well does Marsh do in selecting and describing the 1,001 “greatest” 
records over the past four decades? It’s a mixed bag. Many of the 
songs he presents are incontestably trademarks of the rock era: “Sat
isfaction,” “What’d I Say,” “Respect,” “Great Balls of Fire,” 
“Johnny B. Goode,” and “Billie Jean.” But, regrettably, Marsh then 
glides off into the thin air of his own decision making, unfettered by 
record charts or the critical judgments of others. For example, he lists 
“Purple Haze” but not “Purple Rain”; “Bad Girls” but not “Bad to 
the Bone” ; “Little Sister” but not “Little Queenie” ; and “Walk This 
Way” but not “The Walk.”

Other omissions are even more mind-boggling. It is hard to con
ceive the absence of the twice-charted garage-band tune “Tall Cool 
One” by The Wailers. Similarly inexplicable omissions include: “At
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My Front Door (Crazy Little Mama)” by The El Dorados; “Irresist
ible You” by The Bobby Peterson Quintet; “Cry Baby” by Garnet 
Mimms and The Enchanters; “Slow Walk” by Sil Austin; “There’s 
Something on Your Mind (Part Two)” by Bobby Marchan; and “I 
Like It Like That” by Chris Kenner. In the novelty-tune genre, 
neither “Ape Call” nor “Transfusion” by Nervous Norvus (Jimmy 
Drake) are mentioned. Neither are “The Flying Saucer” by Bucha
nan and Goodman or “The Streak” by Ray Stevens. If rock-era 
humor is sold short by Marsh, one fears that many rock-and-soul 
classics are doomed to his historical dungeon. Thus, if Marsh elects 
to_leave out “Wild Thing” by The Troggs, one suspects that Tone 
Loc’s “Wild Thing” or the even more hilarious “Funky Cold Me
dina” don’t have a prayer of scoring in this strangely skewed chart
ing system. Will future slots be reserved for “When Love Comes to 
Town” by U2 (with B. B. King), “Simply Irresistible” by Robert 
Palmer, and “Roll With It” by Steve Winwood?

Finally, one must question not just omissions but a series of unex
plainable inclusions in The Heart of Rock and Soul. The following 
songs are simply not part of any reasonable greatest-singles compen
dium: “Across the Street” by Lenny O’Henry; “Free Nelson Man
dela” by Special AKA; “The Adventures of Grandmaster Flash on 
the Wheels of Steel” by Grandmaster Flash and The Furious Five; 
“Devil with a Blue Dress” by Shorty Long; “Hurt” by Elvis Pres
ley; “Gina is a Coward” by Gino Washington; “I Don’t Want To Go 
Home” by Southside Johnny and The Asbury Jukes; and “You Left 
the Water Running” by Otis Redding.

While one might be shocked by a few specific omissions, be
fuddled by certain inclusions, and confused by a couple of inap
propriate attributions (such as listing “Twist and Shout” as a 
Beatles’ tune rather than as an Isley Brothers’ triumph), most of 
Marsh’s study is absolutely ingenious. This is the saving grace of all 
of Marsh’s literary work. His intellectual power, understanding of the 
sweep of rock history, insight into the machinations of the record 
industry, and personal access to performers, journalists, disc jockeys, 
and production personnel makes the majority of his comments pithy, 
perceptive, and powerful. Marsh is a driven man. Riding along with 
him requires insurance and a seat belt. But if one wishes to tour Rock 
City, then there is no better chauffeur than “Wild Dave.”



Chapter 14

Mass Media

Throughout history, humankind has utilized both oral and written 
communications to transmit feelings of love and hate, to preserve 
documents of public significance and ideas of personal value, and 
to provide individuals and groups with resources for examining 
themselves and their predecessors. Both songs and books are cen
tral to historical investigation. We live at a time when different 
mediums of communication (radio, television, and motion pictures) 
dramatically affect, and in some cases even become, intellectual 
messages. Writers like Marshall McLuhan have speculated that the 
human senses, of which all media are merely extensions, function to 
configure the awareness and the experiences of each of us. Thus, 
the products of modem electronic technology frequently become 
the content of learning and understanding during late-twentieth- 
century America. When one medium of communication either com
ments on or draws its imagery from another medium, the perception 
of individuals is broadened by both the technology and the me
diated thought. The ability of human beings to conceive and inter
pret ideas, issues, and problems through films, newspapers, maga
zines, radio programs, and television shows is often illustrated in 
popular-song lyrics.

MOTION PICTURES

In 1919, Billy Murray urged frustrated suitors to “Take Your 
Girlie to the Movies” if she can’t be induced to cooperate at home. A

This essay by B. Lee Cooper originally appeared as “Communications Media” 
in A Resource Guide to Themes in Contemporary American Song Lyrics, 
1950-1985. (Westport: Greenwood, 1986). Reprint permission has been granted by 
the author and The Greenwood Press Publishing Group, Inc.
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decade later, a more amorous Belle Baker crooned, “If I Had a 
Talking Picture of You.” By 1934, The Ziegfeld Follies introduced 
the universal idea “You Oughta Be in Pictures.” Tony Alamo and 
Judy Johnson, singing with The Sammy Kay Orchestra in 1950, 
repeated the same sentiments. But it was Johnny “Scat” Davis, 
backed by Benny Goodman and his band in 1937, who trumpeted the 
most famous paean to the motion-picture capital- “Hooray for Holly
wood.” The silver screen was so deeply ingrained in American 
popular culture by the mid-twentieth century that many film celebri
ties’ names were more readily recognized by the general public than 
those of wealthy businesspeople or successful politicians.

Between 1950 and 1985, motion pictures continued to hold a 
dominant position in American thought and life. Attendance at 
films is chronicled in a variety of recordings. Eddie Cochran urged 
his girl to join him at a “Drive-In Show” ; he also suggested that 
they could enjoy undescribed adolescent delights while “Sittin’ in 
the Balcony” in the very last row. Carl Perkins attempted to hide 
from the overly watchful eyes of a suspicious, gun-toting father by 
taking his girlfriend to a show in “Movie Magg.” The Drifters 
echoed Cochran’s suggestive sentiments in “Saturday Night at the 
Movies,” while The Steve Miller Band reminisced about a first 
romance that began in the back seat of a car at the drive-in movie in 
“Circle of Love.” The most humorous tale of movie-related teen
age problems is recounted in “Wake Up Little Susie,” where a 
couple falls asleep during a film and finally awakes to discover the 
movie’s over, it’s 4 a.m., and they’re in deep trouble.

Motion pictures-aside from providing excuses for meeting 
friends and loved ones or for escaping from suspicious parents-of- 
fer a world of personal fantasy to each viewer. Individual satisfac
tion with film images varies greatly. In “Sad Movies (Make Me 
Cry),” Sue Thompson reflects on personal affairs that have failed, 
while in “Are You Getting Enough Happiness,” Hot Chocolate 
notes that every time they go to the movies, all they see is happy 
love on the silver screen. Obviously, fantasy expectations often 
dictate interest in particular films. The most traditional hero-wins- 
out-over-villain scenes are laughingly recalled by The Coasters 
(and again by Ray Stevens) in the novelty tune “Along Came 
Jones.” Bertie Higgins depicts his own love life in “Key Largo,”
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when he contends that he and his girl had it all, just like Bogey and 
Bacall (who are only two of an innumerable list of movie stars who 
are mentioned in popular recordings). Marilyn Monroe was ideal
ized by Teddy and The Twilights in “Woman Is a Man’s Best 
Friend,” while Kim Carnes used a distinctive facial feature to con
jure up a mysterious female persona in “Bette Davis Eyes.” And if 
Michael Jackson viewed “Billie Jean” as a beauty queen from the 
movie screen, he only echoed the thoughts of The Bellamy Brothers 
who, after admitting that they go to the movies to see Sophia Loren 
and Brigitte Bardot, still assert loyalty to their hometown girl in 
“You’re My Favorite Star.”

Hollywood offers a get-rich-quick, become-a-celebrity-oven ight 
myth to many Americans. This idea is reinforced in films, through 
media hype on both radio and television, and by authentic (although 
statistically rare) instances of a pretty girl or handsome boy from 
Peoria achieving fame and fortune in Los Angeles. Chuck Berry 
and Elvis Presley described Southern California’s movie sets as 
“The Promised Land” for aspiring performers. The Beatles and 
Buck Owens noted that all you’ve got to do to be successful in films 
is just “Act Naturally.” The exciting West Coast lifestyle is lauded 
by Carl Perkins in “Hollywood City” and by Kool and The Gang in 
“Hollywood Swinging.” But in the pursuit of John Stewart’s 
“Gold” and in the excitement of chasing “Star Baby” with The 
Guess Who, the movie capital of America also harbors rejection, 
failure, and lost hope. These sentiments are contained in Gladys 
Knight and The Pips’ “Midnight Train to Georgia,” Eric Clapton’s 
“Tulsa Time,” and Don Williams’ “If Hollywood Don’t Need You 
(Honey, I Still Do).”

TELEVISION SHOWS

In terms of hourly viewing, Americans watch television to a far 
greater extent than they attend movie theaters. However, with the 
advent of cable movie networks, there has been considerable blur
ring of the notions of feature films versus TV programs as distinct 
media sources. Clearly, the ideas, images, personalities, and tech
niques of communication between motion pictures and television 
shows have dramatically overlapped since 1980. The Statler Broth
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ers, in “A Child of the Fifties,” nostalgically recall the early days of 
black-and-white broadcasting, when TV was their friend, particu
larly in the form of I Love Lucy and Rin Tin Tin. It is interesting to 
note that Lucille Ball reruns were united with a late-1970s dance 
fad in The Wilton Place Street Band’s hit recording of “Disco Lucy 
(/ Love Lucy Theme).”

The lyrical depiction of television as a social force varies signifi
cantly from 1950 to the present. The humor of The Coasters em
ploying the arcane tricks of TV detectives while “Searchin” ’ for 
their missing sweetheart was echoed by The Olympics, who were 
frustrated by girls who prefer sitting at home watching lawmen and 
desperadoes in “Western Movies” to dating, dancing, and romanc
ing. With considerable remorse, Mac Davis declared that you can’t 
even look at TV these days without getting scared to death. Regret
tably, the images presented in his “The Beer Drinkin’ Song” are the 
product of contemporary visual horrors ranging from napalm atro
cities in Vietnam to kidnapping and mass hysteria in Iran to satura
tion bombing in Lebanon to any number of war zones within Amer
ican cities. Mac Davis concluded this early-1980s analysis by 
admitting that eyewitness news programs leave him abused and 
gasping for breath.

Only Don Henley’s “Dirty Laundry” presents a more caustic 
indictment of broadcast journalism run amuck. Henley notes that 
TV news is presented by an attractive female reporter who can 
describe a grisly plane crash with a gleam in her eye. He notes that 
morbidity, scandal, sensationalism, death, and other subhuman val
ues seem to motivate the ratings chase within the television news 
industry. Other recent recordings offer only two solutions to the 
constant flow of bad news. Junior rejoices that the TV’s out of order 
so he won’t see the news at ten in “Communication Breakdown,” 
and Joe Jackson pleads with his girlfriend to leave the television 
and radio behind and go “Steppin’ Out” for an evening unencum
bered by reports of international warfare or domestic tragedy. The 
rock group Styx adopts George Orwell’s 1984 vision of TV as a 
mind control device. In “High Times,” they note with sinister fear 
that the “mind police” are coming.
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RADIO BROADCASTS

In terms of public exposure, both motion pictures and television 
programs are overshadowed by ubiquitous radio broadcasts. From 
the morning bedside chatter of a wake-up disc jockey, to a day-long 
experience of transistorized portable tunes, news, and weather re
ports, to heading home in a car humming with AM-FM stereo, to 
unwinding in the early evening with AOR/Country Rock/MOR/ 
Rock sounds, and, finally, to retiring to quiet sounds by The 
Beatles, Bread, and Three Dog Night, radio is omnipresent. It is 
undeniable, though, that there is an element of public unrest about 
the “dirty laundry” being pushed by the radio as well as by the 
video media. Songs such as “Silent Night/Seven O’Clock News” 
by Simon and Garfunkel and “ In Times Like These” by Barbara 
Mandrell convey this feeling.

Somehow, there is a more controllable sense and a more person
alized connection between listeners and broadcast celebrities in 
lyrics that assess radio as a communication medium. Mark Dinning 
notes that the essentials of pop radio programming are “Top Forty, 
News, Weather, and Sports.” Throughout the 1950-1985 period, 
various personalities have ruled the airwaves. From Alan Freed and 
Wolfman Jack to Norm N. Nite and Casey Kasem, the identifiable 
“platter chatter” of a friendly disc jockey has set the tempo for 
modem musical messages. Rene and Angela comment fondly about 
the comforting voice on the radio, your favorite D.J., just going 
with the flow in “Banging the Boogie.” Other salutes to disc jock
eys include “Kansas City Star” by Roger Miller, “Clap for the 
Wolfman” by The Guess Who, and “#1 Dee Jay” by Goody 
Goody. The 1959-1960 scandal involving bribes being paid to ra
dio-station managers and disc jockeys to promote specific records is 
humorously chronicled by Stan Freberg in “The Old Payola Roll 
Blues.” But for the most part, radio personalities (even the zany 
fictional jocks at WKRP in Cincinnati) deliver satisfying musical 
interludes to individuals who are “Wired for sound” and to those 
listening to “FM (No Static at All).”

There is an overtly sexist, or at least somewhat sexy, tone to other 
images of broadcast music. Freddy Cannon describes a radio-listen
ing fanatic as “Transistor Sister.” And Dexy’s Midnight Runners
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remind their date in “Come on Eileen” that Johnny Ray sounded 
sad on the radio as he moved a million hearts. This kind of airplay 
foreplay is addressed by Don Williams in “Listen to the Radio” and 
by The Younger Brothers, who reminisce about how good their date 
looked with “Nothing But the Radio on.”

PRINT MEDIA

Beyond the realm of the electronic media, lyrical attention has 
also focused on newspapers, books, and magazines. However, re
cordings illustrating print-media activities are far less numerous 
than those examining or alluding to motion pictures, television 
shows, or radio programs. This is perhaps indicative of the nonprint 
style of the post-1960 period, particularly in regard to the more 
youthful generation. Neil Diamond observes that heartbreak isn’t a 
“Front Page Story” and probably won’t even make the papers, 
while Christopher Cross says just the opposite in “No Time for 
Talk.” Although The Silhouettes seemed content to search the want 
ads just to “Get a Job,” Rupert Holmes felt compelled to seek a 
new relationship through a classified newspaper ad in “Escape (The 
Piña Colada Song).” Beauty is assessed by The J. Geils Band in 
terms of making a magazine “Centerfold.” For George Jones in 
“Shine on (Shine All Your Sweet Love on Me),” the judgment that 
his girl will never grace the centerfold of Playboy magazine is 
followed by his criterion for physical excellence: in her jeans, she’s 
as sexy as a dream. The ultimate print-market achievement for a 
rock band is not just to be lauded in Playboy, Variety, Billboard, 
Cash Box, or The New Musical Express. If Dr. Hook and his band 
speak for most, the ultimate goal is to have their picture on “The 
Cover of ‘Rolling Stone’.”

Below is a selected discography of tunes from 1950 to 1985 that 
have drawn on media images for their lyrics.

Motion Pictures
• “Act Naturally”

(Capitol 5498)
The Beatles (1965)
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• “Along Came Jones”
(Atco 6141)
The Coasters (1959)

• “Along Came Jones”
(Monument 1150)
Ray Stevens (1969)

• “Are You Getting Enough Happiness” 
(EMI America 8143)
Hot Chocolate (1982)

• “ ‘B’ Movie”
(Arista 0647)
Gil Scott-Heron (1981)

• “Bette Davis Eyes”
(EMI American 8077)
Kim Carnes (1981)

• “Billie Jean”
(Epic 03509)
Michael Jackson (1983)

• “Circle of Love”
(Capitol 5086)
The Steve Miller Band (1982)

• “Drive-In Show”
(Liberty 55087)
Eddie Cochran (1957)

• “Gold”
(RSO 931)
John Stewart (1979)

• “Good Guys Only Win in the Movies” 
(Bamboo 109)
Mel and Tim (1970)
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• “Hollywood”
(MGM 13039)
Connie Francis (1961)

• “Hollywood”
(ABC 12269)
Rufus, featuring Chaka Khan (1977)

• “Hollywood”
(Columbia 10679)
Boz Scaggs(1978)

• “Hollywood”
(Epic 02755)
Shooting Star (1982)

• “Hollywood City”
(Columbia 42045)
Carl Perkins (1961)

• “Hollywood Hot”
(20th Century 2215)
Eleventh Hour (1975)

• “Hollywood Nights”
(Capitol 4618)
Bob Seger and The Silver Bullet Band (1978)

• “Hollywood Swinging”
(DeLite 561)
Kool and The Gang (1974)

• “If Hollywood Don’t Need You (Honey, I Still Do)” 
(MCA 52152)
Don Williams (1982)

• “ If You Could Read My Mind”
(Reprise 0974)
Gordon Lightfoot (1970)
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• “Just Like in the Movies”
(Swan 4010)
The Upbeats (1958)

• “Key Largo”
(Kat Family 02524)
Bertie Higgins (1981)

• “Last of the Silver Screen Cowboys” 
(Warner Brothers 50035)
Rex Allen, Jr. (1982)

• “Like an Old Time Movie”
(Ode 105)
Scott McKenzie (1967)

• “Midnight Train to Georgia”
(Buddah 383)
Gladys Knight and The Pips (1973)

• “Movie Day”
(Kapp 936)
Don Scardino (1968)

• “Movie Magg”
(Flip 501)
Carl Perkins (1955)

• “Movie Star Song”
(Epic 10640)
Georgie Fame (1970)

• “The Movies”
(Mercury 73877)
The Statler Brothers (1977)

• “Norma Jean Wants To Be a Movie Star” 
(Polydor 14312)
Sundown Company (1976)
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• “Pop Goes the Movies”
(Arista 0660)
Meco (1982)

• “Promised Land”
(Chess 1916)
Chuck Berry (1965)

• “Promised Land”
(RCA PB-10074)
Elvis Presley (1974)

• “Sad Movies (Make Me Cry)” 
(Hickory 1153)
Sue Thompson (1961)

• “Saturday Night at the Movies” 
(Atlantic 2260)
The Drifters (1964)

• “Say Goodbye to Hollywood” 
(Columbia 02518)
Billy Joel (1981)

• “Sittin’ in the Balcony” 
(Liberty 55056)
Eddie Cochran (1957)

• “Star Baby”
(RCA 0217)
The Guess Who (1974)

• “Tulsa Time”
(RSO 1039)
Eric Clapton (1980)

• “Wake Up Little Susie” 
(Cadence 1337)
The Everly Brothers (1957)
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• “Wake Up Little Susie”
(Warner Brothers 50053)
Simon and Garfunkel (1982)

• “Woman Is a Man’s Best Friend” 
(Swan 4102)
Teddy and The Twilights (1962)

• “You’re My Favorite Star” 
(Warner/Curb 49815)
The Bellamy Brothers (1981)

Newspapers, Books, and Magazines
• “Centerfold”

(EMI America 8102)
TheJ. Geils Band (1981)

• “The Cover of ‘Rolling Stone’ ” 
(Columbia 45732)
Dr. Hook (1972)

• “Escape (The Piña Colada Song)” 
(Infinity 50035)
Rupert Holmes (1979)

• “Front Page Story”
(Columbia 03801)
Neil Diamond (1983)

• “Get a Job”
(Ember 1029)
The Silhouettes (1958)

• “The Girl on Page 44”
(Columbia 41310)
The Four Lads (1959)

• “Headline News”
(Ric-Tic 114)
Edwin Starr (1966)
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• “A Little Good News”
(Capitol 5263)
Anne Murray (1983)

• “Movie Magazine, Stars in Her Eyes”
(Playboy 6043)
Barbi Benton (1975)

• “No Time for Talk”
(Warner Brothers 29662)
Christopher Cross (1983)

• “Put It in a Magazine”
(Highrise 2001)
Sonny Charles (1982)

• “Shine on (Shine All Your Sweet Love on Me)” 
(Epic 03489)
George Jones(1983)

• “Want Ads”
(Hot Wax 7011)
Honey Cone (1971)

Radio
• “Banging the Boogie”

(Capitol 5220)
Rene and Angela (1974)

• “Clap for the Wolfman”
(RCA 0324)
The Guess Who (1974)

• “Come on Eileen”
(Mercury 76189)
Dexy’s Midnight Runners (1983)

• “Dear Mr. D.J. Play It Again”
(Mercury 71852)
Tina Tobin (1961)
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• “ ‘DJ’ Man”
(Prelude 8066)
Secret Weapon (1983)

• “FM (No Static at All)”
(MCA 40894)
Steely Dan (1978)

• “H.A.P.P.Y. Radio”
(20th Century 2408)
Edwin Starr (1979)

• “ In Times Like These”
(MCA 52206)
Barbara Mandrell (1983)

• “Juke Box Baby”
(RCA 6427)
Perry Como (1956)

• “Juke Box Hero”
(Atlantic 4017)
Foreigner (1982)

• “Kansas City Star”
(Smash 1998)
Roger Miller (1965)

• “Last Night a D J . Saved My Life” 
(Sound New York 602)
Indeep (1983)

• “Listen to the Radio”
(MCA 52037)
Don Williams (1982)

• “Love on the Airwaves”
(Planet 47921)
Night (1981)
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• “Mexican Radio”
(I.R.S. 9912)
Wall of Voodoo (1983)

• “Mr. D.J. (5 for the D.J.)”
(Atlantic 3289)
Aretha Franklin (1975)

• “Nothing But the Radio On”
(MCA 52076)
The Younger Brothers (1982)

• “#1 Dee Jay”
(Atlantic 3504)
Goody Goody (1978)

• “The Old Payola Roll Blues”
(Capitol 4329)
Stan Freberg (1960)

• “Old Songs”
(Juana 3700)
Frederick Knight (1981)

• “Old Time Rock and Roll”
(Capitol 5276)
Bob Seger and The Silver Bullet Band (1983)

• “On the Radio”
(Casablanca 2236)
Donna Summer (1980)

• “Play That Beat Mr. D.J.”
(Tommy Boy 836)
G.L.O.B.E. and Whiz Kid (1983)

• “A Prayer and a Juke Box”
(End 1047)
Little Anthony and The Imperials (1959)
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• “Radio Activity (Part I)”
(Sutra 126)
Royalcash (1983)

• “Radio Free Europe”
(I.R.S. 9916)
R.E.M. (1983)

• “Radio Ga Ga”
(Capitol 5317)
Queen (1984)

• “Radio Man”
(Island 791)
World’s Famous Supreme Team (1984)

• “Rock Radio”
(Capitol 4996)
Gene Dunlap (1981)

• “Rockin’ Radio”
(Arista 9088)
Tom Browne (1983)

• “Silent Night/Seven O’Clock News” 
(Columbia Album)
Simon and Garfunkel (1966)

• “Sleepin’ with the Radio On”
(Epic 02421)
Charly McClain (1981)

• “Song on the Radio”
(Arista 0389)
A1 Stewart (1979)

• “The Spirit of Radio”
(Mercury 76044)
Rush (1981)
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• “That Old Song”
(Arista 0616)
Ray Parker, Jr. and Raydio (1981)

• “Pop Forty, News, Weather and Sports” 
(MGM 12980)
Mark Dinning (1961)

• “Transistor Sister”
(Swan 4078)
Freddy Cannon (1961)

• “Union of the Snake”
(Capitol 5290)
Duran Duran (1983)

• “Video Killed the Radio Star”
(Island 49114)
The Buggies (1979)

• “Voice on the Radio”
(Montage 1210)
Conductor (1982)

• “Who Listens to the Radio”
(Arista 0468)
The Sports (1979)

• “Wired for Sound”
(EMI American 8095)
Cliff Richard (1981)

• “WKRP in Cincinnati”
(MCA 51205)
Steve Carlisle (1981)

• “You Can’t Judge a Book by the Cover” 
(Checker 1019)
Bo Diddley (1962)
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• “You Turn Me on, I’m a Radio” 
(Asylum 11010)
Joni Mitchell (1972)

Television
• “The Beer Drinkin’ Song”

(Mercury 2355)
Mac Davis (1982)

• “A ChUd of the Fifties”
(Mercury 76184)
The Statler Brothers (1982)

• “Communication Breakdown” 
(Mercury 812397)
Junior (1983)

• “Dirty Laundry”
(Asylum 69894)
Don Henley (1982)

• “Disco Lucy (/ Love Lucy Theme)” 
(Island 078)
The Wilton Place Street Band (1977)

• “High Time”
(A&M 2568)
Styx (1983)

• “Love Busted”
(Capricorn 5139)
Billy “Crash” Craddock (1982)

• “Searchin” ’
(Atco 6087)
The Coasters (1957)

• “Star on a TV Show”
(AVCO 4549)
The Stylistics (1975)
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• “Steppin’ Out”
(A&M 2428)
Joe Jackson (1982)

• “T.V. Mama” 
(Casablanca 814217) 
Leon Haywood (1983)

• “TV Mama”
(Atlantic 1016)
Joe Turner (1953)

• “Video Baby” 
(Boardwalk 179) 
Earons(1983)

• “Western Movies” 
(Demon 1508)
The Olympics (1958)



Chapter 15

Memorabilia and Collectibles

ELVIS PRESLEY

The Elvis Catalog: Memorabilia, Icons, and Collectibles Cele
brating the King of Rock V  Roll, by Lee Cotten. Garden City: 
Doubleday, 1987. Illustrated. 255 pp.

Rock memorabilia auctions conducted in London, New York, 
and Los Angeles have featured all imaginable items from the per
sonal lives and professional careers of John Lennon, Paul McCart
ney, and other contemporary-music luminaries. Sacramento-based 
scholar Lee Cotten has assembled a well-illustrated, chronolog
ically organized guide to Elvis icons and collectibles. This study 
was authorized by “Elvis Presley Enterprises,” whose commercial 
authorization probably opened the door for Cotten to examine, ana
lyze, photograph, and secure prices on the broadest scope of Elvis 
memorabilia.

The Elvis Catalog is divided into six chapters. These segments 
represent and illustrate unequal portions of Elvis’ early life, his 
singing and motion picture career, and his post-burial celebrity. 
“The Early Years” (pp. 12-45) cover everything from Tupelo, Mis
sissippi, bumper stickers to the December 1956 issue of 16 Maga
zine. “The Phenomenon Explodes” (pp. 46-94) features Elvis 
drinking glasses, Love Me Tender movie posters, and a 1958 “Elvis 
and the Colonel [Parker]” Christmas postcard. “Follow That

These reviews by B. Lee Cooper were originally published as “The Elvis Cata
log,” Popular Music and Society ΧΙΠ (Fall 1989): pp. 97-98 and “Directory of 
Popular Culture Collections,” Journal o f Popular Culture ΧΧΙΠ (Fall 1989): pp. 
163-164. Reprint permission has been granted by the author and The Popular Press.
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Dream” (pp. 94-140) presents Elvis bubble-gum card wrappers, 
1959 Gold Standard picture sleeves, and a bumished-steel Elvis 
medallion. “Viva Las Vegas” (pp. 141-182) reviews Las Vegas 
Hilton postcards, 1969 Rolling Stone magazines, and stuffed Elvis 
Presley hound dogs. “The Final Curtain” (pp. 183-217) offers Elvis 
concert pennants, numerous bootleg albums, and a gold beretta. 
Finally, “The King Lives On” (pp. 218-252) features such 
post-1977 items as the front-page obituary of Elvis from The Mem
phis Press-Scimitar, pewter, porcelain, and plaster busts of Elvis; 
and 1978 Elvis bubble-gum cards. Cotten provides both color and 
black-and-white illustrations for nearly every item he depicts.

Although any hack memorabilia merchandiser could have as
sembled a colorful picture catalog of Presleyanna, the historical 
expertise of Lee Cotten makes The Elvis Catalog a very special 
guide. This resource compilation is a model for detailing and por
traying rock collectibles.

POPULAR CULTURE COLLECTIONS

Directory of Popular Culture Collections, compiled by Chris
topher D. Geist, Ray B. Browne, Michael T. Marsden, and 
Carole Palmer. Phoenix, Arizona: Oryx, 1989.234 pp.

This resource-identifícation guide contains information about 
667 popular-culture collections located in the United States and 
Canada. Presented alphabetically by state and province, the authors 
explore special materials from the (Birmingham) Alabama Sports 
Hall of Fame and Museum (p. 1) and the (Sioux Falls, South Da
kota) Center for Western Studies (p. 143) to the (Whitehorse) Yu
kon Territory Archives (p. 178). Each citation features the full local 
address of the collection, the main contact person, the hours of 
operation, the degree of public or scholarly accessibility, and any 
special considerations concerning resource availability. A brief de
scription of all special materials featured in each archive is also 
provided.

For music enthusiasts, the Directory is a goldmine. The compilers 
list multiple resource locations for music collections featuring blues 
(9), Cajun (2), country and western (7), folk (35), gospel (8), jazz
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(19), popular (52), and rock ’n’ roll (17). Single archival holdings are 
reported for new wave, punk, reggae, and soul. Beyond genre identifi
cation, ethnic and national music resources are also cited: Africa 
(2), American Indians (2), Blacks (6), British (3), Canada (5), Hawaii 
(1), and West Lidies (1). The magnificent holdings of the Bowling 
Green State University Music Library and Sound Recordings Archive, 
the University of Mississippi Blues Archive, Tulane University’s Wil
liam Ransom Hogan Jazz Archives, and the County Music Foundation 
Library and Media Center are amply depicted too. What was once a 
very restricted audio-resource preserve of private record collectors is 
now becoming an area for intercollegiate scholarly research on an 
international scale.

This volume is similarly valuable to students of advertising, art, 
cartoons, comic books, film, magazines, oral history, postcards, post
ers, science fiction, and hundreds of other popular-culture fields. 
Over the next ten years, the number of archival sites will likely 
increase dramatically as private collectors recognize both the eco
nomic advantages and the preservation stability of donating items to 
scholarly collections. Hopefully, Christopher Geist and his collea
gues will be ready with a second edition of this Directory by 1999.



Chapter 16

Nursery Rhymes

Music educators often feel trapped. Each day, they encourage 
students to investigate Bach, Beethoven, or Mozart; yet they cannot 
escape classroom references to the latest radio or MTV renderings by 
Eric Clapton, Madonna, or Bruce Springsteen. Too often, this musi
cal dichotomy is characterized as a conflict between good and evil, a 
battle over quality and squalor, or a war of high art against commer
cialism. A more constructive instructional perspective should em
phasize the learning potential inherent in all musical expression, 
including popular music and folk songs. Since the potential of classi
cal music is already reinforced in all graduate programs, this chapter 
suggests teaching methods, audio resources, and bibliographical ma
terials designed to help harried music teachers deal with and utilize 
oral traditions found in rock-era songs. Hopefully, recognition of the 
potential value of examining popular songs that borrow from nursery 
rhymes or folk conventions may lead students to be less surly and 
thus allow teachers to be more effective.

Lyricists of popular songs derive their ideas from every imagin
able source.1 They often adapt and reinterpret traditional characters 
and themes from established cultural artifacts. During the past four 
decades, scores of Billboard-chañed songs have utilized characters 
and images from children’s literature to define lyrical passages.

A portion of this essay by B. Lee Cooper was originally entitled “Them Three 
Little Pigs Done Got Hip ! Adaptations of Children’s Literature to Commercial Song 
Lyrics.” It was presented at the 40th Annual Convention of the Michigan College 
English Association on October 5,1991. Reprint permission has been granted by 
the author. For a more detailed examination of this topic, see B. Lee Cooper, 
“Nursery Rhymes and Fairy Tales,” in Popular Music Perspectives: Ideas, 
Themes, and Patterns in Contemporary Lyrics (Bowling Green: Bowling Green 
State University Popular Press, 1991), pp. 155-171.

191
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Most scholars who examine the lyrical content of modern music 
tend to concentrate on predetermined social issues such as court
ship, death, education, and women’s roles.2 Other analysts investi
gate specific historical periods or significant individual events cited 
in particular recordings.3 It is rare to encounter studies searching 
lyrics for the sources of images, ideas, allegories, and metaphors 
from classic literary sources or from longstanding oral traditions.4 
The information assembled in Table A illustrates literature-to-lyric 
transition. It is important to note that sources such as The Holy 
Bible, Shakespeare’s plays, and books by Lewis Carroll and Charles 
Dickens are freely intermingled with popular culture references to 
television programs, motion pictures, and comic strips in the eclec
tic scheme of song lyrics.

TABLE A

SELECTED ILLUSTRATIONS OF LITERARY RESOURCES 
ADAPTED FOR THE LYRICS OF POPULAR SONGS, 

1950-1990

Title of Popular 
Recording (Record 
Company and Number)

Year of 
Release

Resource for Images 
or Illustrations in 
Sona Title or Lyric

1. “Adam and Eve”
(ABC-Paramount 10082)

1960 Old Testament

2. “Alice in Wonderland” 
(RCA 8137)

1963 Lewis Carroll’s 
Alice’s Adventures 
in Wonderland

3. “Alley-Oop” 
(Lute 5905)

1960 Newspaper Comic Strip

4. “The Bible Tells 
Me So”
(Coral 61467)

1955 New Testament

5. “Garden of Eden” 
(Vik 0226)

1956 Old Testament

6. “Guitarzan” 
(Monument 1131)

1969 Edgar Rice Burroughs’ 
Tarzan of the Apes
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7. “House at Pooh Corner” 
(United Artists 50769)

1971 A.A. Milne’s The House 
at Pooh Corner

8. “(Just Like) Romeo 
and Juliet” 
(Golden World 9)

1964 William Shakespeare’s 
Romeo and Juliet

9. “Magic Carpet Ride” 
(Dunhill 4161)

1968 “Aladdin and the 
Wonder Lamp" from 
The 1,001 Arabian Nights

10. “Oliver Twist" 
(Spiral 1407)

1962 Charles Dickens' 
Oliver Twist

11. “The Return of The Red 
Baron"
(Laurie 3379)

1967 Newspaper Comic Strip 
by Charles Schulz

12. “Rip Van Winkle" 
(Roulette 4541)

1964 Washington Irving's 
Rip Van Winkle

13. “Tom Sawyer" 
(Mercury 76109)

1981 Mark Twain's 
The Adventures 
of Tom Sawyer

14. “Turn! Turn! Turn!" 
(Columbia 43424)

1965 Old Testament

15. “White Rabbit" 
(RCA 9248)

1967 Lewis Carroll's 
Alice’s Adventures 
in Wonderland

Beyond the realm of traditional literature, contemporary lyricists 
are also influenced by the broad variety of children’s stories, games, 
toys, chants, fads, mythical heroes, and nonsense word play. That 
such ephemeral popular culture material informs lyrical content is 
hardly surprising. Nostalgia is not limited to middle-aged men and 
women. Familiar lines from childhood experiences, linked to pow
erful rhythm bases, are immensely attractive to teenage record buy
ers. This observation is not meant to imply that every childhood 
game or every personal experience can be translated into a pop hit. 
Still, the tendency to utilize youthful ideas and verbal play to create 
lyrical images is evident in songs listed in Table B.
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TABLE B

SELECTED ILLUSTRATIONS OF CHILDHOOD 
GAMES AND VERBAL TERMS ADAPTED TO THE 

TITLES AND LYRICS OF POPULAR SONGS, 
1950-1990

Title of Popular 
Recording (Record 
Company and Number)

Year of 
Release

Resource for Images 
or Illustrations in 
Sona Title or Lyric

1. “ABC”
(Motown 1163)

1970 Alphabet Game

2. “Double Dutch Bus” 
(WMOT 5356)

1981 Jump Rope Chant

3. “Finders Keepers, 
Losers Weepers” 
(Wand 171)

1965 Children’s Chant

4. “Hide and Go Seek” 
(Mala 451)

1962 Children’s Game

5. “Hop Scotch”
(Canadian American 124)

1961 Children’s Game

6. “The Hula Hoop Song” 
(Roulette 4106)

1958 Child’s Toy

7. “Liar, Liar” 
(Soma 1433)

1965 Children’s Chant

8. “Pin the Tail 
on the Donkey” 
(Columbia 43527)

1966 Children’s Game

9. “Pop Goes the Weasel” 
(London 9501)

1961 Children’s Game

10. “Rubber Ball” 
(Liberty 55287)

1960 Child’s Toy

11. “Simon Says” 
(Buddah 24)

1968 Children’s Game

12. “Skip a Rope” 
(Monument 1041)

1967 Children’s Game

13. “Sticks and Stones” 
(ABC-Paramount 10118)

1960 Children’s Tease
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Tables A and B constitute a lengthy preamble for the remainder 
of this chapter. Although it is obvious that many song titles and lyric 
lines are directly linked to childhood experiences, few sources are 
as significant as nursery rhymes and fairy tales.5 Simple poetry 
from distant times continues to fuel our imaginations; humorous 
tales of rabbits and wolves, farmers and puppets, and Jacks, Jills, 
and Kings are part of the longstanding oral tradition of American 
society. The adaptation of these stories to popular recordings occurs 
in varying ways. First, a catchy melody and rhythm pattern are 
added. Second, characters from the rhymes are translated into a 
story setting suitable for a two-and-a-half minute vocal recitation. 
Finally, the story is told not by a loving grandparent, a mother, a 
father, or a babysitter, but by a commercial recording artist.

Popular music’s use of nursery rhymes and other childhood tales 
is quite distinctive. The mere recitation of a particular character’s 
name-Little Jack Homer, The Pied Piper, or Old MacDonald-often 
symbolizes a distinctive attitude or specific set of behaviors. The 
assumption is that everyone listening to the recorded lyric under
stands the implied meaning undergirding the fictional character’s 
personality. Great latitude is also permitted in retelling a fairy tale 
or nursery rhyme. Double entendre humor is often built into the 
updated lyrical children’s stories. Wolves are two-legged women 
chasers; Red Riding Hood is a sleek, sexy, fleeting object of libidi
nal desire. The delivery styles of artists such as The Big Bopper, 
Sam the Sham and The Pharoahs, and The Coasters are fashioned in 
accord with the vocal extremes and oral pyrotechnics that typify the 
very best children’s storytellers. No hoots, howls, huffs, puffs, 
snarls, wails, or giggles are spared.

The remainder of this chapter outlines the adaptations of four 
children’s tales to the lyrics of several popular recordings. A se
lected discography containing more than 50 records arranged alpha
betically according to nursery rhyme or fairy tale title is also pres
ented in Table C.

JACK THE GIANT KILLER

When good King Arthur reigned, there lived near the 
land’s end of England, in the county of Cornwall, a farmer
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who had only one son called Jack . . . One day Jack 
happened to be at the town hall when the magistrates were 
sitting in council about the giant. He asked, “What reward 
will be given to the man who kills the Cormoran?” “The 
giant’s treasure,” they said, “will be the reward.”

Except for the opening “Fe, Fi, Fo, Fum” chant, drawn directly 
from the mythic giant who claimed that he could smell the blood of 
an Englishman, The Coasters offer no other direct reference to this 
fairy tale. Nevertheless, the iconoclastic “Charlie Brown” is undeni
ably a contemporary anti-establishment hero. Charlie Brown con
fronts the giant dimensions of public school bureaucracy, and lives to 
tell the tale. He breaks rules by smoking in the auditorium, by gam
bling in the gymnasium, by throwing spitballs in the classroom, by 
writing on the wall, and by goofing in the hallways. Charlie Brown 
even has the audacity to call his English teacher “Daddy-O.” This 
defiance of authority is reflected by the main character’s mocking 
refrain: “Why is everybody always picking on me?” The Cormoran- 
like authoritarianism of the public school environment is thus short- 
circuited by a wily, daffy, Jack-of-all-mischief.

LITTLE RED RIDING HOOD

There was once upon a time a little village girl, the pretti
est ever seen or known, of whom her mother was dot- 
ingly fond. Her Grandmother was even fonder of her still, 
and had a little red hood made for the child, which suited 
her so well that wherever she went she was known by the 
name of Little Red Riding Hood.. . .

With introductory wolf-like howls, Sam the Sham greets a big- 
eyed, full-lipped “Li’l Red Riding Hood” and escorts her through 
the spooky old woods, carefully camouflaged in his best sheep-suit. 
What a big heart he has! The initial physical attraction continues 
throughout the recording, which ends prior to the couple’s arrival at 
Grandma’s house. In contrast to that woodsy setting, The Big Bopper 
comes calling directly at Red’s home, claiming that he has heard 
about her good looks from the Three Little Pigs. Using a catchy
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bing-bang-biddley-bang knock punctuated by threats to huff and puff 
and blow her house down, The Bopper (admitting that he’s actually 
the notorious Big Bad Wolf of the neighborhood) pleads with the 
young lady for some personal attention. His stated desire is to shake 
the shack with rock ’n’ rollin’ Red until her grandma returns. But 
“Little Red Riding Hood” refuses his insistent pleas to go tick- 
a-locka, tick-a-locka and let him in.

Dee Clark also describes a wolf who wants to rock ’n’ roll. But 
this crooning lobo follows the traditional fairy tale more closely by 
putting Grandma out of her house and then surprising Red with his 
big eyes and big arms. Although “Little Red Riding Hood” remains 
an undescribed delicacy in Clark’s lyrical version, the conclusion of 
his story is left to the listener’s imagination.

Meanwhile, The Coasters deliver an upbeat, hepcat story about a 
red-caped chick that every wolf desires. In “Ridin’ Hood” the her
oine is spied on her way to Grandma’s house with a sack full of 
goodies. Her groovy motivation attracts an ugly wolf who seeks to 
become her chaperon. “Later dad,” she responds. Although the cun
ning wolf dashes ahead to Grandma’s house, Granny is prepared for 
the intruder and whomps him on the head ten times with her cane. 
The wounded wolf flees the unfriendly scene howling into the 
nearby woods.

Finally, in a parody of Jack Webb’s popular “Dragnet” series, 
Stan Freberg investigates a gun-toting “Little Blue Riding Hood,” 
ties Grandma up in order to get the facts on the sweet-talking, good
ies ring participant, and then arrests the little female thief and her 
elderly relative.

With the exception of Freberg’s bizarre detective yam, all lyrical 
references to Little Red Riding Hood are oriented toward potential 
sexual involvement. The carnivore in each story is attracted by the 
prey’s shapely frame; he desires a dance, a walk, or some other form 
of companionship as a prelude to further physical involvement. No 
notion of eating Grandma or stealing baked goodies is considered or 
communicated. Thus the traditional guidelines of “don’t talk to 
strangers” evolves into a more updated, anti-chauvinist theme con
cerning male lasciviousness toward lonely, innocent young women.
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MARY'S LITTLE LAMB

Mary had a little lamb,
Its fleece was white as snow;
And everywhere that Mary went,
The lamb was sure to go. . . .

The Coasters recite the first four lines of the original nursery 
rhyme, and then personalize their own situation by observing that 
the little lamb’s behavior parallels a lover’s subservient tendencies 
toward his loved one. Stevie Ray Vaughan is slightly more adaptive. 
His lyrical commentary reproduces the first four lines intact, but 
then he deviates into a jive talkin’ version of the little lamb sparkin’ 
a wild time in the old schoolyard. No specifics of dancin’, prancin’, 
or romancin’ are detailed. However, the playful guitar solo by 
Vaughan hints at a casual, joy-filled romp that-in Vaughan’s own 
terms-broke all the teacher’s rules.

THERE WAS AN OLD WOMAN WHO LIVED IN A SHOE

There was an old woman who lived 
in a shoe,

She had so many children she didn’t 
know what to do.

She gave them some broth 
without any bread,

Then whipped them all soundly 
and sent them to bed.

After identifying the traditional nursery rhyme situation in the 
initial stanzas of “All Mama’s Children,” Carl Perkins shifts toward 
a contemporary social mobility theme. Once the footwear-dwelling 
youngsters see urban life and the accompanying downtown party 
styles, they all want to bop. Dancing symbolizes personal freedom; 
remodeling the old, battered shoe into a new blue suede model (a not 
very subtle salute to Perkin’s classic rockabilly tune) illustrates the 
family’s materialistic success. The singer qualifies the movement 
from lower class life to more wealthy existence by claiming that the
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kids don’t want to live too fast, they just want to live in class. The 
tune concludes with music echoing through the night from the blue 
suede mansion on the hill.

TABLE C

SELECTED ILLUSTRATIONS OF CONTEMPORARY 
RECORDINGS CONTAINING REFERENCES 

TO NURSERY RHYMES, FAIRY TALES, AND OTHER 
CHILDREN’S STORIES6

1. Baa-Baa Black Sheep, Have You Any Wool?

“Black Sheep” (MGM 13747)
by Sam the Sham and The Pharoahs (1967)

2. Cinderella and the Glass Slipper

“Cinderella” (ABC-Paramount 10239) 
by Paul Anka (1961)

“Cinderella” (Atlantic 3392) 
by Firefall (1977)

“Cinderella” (Capitol 4078) 
by The Four Preps (1958)

“Cinderella” (Dot 16333) 
by Jack Ross (1962)

“Cinderella Rockefella” (Philips 40526) 
by Ester and Abi Ofarim (1968)

“Cinderella Sunshine” (Columbia 44655) 
by Paul Revere and The Raiders (1968)

3. Hey Diddle Diddle, the Cat and the Fiddle

“(Ain’t That) Just Like Me” (ATCO 6210) 
by The Coasters (1961 )

“Cat’s in the Cradle” (Elektra 45203) 
by Harry Chapin (1974)

“Hi Diddle Diddle” (Symbol 924) 
by Inez Foxx (1963)

“Triangle of Love (Hey Diddle Diddle)”
(Sussex 212) 
by The Presidents (1971)
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4. Hickory, Dickory, Dock, The Mouse Ran up the Clock

“Hickory, Dick, and Dock” (Liberty 55700) 
by Bobby Vee (1964)

5. Humpty Dumpty Sat on a Wall

“(Ain’t That) Just Like Me” (ATCO 6210) 
by The Coasters (1961 )

“All the King’s Horses” (Atlantic 2883) 
by Aretha Franklin (1972)

“Humpty Dumpty” (Co+Ce 234) 
by The Vogues (1964)

“Humpty Dumpty Heart” (Atlantic 1150) 
by LaVern Baker (1957)

6. The Inky Dinky Spider

“Inky Dinky Spider (The Spider Song)”
(4 Corners 129) 
by The Kids Next Door (1956)

7. Jack and Jill Went up the Hill
“Jack and Jill” (Arista 0283) 

by Raydio (1978)

“Jack and Jill” (ABC 11229) 
by Tommy Roe (1969)

“Jack and Jill Boogie” 
by Sleepy LaBeef

8. Jack Be Nimble, Jack Be Quick

“American Pie” (United Artists 50856) 
by Don McLean (1971)

9. Jack The Giant Killer

“Charlie Brown” (ATCO 6132) 
by The Coasters (1959)

10. Little Boy Blue, Come Blow Your Horn

“Little Boy Blue” (Challenge 59014) 
by Huelyn Duvall (1959)

“Little Boy Blue” (Dot 15444) 
by Billy Vaughn (1956)

11. Little Jack Horner Sat in the Corner

“Ain’t Misbehavin’” (Warner Brothers 28794) 
by Hank Williams, Jr. (1986)
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“Cherry Pie" (Brent 7010) 
by Skip and Flip (1960)

“Nursery Rhyme" (Checker ) 
by Bo Diddley (1961 )

12. Little Red Riding Hood

“Little Blue Riding Hood” (Capitol 1697) 
by Stan Freberg (1951)

“Li’l Red Riding Hood” (MGM 13506)
by Sam the Sham and The Pharoahs (1966)

“Little Red Riding Hood" (Mercury 713775) 
by The Big Bopper (1958)

"Little Red Riding Hood" (Vee-Jay n.n.) 
by Dee Clark (1960)

"Ridin* Hood" (ARCO 6219) 
by The Coasters (1961 )

13. Mary Had a Little Lamb, Its Fleece Was White as Snow
"(Ain’t That) Just Like Me" (ATCO 6210) 

by The Coasters (1961 )

“Mary Had a Little Lamb" (Apple 1851 ) 
by Paul McCartney (1972)

“Mary Had a Little Lamb" (Epic n.n.) 
by Stevie Ray Vaughan (1983)

"Mary's Little Lamb” (Colpix 644) 
by James Darren (1962)

14. There Was a Crooked Man, and He Walked a Crooked Mile

“Don't Let the Rain Come Down 
(Crooked Little Man)” (Philips 40175) 

by The Serendipity Singers (1964)
15. There Was an Old Woman Who Lived in a Shoe

“All Mama's Children" (Sun 243) 
by Carl Perkins (1956)

16. Three Little Pigs
“The Hair on My Chinny Chin Chin" (MGM 13581) 

by Sam the Sham and The Pharoahs (1966)

“Three Little Pigs" (King 5966) 
by James Duncan (1964)
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What generalizations can be drawn from surveying hundreds of 
commercial recordings containing lyrical references to nursery 
rhymes and fairy tales? There are several. First, anthropomorphic 
imagery is alive and well in American popular songs. Appearances 
of talking animals, long a staple within novelty tune categories, are 
often used for comic effect in standard pop lyrics as well. Second, 
particular artists have adapted their broad vocal ranges to depict 
nursery rhyme characters with great gusto. Dee Clark, Sam the 
Sham, and The Big Bopper have been particularly creative in vocal
izing either initial hooks or other attention-getting sounds. The 
comedy routines and harmonic vocal interplay of The Coasters 
creates priceless dialogues among wolves, sheep, and pigs, as well 
as between distressed parents, hassled students, and frustrated 
school teachers. Third, many fairly tale characters are lifted from 
their traditional rural settings and inserted into contemporary social 
problems (divorce, lost love, infidelity, drunkenness, greed, and 
poverty) and into modem physical arenas (hotel or motel rooms, 
living rooms, bars, and schools.) Simple wooded environs are ap
parently inappropriate for 32-bar urban tales of intrigue, conflict, 
and romance. Fourth, it is difficult to imagine a more diverse group 
of artists-white blues guitarist Stevie Ray Vaughan, black doo-wop 
singer Nolan Strong, classic pop crooner Frank Sinatra, sassy- 
brassy R&B vocalist LaVem Baker, and groups like The Searchers, 
The Five Keys, and The Serendipity Singers-utilizing nursery 
rhyme formats to produce pop hits. Finally, as a research after
thought, it should be noted how difficult it is to locate 1950s and 
1960s recordings of nursery rhymes and fairy tales.

CONCLUSION

Popular music contains a goldmine of teaching topics. Music 
educators should not view sounds favored by their students as un
worthy of investigation. The mark of a learned person is the ability 
to perceive universal questions in all forms of human experience. 
Aesthetic quality, redeeming social value, political perception, and 
moral standards cannot be honed in students without discussion and
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debate. The realization that all music has some traditional or histori
cal meaning is a lesson in itself.
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Chapter 17

Radio Broadcasters

DISCJOCKEYS

The Pied Pipers of Rock ’n ’ Roll: Radio Deejays of the 50s 
and 60s, by Wes Smith. Marietta: Longstreet, 1989. Illus
trated. 300 pp.

Chicago Tribune writer Wes Smith has assembled an anecdotal 
menagerie featuring the wild, woolly predecessors of “Morning 
Zoo” radio. The announcers, pitchmen, and alcoholics who became 
disc jockeys during the heyday of rock ’n’ roll are portrayed as 
working stiffs, egomaniacs, voyeurs, and materialistic audio-no
mads in Smith’s study. Rather than being either musical visionaries 
or prophetic luminaries, most 1950s deejays are portrayed as vic
tims of their own short-sighted greed (payola-plus-sexola during a 
1959 Miami Beach Convention) and as pawns in the great recording 
industry/radio merchandising game of chance. Few were kingmak
ers; few were even music lovers. The story told in The Pied Pipers 
of Rock and Roll isn’t an authentic tragedy, since neither the heroes 
(Alan Freed, Gene Nobles, or John R. Richbourg) nor the villains 
(Congressman Oren Hatch, Dick “Clarkola” Clark, or Mitch 
Miller) are truly larger than life. The purported demise of radio’s 
personality jocks after 1969 is also difficult to discern, especially in 
a book that concludes with a lengthy chapter on the howling grey
beard of current rock broadcasting, Wolfman Jack.

This essay by B. Lee Cooper was originally published as “From Anonymous 
Announcer to Radio Personality, from Pied Piper to Payola: The American Disc 
Jockey, 1950-1970,” Popular Music and Society XIV (1990): pp. 89-95. Reprint 
permission has been granted by the author and The Popular Press.
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There are undeniable strengths in Wes Smith’s slim volume. 
First, he has personally interviewed numerous rock performers and 
broadcasting co-workers who knew the ’50s disc jockeys well-and 
many humorous tales are resurrected. Second, the author presents a 
variety of interesting black-and-white photos reportedly culled 
from Cleveland Plain Dealer and Chicago Tribune archives. Third, 
an amazingly detailed index has been compiled to assist readers in 
locating individual artists, record-company executives, and deejays 
mentioned throughout the text. Fourth, Smith provides a brief but 
entertaining section on women disk jockeys by featuring vignettes 
on Martha Jean “The Queen” Steinberg, Gladys “Dizzy Lizzy” 
Hill, and Novella Smith. Finally, he offers lengthy glimpses at the 
big names of ’50s rhythm ’n’ blues radio: Hugh Baby Jarrett, Zena 
Sears, Hunter Hancock, Jocko Henderson, Hoss Allen, Dick 
Biondi, A1 Benson, Vernon “Poppa Stoppa” Winslow, Ken “Jack 
the Cat” Elliott, Riley “Blues Boy” King, Rufus Thomas, and 
Lavada “Dr. Hepcat” Durst.

Despite the many attributes of Smith’s biographical history, one is 
puzzled by a series of omissions. Some of these are remarkable in a 
research work; others are merely disappointing as either historical 
gaffs or editorial oversights. The scholarly shortcomings begin with 
the total absence of citations to sources quoted within the text. Facts, 
opinions, tall tales, myths, and memories blur throughout the report. 
Books and authors, relatives, and broadcasting colleagues are fre
quently mentioned, but nowhere does the line between fact and 
fantasy emerge. This is a disservice to the characters being analyzed 
and to readers seeking to interpret Smith’s commentary. The brevity 
of his bibliography casts additional doubt on the validity of the 
images crafted by Smith. Finally, there is a lingering sense that 
neither the disc jockeys mentioned nor Smith himself either knew, 
liked, or cared much about the 1950s R&B music they hyped so 
fervently. If this is true, it’s particularly sad. If it’s false, then Smith 
has misrepresented his subjects as charlatans rather than Pied Pipers.

The distinct feeling that is communicated, though, is that music 
and teenage discretionary wealth were convenient pathways to 
booze, broads, and bribes for some; to the merchandising of beer, 
baby chicks, and records to many; and to personal power and corpo
rate wealth for a select, cunning few. Nowhere does the sheer love
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of music seem to motivate any 1950s announcer to simply bust 
loose with uninhibited joy. The audience and the performers (the 
real music lovers of the day) were apparently united by sanctimo
nious, but unsanctified, audio gatekeepers.

The Pied Pipers of Rock V  Roll is a volume that should be 
examined with a critical eye. Nevertheless, it deserves study be
cause of its broad disc jockey coverage, its careful acknowledgment 
of black and white deejays who promoted R&B to increasingly 
integrated teen groups, and its attempt to explore the broadcasting 
roots of America’s most controversial musical contribution to the 
twentieth-century culture.

After reading Smith and perusing his brief booklist, those inter
ested in examining disc jockeys in greater detail should track down 
the studies listed below:

GENERAL RADIO/DISC JOCKEY STUDIES

• Barnes, Ken. “Top 40 Radio: A Fragment of the Imagina
tion.” In Facing the Music. Edited by Simon Frith. New York: 
Pantheon, 1988.

• Blackburn, Richard. “Alan Freed May Have Invented Rock 
’n’ Roll Radio-But He Had Help: The Amazing Stories of Dr. 
Hepcat, Professor Bop, Groover Boy, and Jack the Cat.” Wax- 
paper IV (May 4, 1979): pp. 20-23ff.

• Blackburn, Richard. “Rock ’n’ Roll Disc Jockeys.” Contem
porary Music Almanac 1980/81. Compiled by Ronald Zal- 
kind. New York: Schirmer, 1980.

• Chappie, Steve, and Reebee Garofalo. “Rock ’n’ Roll Radio.” 
In Rock V  Roll Is Here to Pay: The History and Politics of the 
Music Industry. Chicago: Nelson-Hall, 1977.

• Courtney, Ron. “Blues in the Night: The Story of WLAC Ra
dio.” Goldmine No. 93 (February 1984): pp. 183-184.

• Denisoff, R. Serge. “The Evolution of Pop Music Broadcast
ing, 1920-1972.” Popular Music and Society Π (Spring 1973): 
pp. 202-226.
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• Denisoff, R. Serge. “The Gatekeepers of Radio.” Solid Gold: 
The Popular Record Industry. New Brunswick, New Jersey: 
Transaction, 1975.

• Dexter, Dave. “Disk Jockey: Origin of the Species, 1930-1945.” 
Billboard LXXXI (December 27,1969): pp. 56-58.

• Farren, Mick. “Voices: Dr. Johnny Fever, Where Are You 
Now?” M & SO III (May-June 1983): pp. 10,18.

• Garofalo, Reebe, and Steve Chappie. “From ASCAP to Alan 
Greed: The Pre-History of Rock ’n’ Roll.” Popular Music and 
Society VI (1978): pp. 72-80.

• Grendysa, Peter A. “DJ Copy.” Record Exchanger No. 29
(1981): pp. 24-25.

• Hall, Claude, and Barbara Hall, The Business of Radio Pro
gramming: A Comprehensive Look at Modern Programming 
Techniques Used Throughout the Radio World. New York: 
Billboard, 1977.

• Hesbacher, Peter, Nancy Clasby, Bruce Anderson, and David 
G. Berger. “Radio Format Strategies.” Journal of Commu
nication XXVI (Winter 1976): pp. 109-117.

• Kinder, Bob. “Rock Radio.” The Best of the First: The Early 
Days of Rock and Roll. Chicago: Adams, 1986.

• MacFarland, David T. The Development of the Top 40 Radio 
Format. Salem: Ayer, 1979.

• Marion, Jean-Charles. “The New York Disc Jockeys.” Record 
Exchanger No. 31 (1983): pp. 16-17,24.

• Marsh, Dave. “American Grandstand: Alan Freed Wept.” The 
Record Π (October 1983): p. 15.

• Moffitt, Phillip. “The Sound of Soul.” Esquire CLLL (May 
1985): pp. 21-22.
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• Morthland, John. “The Rise of Top 40 AM.” The Rolling 
Stone Illustrated History of Rock and Roll (revised edition). 
Edited by Jim Miller. New York: Random House/Rolling 
Stone, 1980.

• Osgood, Dick. WYXIE Wonderland: Diary of a Radio Station. 
Bowling Green, Ohio: Bowling Green State University Popu
lar Press, 1981.

• Paglin, Jules. “Louisiana Disc Jockeys.” Blues World No. 31 
(June 1970): pp. 7-10.

• Peterson, Richard A., and David G. Berger. “Cycles in Sym
bol Production: The Case of Popular Music.” American Socio
logical Review XL (April 1975): pp. 158-173.

• Rea, Steven X. “They Only Come Out at Night.” Waxpaper 
IV (April 6,1979): pp. 4-7.

• Reid, J. R. “Buffalo Rock Radio-The Early Years.” Goldmine 
No. 37 (June 1979): p. 34.

• Russell, Tony. “Music in the Air.” The History of Rock No. 3 
(1982): pp. 55-58.

• Williams, Gilbert A. “The Black Disc Jockey as a Cultural 
History.” Popular Music and Society X (1986): pp. 79-90.

INDIVIDUAL DISC JOCKEYS

Jerry Blavat
• Friedman, Bruce Jay. “Number One Cat: Geator with the 

Heater of Philadelphia.” Saturday Evening Post CCXXXIX 
(September 24,1966): pp. 36-42.

• Furek, Maxim W. “East Coast Radio Days.” DISCoveries I 
(December 1988): pp. 38-39.
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Porky Chedwick
• Amber, Arnie. “Porky Chedwick: Pittsburgh’s Platter Pushin’ 

Papa.” Goldmine No. 45 (February 1980): p. 120.

Lee Diamond
• Pruter, Robert. “Lee Diamond Recalls Early Chicago R&B.” 

Goldmine No. 83 (April 1983): p. 186.

Chuck Dunaway
• Hall, Claude. “Dunaway’s Stormy Career.” Billboard 

LXXXIX (December 24, 1977): pp. 34, 38.

• Hall, Claude. “Dunaway’s ‘Insanity’ in Early 1950s.” Bill
board XC (January 7, 1978): pp. 22, 27, 45.

• Hall, Claude. “Only Memories for Dunaway.” Billboard XC 
(January 14, 1978): pp. 21, 31.

Alan Freed
• Belz, Carl. “The Role of the Disk Jockey: Alan Freed.” In The 

Story of Rock (second edition). New York: Harper & Row,
1972.

• Bundy, June. “Freed Replies to R&B Slurs.” Billboard 
LXVIII (April 28, 1956): p. 19.

• Cotten, Lee. “Alan Freed.” In Shake, Rattle, and Roll-The 
Golden Age of American Rock ’n’ Roll: Volume One, 
1952-1955. Ann Arbor: Pierian, 1989.

• Fanselow, Julie. “Alan Freed-Mr. Rock ’n’ Roll Remem
bered.” The [Cleveland] Plain Dealer (September 6, 1985): 
pp. 3, 14.

• Jackson, John. “Spotlight on Alan Freed.” Rockin’ 50s No. 1 
(August 1986): pp. 8-15.
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• John, Mike. “In the Beginning Was Alan Freed.” In Rock: 
From Elvis Presley to The Rolling Stones. New York: Quad
rangle, 1973.

• Kozak, Roman. “When It Got Its Chance, Rock ’n’ Roll Was a 
Riot.” BillboardXCIV (March20,1982): p. 12.

• Millar, Bill. “Mr. Rock ’n’ Roll.” The History of Rock No. 11
(1982): pp. 215-217.

• Ochs, Ed. “ ‘Rock’ of Ages: Bom Freed.” Billboard LXXXI 
(December 27,1969): p. 110.

• Rathbun, Keith. “The Moondog Coronation Ball: Happy Birth
day, Rock ’η’ Roll.” Scene XVII (March 20-26, 1986): p. 9.

• Richard, Mike. “Banned in Boston!” Goldmine No. 41 (Octo
ber 1979): pp. 125-126.

• Rutledge, Jeffrey L. “Alan Freed: The Fall from Grace of a 
Forgotten Hero.” Goldmine No. 118 (February 1, 1985): pp. 
22, 54, 57.

• Scott, Jane. “30 Years Ago, ‘Moon Dog’ Howled.” The 
[Cleveland] Plain Dealer (March 14, 1982): pp. 1,12.

• Scott, Jane. “When ‘Moon Dog’ Howled in Cleveland.” The 
[Cleveland] Plain Dealer (September 6,1985): p. 3.

Casey Kasem
• Lissone, Mary. “Casey Kasem: Behind the Voice Behind the 

Hits.” Goldmine No. 99 (May 11,1984): pp. 68-70.

• Sutherland, Sam. “Things Still Looking Up for Kasem’s 
Countdown.” Billboard XCV (February 19,1983): p. 16.
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Murray Kaufman
• Bashe, Philip. “Do You Remember Rock and Roll Radio?” 

Circus No. 274 (December 31, 1982): p. 32.

• Colmes, A. “Goodphone Commentaries: The End of an Era.” 
Billboard XCIV (March 20, 1982): p. 27.

• Kaufman, Murray. Murray the K: Tell It Like It Is, Baby. New 
York: Holt, Rinehart and Winston, 1966.

• Loder, Kurt. “Murray Kaufman: 1922-1982.” Rolling Stone 
No. 367 (April 15, 1982): pp. 18, 93.

• “Murray the K Dead at 60: Spread the Rock ’n’ Roll Sound.” 
Billboard XCIV (March 6, 1982): p. 26.

• Price, Richard. “Going Down with Murray the K.” Rolling 
Stone No. 367 (April 15, 1982): pp. 16-18, 92.

• “Rock ’n’ Roll Heaven: Murray the K, Alex Harvey.” Trouser 
Press IX (May 1982): p. 4.

• Skuce, Larry. “Murray the K.” Goldmine No. 57 (February 
1981): pp. 15-16.

• Sutherland, Sam. “Multiple Acts Books for Kaufman Tribute 
in New York.” Billboard XCIII (April 11, 1981): p. 21ff.

• Tiegel, E. “Murray the K: Rock DJ of ’60s Returns to the 
Spotlight with Several Projects.” Billboard XCI (October 20, 
1979): p. 6.

Kid Leo
• Biddle, Daniel R. “Behind the Scenes-Kid Leo: The Voice of 

Cleveland.” Rolling Stone No. 284 (February 8, 1979): pp. 23, 
27.

• Neff, James. “Leo: A Seasoned Kid on the Radio Block.” The 
(Cleveland) Plain Dealer (February 14, 1982): pp. 1, 2.
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George “Hound Dog” Lorenz
• McSparrin, Charles. “You Ain’t Nothing But a (Legendary) 

Hound Dog.” In Our Best to You-From Record Digest. Edited 
by Jerry Osborne. Prescott: Record Digest, 1979.

• Skurzewski, Bob. “Gone Forever: The Grand-Daddy of Rock 
and Roll.” Record Exchanger ΙΠ (1972): pp. 16-17,20.

Jim Lounsbury
• “Jim Lounsbury.” Rockin’ ’50s No. 16 (February 1989): 

pp. 18-19.

Larry Lujack
• Lujack, Larry. Super Jock: The Loud, Frantic, Nonstop World 

of a Rock Radio DJ. Chicago: Henry Regnery, 1975.

Pete “Mad Daddy” Meyers
• DeLuca, David. “The Mad, Mad Daddy of Cleveland Radio.” 

Cleveland Magazine (September 1984): pp. 82-85,151-153.

Bruce Morrow
• Tamarkin, Jeff. “Bruce ‘Cousin Brucie’ Morrow: A Top 40 

Legend Fights to Save Radio.” Goldmine No. 80 (January 
1983): pp. 7-9.

Johnny Otis
• Cotten, Lee. “Johnny Otis.” In Shake, Rattle, and Roll-The 

Golden Age of American Rock ’n’ Roll: Volume One, 
1952-1955. Ann Arbor, Michigan: Pierian, 1989.

B. Mitchell Reed
• Pond, Steve. “B. Mitchell Reed.” Rolling Stone No. 395 (May 

12,1983): p. 68.
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• “Reed’s Career Parallels Rock Radio Evolution.” Billboard 
XC (June 17,1978): pp. 19,22.

Don K. Reed
• Tamarkin, Jeff. “Don K. Reed: New York’s Doo Wop Disc 

Jockey.” Goldmine No. 64 (September 1981): pp. 10-11.

Bob Reitman
• Hintz, Martin. “Oldtimer of Underground DJs: Bob Reitman 

Is Midwest’s Original Rock Music Guru.” Billboard XCI 
(May 5,1979): pp. 33-34.

John R. Richbourg
• Courtney, Ron. “John R.: A Man and the Blues.” Goldmine 

No. 136 (October 11,1985): p. 20.

• Hoskyns, Barney. “John Richbourg.” Soul Survivor No. 7 
(Summer 1987): pp. 8-10.

• Prater, Robert. “John ‘John R’ Richbourg, Pioneer R&B 
Deejay, Dead at Age 75.” Goldmine No. 149 (April 11,1986): 
p. 84.

Red Robinson
• Robinson, Red, and Peggy Hodgins. Rockbound: Rock 'n ' 

Roll Encounters, 1955 to 1969. Surey, British Columbia, Can
ada: Hancock House, 1983.

Peter Tripp
• Baer, Jon. “Peter Tripp and 50s New York Radio.” Record Ex

changer V (1977): pp. 22-23.
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Chapter 18

Record Charts

FATS DOMINO

The lilt of his music is unmistakable. His piano-playing tech
nique is pure New Orleans style. His voice-with that quality of 
munched rather than simply spoken words-is magnificently distinc
tive. The Fats Domino sound dominated American popular music 
for two decades. On the “rhythm and blues” side of the ledger, only 
Ray Charles and James Brown rivaled Fats Domino’s hit-record 
production between 1950 and 1969. In the Hot 100 category, Fats’ 
record-selling popularity was exceeded only by Elvis Presley, The 
Beatles, Pat Boone, Ricky Nelson, and Connie Francis.

The popular-music ascension of Fats Domino as a 20-year phe
nomenon marked the ultimate triumph of style over substance. The 
keys to his success were, in retrospect, quite simple. His arrange
ments were consistently uncluttered (the handiwork of brilliant 
New Orleans studio engineer Cosimo Matassa; frequent co-author 
and arranger Dave Bartholomew also aided significantly). The art
ist’s own persona-affable, yet shy; boyish, yet fatherly; and always 
smiling-provided a solid base for long-term public exposure. Fi
nally, the songs themselves were unpretentious. As freelance 
journalist Peter Guralnick observed in The Rolling Stone Illustrated 
History of Rock and Roll (1980), “The tunes of Fats Domino invari
ably featured clean arrangements, simple melodies, a casual feel, 
and catchy lyrics” (p. 47). No wonder he produced hit after hit.

Although Fats produced 11 R&B-charted songs between 1950

This study by B. Lee Cooper was originally published as “The Fats Domino 
Decades, 1950-1969.” Record Profile Monthly No. 5 (May 1984): pp. 56-58, 71. 
Reprint permission has been granted by the author.
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and 1955, his first major pop tune was “Ain’t It a Shame.” This 
marked the beginning of ten consecutive years when at least one 
Fats song attained a ranking on Billboard's Hot 100 chart. Between 
1950, when “The Fat Man” first reached the Billboard Rhythm and 
Blues chart for three weeks, and 1968, when “Lady Madonna” was 
on the Hot 100 chart for two weeks, the Domino magic spawned the 
85 hit records listed below in Table A.

TABLEA.
Two Decades of Musical Dominance:

The Charted 45-r.p.m. Releases 
of Fats Domino, 1950-19691

Song Title
(Record Number) Weeks on Weeks in
Release Date R&B Chart Hot 100

“The Fat Man”
(Imperial 5058)
1950 9 0

“Every Night About This Time”
(Imperial 5099)
1950 9 0

“Rockin’ Chair”
(Imperial 5145)
1951 1 0

“Goin’ Home”
(Imperial 5180)
1952 20 0

“Poor, Poor Me”
(Imperial 5197)
1952 1 0
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Song Title
(Record Number) Weeks on Weeks in
Release Date R&B Chart Hot 100

“How Long”
(Imperial 5209)
1952 1 0

“Goin’ to the River”
(Imperial 5231)
1953 14 0

“Please Don’t Leave Me”
(Imperial 5240)
1953 12 0

“Rose Mary”
(Imperial 5251)
1953 1 0

“Something’s Wrong”
(Imperial 5262)
1953 11 0

“You Done Me Wrong”
(Imperial 5272)
1954 1 0

“Thinking of You”
(Imperial 5323)
1955 1 0

“Don’t You Know”
(Imperial 5340)
1955 7 0

“Ain’t That a Shame”
(Imperial 5348)
1955 26 13
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Song Title
(Record Number) Weeks on Weeks in
Release Date R&B Chart Hot 100

“All By Myself”
(Imperial 5357)
1955 14 0

“Poor Me”
(Imperial 5369)
1955 12 0

“I Can’t Go On”
(Imperial 5369)
1955 4 0

“Bo Weevil”
(Imperial 5375)
1956 13 9

“Don’t Blame It on Me”
(Imperial 5375)
1956 4 0

“I’m in Love Again”
(Imperial 5386)
1956 20 23

“My Blue Heaven”
(Imperial 5386)
1956 14 20

“When My Dreamboat 
Comes Home”
(Imperial 5396)
1956 13 16

“So-Long”
(Imperial 5396)
1956 11 13
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Song Title
(Record Number) Weeks on Weeks in
Release Date R&B Chart Hot 100

“Blueberry Hill”
(Imperial 5407)
1956 23 27

“Honey Chile”
(Imperial 5407)
1956 5 0

“Blue Monday”
(Imperial 5417)
1956 16 18

“What’s the Reason I’m Not 
Pleasin’ You”
(Imperial 5417)
1956 2 10

“I’m Walkin’ ”
(Imperial 5428)
1957 16 25

“The Rooster Song”
(Imperial EP 147)
1957 1 0

“Valley of Tears”
(Imperial 5442)
1957 11 18

“It’s You I Love”
(Imperial 5442)
1957 4 12

“When I See You”
(Imperial 5454)
1957 3 10
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Song Title
(Record Number) Weeks on Weeks in
Release Date R&B Chart Hot 100

“What Will I Tell My Heart”
(Imperial 5454)
1957 1 6

“Wait and See”
(Imperial 5467)
1957 6 13

“I Still Love You”
(Imperial 5467)
1957 0 4

“The Big Beat”
(Imperial 5477)
1957 1 9

“I Want You to Know”
(Imperial 5477)
1957 0 11

“Yes, My Darling”
(Imperial 5492)
1958 4 7

“Sick and Tired”
(Imperial 5515)
1958 5 11

“No, No”
(Imperial 5515)
1958 2 7

“Little Mary”
(Imperial 5526)
1958 3 6
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Song Title
(Record Number) Weeks on Weeks in
Release Date R&B Chart Hot 100

“Young School Girl”
(Imperial 5537)
1958 2 1

“Whole Lotta Loving”
(Imperial 5553)
1958 15 15

“Coquette”
(Imperial 5553)
1958 3 1

“When the Saints Go Marchin’ In”
(Imperial 5569)
1959 0 8

“Telling Lies”
(Imperial 5569)
1959 7 9

“I’m Ready”
(Imperial 5585)
1959 9 11

“Margie”
(Imperial 5585)
1959 0 8

“I Want to Walk You Home”
(Imperial 5606)
1959 13 13

“I’m Gonna Be a Wheel Some Day”
(Imperial 5606)
1959 4 13
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Song Title
(Record Number) Weeks on Weeks in
Release Date R&B Chart Hot 100

“Be My Guest”
(Imperial 5629)
1959 14 14

“I’ve Been Around”
(Imperial 5629)
1959 5 9

“Country Boy”
(Imperial 5645)
1960 0 10

“If You Need Me”
(Imperial 5645)
1960 0 1

“Tell Me That You Love Me”
(Imperial 5660)
1960 0 7

“Before I Grow Too Old”
(Imperial 5660)
1960 0 2

“Walking to New Orleans”
(Imperial 5675)
1960 11 14

“Don’t Come Knockin’ ”
(Imperial 5675)
1960 3 11

“Three Nights a Week”
(Imperial 5687)
1960 5 11
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Song Title
(Record Number) Weeks on Weeks in
Release Date R&B Chart Hot 100

“Put Your Arms Around Me Honey”
(Imperial 5687)
1960 0 6

“My Girl Josephine”
(Imperial 5704)
1960 12 15

“Natural Born Lover”
(Imperial 5704)
1960 1 9

“What a Price”
(Imperial 5723)
1961 7 9

“Ain’t That Just Like a Woman”
(Imperial 5723)
1961 7 8

“Shu Rah”
(Imperial 5734)
1961 0 7

“Fell in Love on Monday”
(Imperial 5734)
1961 0 6

“It Keeps on Rainin’ ”
(Imperial 5753)
1961 5 11

“Let the Four Winds Blow”
(Imperial 5764)
1961 12 11
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Song Title
(Record Number) Weeks on Weeks in
Release Date R&B Chart Hot 100

“What a Party”
(Imperial 5779)
1961 0 8

“Rockin’ Bicycle”
(Imperial 5779)
1961 0 1

“I Hear You Knocking”
(Imperial 5796)
1961 0 2

“Jambalaya (On the Bayou)”
(Imperial 5796)
1961 0 7

“You Win Again”
(Imperial 5816)
1962 0 10

“Ida Jane”
(Imperial 5816)
1962 0 2

“My Real Name”
(Imperial 5833)
1962 2 7

“Nothing New (Same Old Thing)”
(Imperial 5863)
1962 0 5

“Dance with Mr. Domino”
(Imperial 5863)
1962 0 1
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Song Title
(Record Number) Weeks on Weeks in
Release Date R&B Chart Hot 100

“Did You Ever See a Dream Walking”
(Imperial 5875)
1962 0 5
“There Goes My Heart Again”
(ABC Paramount 10444)
1963 0 7
“Red Sails in the Sunset”
(ABC Paramount 10484)
1963 2 8

“Who Cares”
(ABC Paramount 10512)
1964 5 5
“Lazy Lady”
(ABC Paramount 10531)
1964 2 2

“Sally Was a Good Old Girl”
(ABC Paramount 10584)
1964 2 2

“Heartbreak Hill”
(ABC Paramount 10596)
1964 2 2

“Lady Madonna”
(Reprise 0763)
1968 0 2

1 Information presented in this table drawn from Top Rhythm and 
Blues Singles, 1942-1988 (1988) and Top Pop Singles, 1955-1986 
(1987) compiled by Joel Whitburn (Menomonee Falls, Wisconsin: 
Record Research, Inc.).
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Fats Domino illustrates the classic case of cross-over success 
from one musical genre to another. For five years, he labored suc
cessfully in the rhythm-and-blues market. After 1955, however, the 
rock ’n’ roll revolution opened his talent to a much wider audience, 
and he responded with an astonishing chain of hit songs. As so 
often occurred between 1954 and 1959, white performers pounced 
on several of these Fats-recorded tunes and re-recorded them. The 
results were twofold. The Domino songs became fine material for 
Elvis Presley (“Blueberry Hill”), Pat Boone (“Ain’t That a 
Shame” ), and Ricky Nelson (“I’m Walkin’ ”); but the tunes them
selves remained the stylistic property of the magical black per
former from the Crescent City of Louisiana.

If there is one thing about the brilliant career of Fats Domino that 
is bewildering, it is his disappearance from the record charts during 
the ’70s. Certainly, he was older than many of his contemporaries, 
yet he is only two years older than Ray Charles, whose performing 
career flourished throughout the ’70s and into the ’80s. Peter Gural- 
nick has speculated about Fats’ chart absence. He lamented, “Lately 
you don’t hear so much from Fats. Perhaps he is simply played out, 
with those hundreds of songs, that vast repertoire of absolutely con
sistent product, forming a weight which makes it impossible to go 
forward. And, too, they say that the bands he fronts nowadays-after 
death, retirement, and disastrous road accidents have taken their 
toll-are pale imitations of the old days. Maybe so. But it’s hard to 
believe that Fats will not come ambling back someday . . . ” (p. 47). 
Irwin Stambler, editor of The Encyclopedia of Pop, Rock, and Soul, 
offers a more upbeat, diversified explanation for the demise of Fats 
Domino’s 45-r.p.m. hit production. Stambler speculates that increas
ing age, the desire for more family life, comfortable financial cir
cumstances, and geographic preference combined to alter the hit-af
ter-hit productivity of the 1950-1969 period. Fats turned 40 in 1968. 
For a popular-music performer, as for a professional athlete, that’s a 
significant milestone. Although Fats cut back sharply on his concert 
tours during the early ’70s in order to spend more time with his wife 
and their eight children in his beloved New Orleans home, the per
formances that he did accept at the Flamingo Hotel in Las Vegas and 
on the Lake Tahoe resort circuit were far more lucrative than the 
checks that he earned during those old studio recordings days.
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Fats Domino fans continue to applaud his performances and to 
play the reissued anthologies of his numerous hit songs. But in the 
history of rock ’n’ roll, the outstanding elements of a performer’s 
career are public recognition and the longevity of hit production. As 
the discography presented in Table A attests, the Domino decades 
marked a lengthy period of popular approval that is as rare as the 
distinctive talent of the man who etched the achievement in vinyl.
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Chapter 19

Rock ’n’ Roll Legends

JERRY LEE LEWIS

Jerry Lee Lewis: The Sun Years. (Sun Box 102). London: 
Charly Records, 1982.

Rock ’n’ roll is aging, if not maturing. Numerous rock journal
ists, popular-culture scholars, and record-company executives have 
penned studies describing the evolution of modern music.1 But 
even the best of these literary efforts invariably shortchange the 
audio heritage of rock. Only records, those vinyl orbs of oral his
tory, can capture rock’s dynamism. For many years, single-volume 
anthology albums were sufficient to illustrate the greatest hits of 
particular artists. In recent years, however, a new collection vehicle 
has emerged: the boxed set, a multi-disc anthology that offers fans 
and scholars the opportunity to gain a broad historical perspective 
on the words of the most influential rock performers. One such set 
is Jerry Lee Lewis: The Sun Years.

The value of Sun Box 102 to record collectors was heralded in a 
large advertisement in the Down Home Music, Inc. Newsletter of

The first essay, by B. Lee Cooper and James A. Creeth, was originally published 
as “Present at the Creation: The Legend of Jerry Lee Lewis on Record, 
1956-1963.” JEMF Quarterly XIX (Summer 1983): pp. 123-129. The second 
essay, by B. Lee Cooper, was originally published as “In Search of Jerry Lee 
Lewis,” JEMF Quarterly XVIII (Fall 1982/Winter 1983): pp. 192-193. The final 
study, by B. Lee Cooper and William L. Schurk, was originally entitled “The First 
Tribute to a Rock Legend: Snuff Garrett’s Salute to Buddy Holly-February 3, 
1959.” This paper was presented at the 7th annual meeting of The Midwest Popular 
Culture Association on October 11,1979. Reprint permission has been granted by 
the authors.
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March 1983. Store manager Frank Scott lauded it in the following 
fashion:

This is it! The definitive collection of vintage recordings by 
one of the greatest rock ’n’ roll artists of all time. Twelve LP 
box set containing 209 recordings of pounding rock ’n’ roll 
and rhythm ’n’ blues, low down blues and boogie, and moving 
country weepers. The set features 57 cuts that were originally 
issued by Sam Phillips’ Sun Record Company, 77 tracks that 
were first issued after Sun Records was bought by Shelby 
Singleton in 1969 (many issued here in original mono for the 
first time), 60 previously unissued alternative takes of issued 
songs, 7 tracks that are issued here in their original form (com
mercial issues featured vocal or instrumental overdubs), and 9 
songs that have never been issued before in any form. The set 
includes false starts and studio chat, including the famous 
conversation about religion between Sam Phillips and Jerry 
Lee which is here in a listenable form. Each album has its own 
photo sleeve with analysis of each performance and the set 
comes with a 36-page album-sized book which includes an 
introduction by Sam Phillips, an overview of Jerry Lee’s ca
reer at Sun Records, a complete Sun session discography, 
photos, press clippings, and other memorabilia. A must!!2

One might suspect that Scott’s zealous comments were merely 
excessive commercial hype if they were not echoed and reinforced 
by more critical Jerry Lee Lewis fans and other more objective 
journalists. Wim de Boer, Dutch president of the Jerry Lee Lewis 
International Fan Club and editor of the bi-monthly fan magazine 
Fireball Mail, participated actively in the construction of Sun Box 
102. In September 1982, de Boer published an enthusiastic pre-re- 
lease “Sun Box Report,” which was written by Barrie Gamblin. 
This rave review asserted that the forthcoming 12-LP set was com
piled “without thought of financial gain” by several people who 
believe Jerry Lee to be an authentic “ legend in his own time.” 
Gamblin concluded, with no hint of modesty and with full knowl
edge of the highly critical expectations of Jerry Lee’s closest fol
lowers, that Sun Box 102 was “put together by fans for the fans.”3
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No sooner had the British Sun Box 102 hit American record 
stores, than Time magazine printed a full-page review entitled “A 
Few Rounds with The Killer: Twelve New Records Celebrate Jerry 
Lee Lewis’ Glory Days.” Music critic Jay Cocks drew heavily on 
Nick Tosches’ sinister biography, Hellfire, to place the subject of 
his extended review in a musical, psychological, and social context. 
Although Cocks is too brief and too flashy in his viewpoint, the 
commentary speaks positively to the power of the songs and to the 
oral history found in the vinyl grooves.4

What makes Sun Box 102 such a remarkable documentary prod
uct? The breadth and quality of the recordings featured throughout 
the set are noteworthy. The photographs on the 12 LP sleeves are 
clear, exciting, and historically accurate. The authenticity of the 
entire project is linked directly to the high level of cooperation 
achieved among the diverse groups that constructed the package. 
Cliff White, project supervisor, enlisted the assistance of a knowl
edgeable and experienced team of record-producing, research, and 
writing personnel. Authentication, in terms of detailed song-related 
information and the designation of specific recording session par
ticipants, was skillfully handled by White, Hank Davis, Colin Es- 
cott, and Martin Hawkins. Escott and Hawkins are the unparalleled 
authorities on the history of Sun Records.5 The photo research and 
newspaper clippings that adorn the box set were compiled by 
White, Hawkins, Barrie Gamblin, John Pearce, Adam Komorowski, 
Bill Millar, and Tony Wilkinson. Other information was drawn 
from trade journals, fan magazines, and personal interviews with 
key Sun Records personnel, including Jack Clement, Roy Hall, 
Roland Janes, Judd Phillips, Sam Phillips, and Jimmy Van Eaton. 
Finally, the entire project was recorded and marketed by the experi
enced British vintage rock ’n’ roll and rhythm ’n’ blues label, 
Charly Records. There could be no finer tribute, no more thorough 
presentation of the artistry of Jerry Lee Lewis.

The big question that might linger in the minds of some is, “Why 
produce such a weighty set of albums on one artist?” Antiquarian- 
ism, the mindless reverence for all things from the past, often justi
fies the preservation of the most obscure 1950s recording figures. 
However, Jerry Lee Lewis is a legitimate candidate for historical 
study. Put simply, he was present at the creation of America’s rock



234 ROCK MUSIC IN AMERICAN POPULAR CULTURE

’n’ roll revolution. The concluding paragraphs of this chapter will 
hopefully provide a rationale for the loving, diligent labors of those 
who assembled Sun Box 102.

Since 1956, the professional career of Ferriday, Louisiana, rocker 
Jerry Lee Lewis has been a roller coaster of audience appreciation 
and public ridicule. Only one fact cannot be disputed: Jerry Lee is a 
gifted living legend of rock ’n’ roll. His ascension to the status of 
“the greatest living rock ’n’ roller” is based on a dozen distinctive 
activities, achievements, and events.

First, it must be acknowledged that Jerry Lee was one of many 
rock ’n’ roll giants who emerged during the late 1950s. Although 
they had been schooled in several established musical genres, these 
early rockers launched a dynamic, disturbing new sound that pro
vided the creative base for future singers. “Whole Lotta Shakin’ 
Goin’ On,” Jerry Lee’s second Sun Records release, was his fare
well address to his hometown, to the Southwestern Bible Institute in 
Waxahachie, Texas, and to the Wagon Wheel Inn at Natchez. The 
record reportedly sold six million copies worldwide. As Nick 
Tosches notes, “By 1958 Jerry Lee Lewis was on top. Of all the 
rock-and-roll creatures, he projected the most hellish persona.”6 
This observation is central to understanding Jerry Lee’s legendary 
stature.

Second, public recognition and performing longevity are two 
undisputed factors in achieving the status of a legend. Several bril
liant singers of the early rock ’n’ roll era-Buddy Holly, Eddie 
Cochran, and Ritchie Valens-died prematurely. Other early rockers, 
like Carl Perkins and Gene Vincent, sustained unfortunate, career- 
damaging injuries. Very few stars from the ’50s continued to mea
sure their music to a rock ’n’ roll beat during the following decades. 
However, Jerry Lee has accumulated more than 25 years of record
ing and performing success.

Third, the degree of fame, popularity, and notoriety that a singer 
achieves is aprime measure of his stylistic leadership and influence. 
Jerry Lee Lewis dominated Billboard's Top 100, Country, and 
Rhythm ’n’ Blues charts in 1957 with “Whole Lotta Shakin’ Goin’ 
On.” His next two records, “Great Balls of Fire” and “Breathless,” 
were also blockbusters. However, public opinion hurdled down
ward on Jerry Lee in 1958 after the British press castigated him for
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marrying his 13-year-old cousin; as a result, American record dis
tributors and radio broadcasting executives clamped a virtual ban 
on playing his recordings. This airwave freeze lasted until 1967. 
Throughout that period, the nightclub circuit continued to be the 
sustaining public medium for rockin’ Jerry Lee. Some of his most 
dynamic albums, including The Greatest Live Show on Earth for 
Smash Records, were produced during early ’60s concert perfor
mances. The road back to prominence was paved with winning 
country tunes: “What Made Milwaukee Famous (Has Made a Loser 
Out of Me),” “Another Place Another Time,” and “Would You 
Take Another Chance on Me.” But his legendary rock ’n’ roll soul 
never cooled. In the early ’70s, Jerry Lee’s Mercury label released 
“Chantilly Lace” and “Drinking Wine Spo-Dee Ο-Dee.” By 1978, 
his new albums featured equal portions of country tunes and joyous, 
animated rock songs. It is a delight to hear the living legend con
tinue rockin’ his life away.

Fourth, the career and image of Elvis Presley overshadowed 
nearly everything that Jerry Lee Lewis accomplished during the 
’50s, ’60s, and ’70s. This frustrated Jerry Lee. No one could chal
lenge the unprecedented record sales or the widespread fan support 
that surrounded Elvis during his life and after his death. Yet there 
are several reasons why “The Killer” deserves the title of a rock ’n’ 
roll legend more fully than even “The King” does. Elvis’ rock ’n’ 
roll sound and feeling peaked between 1955 and 1958. His Sun 
years and his early RCA recordings still emanate vintage rock ’n’ 
roll brilliance. However, after Elvis returned from military service, 
his performing dynamism declined, his public visibility waned, and 
his grade-B motion-picture work consumed his time and energy. 
The strict management of Col. Tom Parker emasculated the musical 
vitality of Elvis. Since the essence of rock music is spontaneity, 
enthusiasm, unpredictability, and public exposure, Jerry Lee has 
legitimately outdone Elvis since 1960. Ironically, RCA records, 
Col. Parker, and the entire Elvis management created “The King of 
Rock ’n’ Roll” mantle during the same period that Jerry Lee Lewis 
was actually performing as rock royalty in small clubs, at revival 
concerts, on TV shows, and in recording studios. Jerry Lee identi
fied the essential difference between Elvis and himself in an inter
view with columnist John Hubner: “There’s a difference between a
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phenomenon and a stylist. I’m a stylist; Elvis was the phenomenon. 
And don’t you ever forget it.”7 Elvis’ premature passing left the 
stage vacant for the rocking stylist.

Fifth, a unique singing style and distinctive piano-playing tech
nique make every tune produced by Jerry Lee Lewis a personalized 
experience. The numerous alternate takes presented in Sun Box 102 
illustrate this fact. Few performers ever achieve this kind of distinc
tive sound. Among contemporary vocal stylists, only Ray Charles 
and Frank Sinatra are capable of producing this type of universally 
identifiable sound. Jerry Lee has characteristically noted that be
sides himself, there have been only three authentic American song 
stylists: A1 Jolson, Jimmie Rodgers, and Hank Williams. Piano 
skills are also distinctive signatures of “The Killer” ’s work. Writ
ing in Rolling Stone, Robert Palmer has noted, “Lewis has often 
insisted that he always played rock and roll, and since his earliest 
recordings, there are no serious grounds for doubting him.” Still, 
other writers have speculated that Jerry Lee is actually a dervish
like amalgam of Amos Milbum, Cecil Gant, Merrill Moore, Del 
Wood, and Moon Millican. Palmer concludes his brief analysis by 
observing, “My guess is that the Lewis Boogie, as he called it on an 
early Sun single, was a mixture of local black influences, the hill
billy boogie and rhythm and blues that were popular on Southern 
jukeboxes when he was growing up, and-the most crucial ingredi- 
ent-the Killer’s individual musical genius.”8

Sixth, Jerry Lee Lewis’ personality and vocal artistry have suc
cessfully ventured beyond rock ’n’ roll into a variety of musical 
forms. Although he maintains that “Rockin’ My Life Away” is his 
personal theme song, Jerry Lee’s fans variously regard him as an 
accomplished singer of country, R&B, pop, and gospel numbers. 
His repertoire is unbelievably varied. Sun Box 102 beautifully illus
trates this eclecticism, too. As one journalist wrote in 1979: “There 
has never been another American pop musician with Lewis’ partic
ular mixture of egotistical self-confidence, innate taste and sensitiv
ity, eclecticism (he will play Chuck Berry, Hoagy Carmichael, Jim 
Reeves, Artie Shaw, spirituals, blues, low-down honky tonk or 
all-out rock and roll, as the mood strikes him), formidable and 
entirely idiosyncratic technique (both instrumental and vocal), and 
sheer bravura.”9 Yet, “The Killer” has his own musical priorities.
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To quote Jerry Lee again, “I’ve had over 30 country hits, but I 
believe I’d rather do the rockers. I love rock and roll. Country is 
basically just pretty songs. A lot of guys can sing pretty songs, but 
there’s only one man who can rock his life away. I’m the only one 
left that’s worth a damn. Everyone else is dead or gone. Only ‘The 
Killer’ rocks on.” 10

Seventh, the most frequently mentioned characteristic of Jerry 
Lee Lewis’ musical career is his show-stopping, uninhibited stage 
personality. While avoiding the million-dollar props and supporting 
orchestration employed by many performers, Jerry Lee and his 
small band use only the power of personality and piano pyrotech
nics to produce musical mayhem and emotional exhaustion wher
ever they work. This is not meant to underrate the audience excite
ment associated with the performances of Ted Nugent, Bruce 
Springsteen, The Who, Bob Seger, Ike and Tina Turner, The Rol
ling Stones, or even James Brown. Nor does it discount the univer
sal fan hysteria that surrounded The Beatles. But no single artist has 
ever criss-crossed the U.S. so frequently, played so often and with 
such continuing gusto for so many years, and created a sustained 
aura of excitement like Jerry Lee Lewis.11

Eighth, even at their wildest, most destructive, most lurid and 
abusive, or most law-breaking, it is hard to imagine that Jim Morri
son, Pete Townshend, Mick Jagger, Keith Richards, or Jimi Hendrix 
have ever exceeded the drinking, drug-use, fighting, and general 
antics attributed to Jerry Lee Lewis. Nick Tosches captured this 
Lewis aspect in a 1978 article in Creem magazine: “Jerry Lee
Lewis is a creature of mythic essence___He is the heart of redneck
rock-and-roll depravados: Jerry Lee makes them all look like 
Wayne Newton. Jerry Lee can out-drink, out-dope, out-fight, out-
cuss, out-shoot, and out-f__ any man in the South. He is the last
American wild man, homo agrestic Americanus ultimus . . .”12 
Undeniably related to this aberrant behavior are a series of genu
inely heart-rending personal tragedies-including several divorces, 
the death of two sons and both parents, public censure and profes
sional banishment for an unseemly marriage, numerous physical 
illnesses, and several other personal problems. Still, Lewis contin
ues to blend sexual innuendo, raucous stage gestures, and driving 
piano rhythm to ignite his cheering audiences. The psychological
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sources of Jerry Lee’s inflammatory character are too complex to 
unravel. The roots of his personality are as distinctive as his legend
ary lifestyle.13

Ninth, singularity of attention to music is another characteristic 
that sets Jerry Lee apart from most of his fellow rockers. This trait is 
both a strength and a weakness. Numerous contemporary musicians 
have elected to divide their professional lives in order to become 
actors, producers, managers, record-company owners, or even cor
porate heads of non-music-related enterprises. Jerry Lee Lewis has 
not diversified his attention or broadened his sources of income. In 
fact, he has probably encountered more problems with the Internal 
Revenue Service precisely because he has been unwilling to accept 
professional financial management advice about handling his per
sonal wealth. The central concern in Jerry Lee’s existence is his 
music. The rock boogie woogie totally dominates his soul. Ironi
cally, the instability of this live-for-today attitude is part of the force 
that makes Jerry Lee a legend.

Tenth, song writing is not one of Lewis’ strong points. He has 
authored only a handful of the hundreds of tunes that he has re
corded: “End of the Road,” “High School Confidential,” “Lewis 
Boogie,” “Lincoln Limousine,” and “He Took It Like a Man.” 
This fact denies him membership in the exclusive league of rock 
singer/songwriters such as Chuck Berry, Paul Simon, Stevie Won
der, Sam Cooke, and Buddy Holly. But rock ’n’ roll music is gener
ally less cerebral than emotional, and no one is more emotional than 
Jerry Lee. Colin Escott and Martin Hawkins, in a chapter from Sun 
Records: The Brief History of the Legendary Record Label, attack 
the issue of Lewis’ reliance on other people’s tunes in the following 
manner: “Some critics have remarked that Jerry is handicapped 
because he does not write his own material. It is certainly true that 
he has written very little, although he maintains that he could if he 
wanted to. . . .  He compensates by treating other writer’s songs as if 
they were his own. Jerry has never been cowed by a good song, 
always believing that he can make a greater version and this self- 
confidence has usually been well justified.” 14

Eleventh, Jerry Lee Lewis did not fall into a trap like the one that 
grabbed Bill Haley. The European adoration for Elvis Presley, Fats 
Domino, Jerry Lee Lewis, Chuck Berry, Gene Vincent, Eddie Coch
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ran, and other American rock ’n’ roll originals was amply showered 
on Haley throughout the heights and depths of his performing career. 
Particularly in Great Britain, the “Rock Around the Clock” anthem 
will forever symbolize the dawning of the rock ’n’ roll era. Haley 
emerged from the country-music shadows between 1952 and 1955, 
leaving The Four Aces of Western Swing and The Saddlemen behind 
and adopting a new group called The Comets. But after his sensa
tional performances during the ’50s, Haley never regained his hit- 
making stride and simply continued to revive his classic rock tunes 
for worshipping fans. Regrettably, he succumbed to the kind of time- 
warp popularity that Rick Nelson described so brilliantly in his 1972 
tune “Garden Party.” Jerry Lee avoided this trap for several reasons. 
He was a decade younger than Haley when his career began; he was 
more stylistically creative and flexible than Haley. He was also more 
ornery, antagonistic, and egotistical than the gentle Haley. And, fi
nally, he was the kind of devastating showman that commanded 
public attention far beyond Haley’s capabilities.15

Of course, any one of the eleven preceding assertions can be 
challenged. Death has not lessened the musical influence of Buddy 
Holly. Nor has Elvis’ image dimmed since 1977. And the opening 
lines to Bill Haley’s most popular recording remain universally rec
ognized, if not immortal. Among the living giants of rock, Chuck 
Berry is still an awesome talent. So is the more musically diversified 
Ray Charles. The same can be said for Bo Diddley, Fats Domino, 
Little Richard, Carl Perkins, as well as several others. The weight of 
the eleven points presented above is designed to be cumulative, 
though. From his emergence as the piano-pumping rocker in Sam 
Phillip’s Sun organization until today, Jerry Lee Lewis remains the 
living incarnation of rock ’n’ roll music. The release of Sun Box 102 
simply substantiates what so many music fans have always known.
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Jerry Lee Lewis has captured newspaper attention from a Ten
nessee hospital bed, has appeared on several nationally televised 
talk shows and special music-awards programs, and has produced a 
series of pop albums for the Elektra and MCA recording compa
nies. It is not surprising that, in addition to Sun Box 102, this recent 
public visibility also spawned the publication of four book-length 
biographies on the rocker. The authors of these studies follow a 
notable line of journalists and music critics-including Colin Escott, 
John Grissim, Peter Guralnick, Martin Hawkins, Bob Kinder, and 
Jim Miller-who have attempted to define, characterize, categorize, 
and accurately pigeonhole the irrepressible Jerry Lee. No study has 
yet succeeded in achieving this goal. None ever will.

The enigmatic, eccentric nature of Jerry Lee Lewis defies pen- 
and-paper analysis. His personal drive and stylistic talents are uni
formly acknowledged; his egotism, eroticism, and penchant for 
verbal and physical violence have been amply chronicled; his wiz
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ardry with audiences and his onstage persona are legendary; and his 
premarital and extramarital shenanigans and family-related trage
dies are also well-documented. One of his business colleagues at
tempted to simplify this mystery by noting, “Jerry is one of those 
persons who exists like fixed points on a compass by which every
thing else must be judged” (Silver, p. 294). Not unlike a magnetic 
pole, Jerry Lee has garnered the attention of nearly every American 
at one time or another during his blustery 25-year musical career. 
His private being remains encased in ice that appears transparent, 
but is remarkably hard and cold. Beneath this barrier lurks an un
fathomable man.

Robert Cain offers an uncritical, laudatory, and generally apolo
getic picture of Jerry Lee Lewis in Whole Lotta Shakin’ Goin’ On. 
The pictures in the book are entertaining and the discography is 
well organized. However, the text is sadly spotty, and the interviews 
with Mickey Gilley, Steve Allen, Shelby Singleton, Tom Jones, and 
Jerry Kennedy are consistently shallow. Robert Palmer’s study, 
Jerry Lee Lewis Rocks!, moves up a notch in both writing style and 
critical insight, but it is flawed by the author’s attempt to blend a 
psycho-historical self-interview with Jerry Lee’s biography. The 
photos, supplied mostly by Ron and Keith Kellerman, are superb. 
Despite Palmer’s efforts to assemble observations by former band 
members, fan-club president Kay Martin, and Sam Phillips into an 
upbeat, socio-psychological analysis, his effort falls short of suc
cess. Under the title “The Devil and Jerry Lee Lewis,” Palmer 
presented a more concise and cogent study of this performer in a 
five-page Rolling Stone article in 1979.

Nick Tosches originally approached the Jerry Lee Lewis phe
nomenon in his fascinating and controversial 1977 study Country: 
The Biggest Music in America. Hellfire expands his original inter
pretation with an awesome quality of mystical reporting. This does 
not mean that facts are ignored or that historical chronology is 
abandoned. Quite the contrary. Tosches functions as a journalistic 
James Michener/William Faulkner in presenting the reader with a 
diabolical tale of inherited evil. The burdens of highlighting Lewis 
family rifts and tragedies, depicting the polar elements of religious 
hymns and the devil’s music in Jerry Lee’s heart and soul, and 
weaving equal elements of promiscuity, alcoholism, violence, and
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drug abuse within a single musician’s career create a text that some
times begs for translation. Nevertheless, Tosches is a brilliant 
writer, even if a trifle excessive in his imagery. The tone of his work 
is sinister, but he gives Jerry Lee life as few other biographers could 
hope to do.

Murray Silver’s Great Balls of Fire, penned through the coopera
tion, advice, memory, and understandable biases of Jerry Lee’s third 
wife, Myra Lewis, is a remarkably thorough and candid study. 
Although it covers only two-thirds of the rock singer’s career 
(1950-70), it is elegantly written, thoughtfully organized, and amaz
ingly detailed. Jerry Lee is surrounded by heroes (Judd Phillips and 
Myra) and villains (Mamie Lewis and Sam Phillips), and he is faced 
with numerous personal tragedies of dramatic proportions. The por
traits of Jerry Lee’s family, friends, business associates, and fans are 
painted with penetrating strokes. The depth of Silver’s biographical 
work surpasses even the stunning rock chronicles produced by Jerry 
Hopkins in Elvis: A Biography (1971) and Elvis: The Final Years 
(1981). The author uses intimate details provided by the subject’s 
former wife to weave a complex fable that depicts a family’s 
struggle with sudden fame and outrageous fortune. The book also 
details the nature of the American music industry (focusing on 
recording, retailing, and promoting activities), the impact of mass- 
media reporting on personal lives and public careers, and the rigors 
of performing popular music during the period from Elvis Presley’s 
rise to prominence until the breakup of The Beatles. Silver has 
produced an epic tale indeed.

But with all of the literary hoopla about his dynamic stage pres
ence, his personal predilections for revelry and devilment, his 
troubled fundamentalist soul, and his never-ending search for Elvis’ 
crown as the “King of Rock ’n’ Roll,” Jerry Lee Lewis remains a 
masked man throughout these four biographies. Traditional Jerry 
Lee vignettes are told and retold, but the actor is never stripped of 
his grease paint. Is Jerry Lee actually a Pentecostal? Is he a racist 
Bayou redneck? Does his unmanageability stem from his own inter
nal stubbornness, or is it a logical reaction to confrontations with 
external greed and duplicity? The real Jerry Lee may be as much of 
a secret to himself as he is to his biographers simply because he 
remains so determined to be famous that he has sublimated all that
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is soft, warm, personal, and humane in his personality. The outer 
shell-which effectively wards off the death of close relatives, the 
barbs of nosy reporters, the embarrassments of arrogant fans, the 
demands of money-hungry supplicants, and even the love of those 
who genuinely treasure his talents-is all that can be depicted. It 
would be too bad if that were all that was left of this dynamic, 
persevering, crowd-pleasing artist.
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BUDDY HOLLY

Thirty-five years after his death, Buddy Holly remains a legend
ary figure in the world of contemporary music. There have been 
many talented singers, songwriters, and musicians who have died 
unexpectedly-Eddie Cochran, Frankie Lymon, King Curtis, Clyde 
McPhatter, Bobby Darin, Jim Croce, Otis Redding, Jimi Hendrix, 
Janis Joplin, Jim Morrison, Elvis Presley, and John Lennon, just to 
name a few. However, it is particularly fascinating how continuing 
attention has focused on the compositions, the singing style, the 
instrumentation, and the recorded legacy of Charles Hardin Holly.

The details of the tragic death of one of rock’s first legendary 
figures are well known. At 1:00 a.m. on the morning of February 3, 
1959, a small private plane piloted by Roger Peterson crashed near 
Clear Lake, Iowa, while en route from Mason City, Iowa, to Fargo, 
North Dakota. The pilot and his three passengers-Ritchie Valens of 
Los Angeles, California; J. P. Richardson of Beaumont, Texas; and 
Buddy Holly of Lubbock, Texas-were all killed. The passengers 
were part of a touring pop-music show that had performed the 
previous evening at the Surf Ballroom in Clear Lake.

The young Valens, only 17 years old, had produced two major 
records by the time of his death; “Come on, Let’s Go” and the 
two-sided Del-Fihit “Donna”/“La Bamba.” Richardson, at age 28, 
had been a disc jockey and program director at radio station KTRM 
in Beaumont before he emerged in 1958 as the “Big Bopper.” He 
had hit the Billboard charts three times, with his Mercury-label 
tunes “Chantilly Lace,” “Big Bopper’s Wedding,” and “Little Red 
Riding Hood.” The 22-year-old Holly, who during a brief recording 
career had established himself as a creative force in pop music, was 
undeniably the headline performer. His unexpected death stunned 
the music world. The legacy of his 45-r.p.m. hits for Brunswick
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(“That’ll Be the Day,” “Oh, Boy!,” “Maybe Baby,” “Think It 
Over,” and “Fool’s Paradise”) and for Coral (“Peggy Sue,” “Rave 
On,” and “Early in the Morning” ) was monumental. And after his 
death, three more Holly recordings on Coral-“Heartbreak,” “It 
Doesn’t Matter Anymore,” and “Raining in My Heart’’-reached 
Billboard's Hot 100 list. It was from this rich recording base, and 
because of his personal friendship with Holly, that Wichita Falls, 
Texas, disc jockey Snuff Garrett launched his special tribute to the 
young rock ’n’ roll performer on the day of his passing. This piece 
of oral history, featuring Garrett as chief commentator, offers a 
personal and on-the-spot perspective that captures the emotional 
drama and the sense of loss that accompanied the death of Buddy 
Holly. It preserves a variety of Holly’s early recordings, some fa
miliar and some rare, between the rambling eulogy and personal 
reveries of the disc jockey; it is also a portrait of the American 
popular-music industry in a simpler time. The following text is a 
transcript of that program.

(Snuff Garrett’s “Tribute to Buddy Holly" begins with the playing of 
"Peggy Sue”)

Garrett: Buddy Holly was one of the greatest guys in the world. 
This morning, we received a notice date-lined “Mason City, Iowa” 
that three rock ’n’ roll singers who had just hit the big time had died 
in a plane crash in an Iowa farm field. Ritchie Valens, Buddy Holly, 
and J. P. “Big Bopper” Richardson were being flown in a private 
plane piloted by Roger Peterson, who was also killed, to a rock-and- 
roll concert in Fargo, North Dakota.1

The Big Bopper, after working for nine years at a radio station in 
Beaumont, Texas, as a disc jockey, had gained fame with a thing 
called “Chantilly Lace”- “a pretty face and a pony tail hanging 
down.” Ritchie Valens, a 17-year-old guy, came on strong not too 
long ago out of Los Angeles with a smash hit called “Donna.” The 
flip-side hit was “La Bamba.” Now he’ll never know the experi
ence of being a really, really big star across the nation because he’s 
dead.

Buddy Holly had his big taste of success with “Peggy Sue,” 
“That’ll Be the Day,” “Maybe Baby,” and a lot of ’em. Just re
cently, he released a brand new one called “It Doesn’t Matter Any-
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more,” which is probably going to hit the national charts in a couple 
of weeks. It’s already a very big record in the Wichita Falls area. 
Buddy, it couldn’t have missed. Nobody could sing rock ’n’ roll any 
better. One of the greatest guys in the world. And all of a sudden, 
it’s all ended in Mason City, Iowa. Ritchie Valens, one of the three 
guys who was killed, had this big hit of the present day. Most 
recording companies, when they go in to cut a record, will usually 
do four to six tunes during a recording session. Probably, Ritchie 
Valens has got maybe four or five or six more songs “in the can” 
(as they say in the trade). Maybe they got some more records; 
maybe they don’t. Maybe they were going to have a recording 
session tomorrow with him. Just like Buddy.

We talked to Buddy’s manager not long ago. You’ll be hearing 
the interview with Norman Petty, Buddy Holly’s manager, in a little 
while.2 Buddy was due in New York next week for a recording date. 
Norman will tell you all about it in a little while. We also talked to 
The Crickets awhile ago in Lubbock. Contrary to what it said in the 
paper tonight, The Crickets were not in the bus that went ahead to 
the next engagement, while the other three fellows flew. They 
weren’t even there. They were in Lubbock at that time. The Crickets 
were not on the tour. It was Buddy by himself; he just went on a 
weekend thing.3

They were all tore up about it in Lubbock, all the radio stations 
there, all the guys that Buddy had known for a long time. They 
remember him when he was laying brick. Buddy started out as a 
brick layer-just like anybody else. He loved to sing; used to sing in 
all kinds of different places. You often hear the story that he started 
out touring around that little Texas town [Lubbock]. That’s just the 
way it was. He used to sing around town, but he didn’t pick up 
much loot. He made more money as a brick contractor, and he 
bought his first big car with money from laying brick. He kept that 
same car until last year, too. They say that there’s two things a rock 
’n’ roll singer buys first: a brand new Cadillac and a diamond ring. 
And I don’t know a one that hasn’t got both. Buddy wasn’t like that. 
He was just another singer and swinger and had a good time. He had 
a lot of money and carried on. But he remembered his friends-that 
was the nice thing. He didn’t just go big-hat and leave the group.
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This is one of the songs that hit big all across the nation, and it 
stayed up on the charts for a long time, too. Like Buddy said about 
all of his records, they don’t go right to the top of the charts like The 
Everly Brothers’ tunes, but they make just as much money because 
they get into the number 50 or 60 position and they just stay there 
month after month, for about three or four months, and just keep 
piling in the old loot. That’s what he said, just piling in the money 
month after month. This is one of Buddy’s records that did it. 
Anybody who likes rock ’n’ roll will like this one by The Crick- 
ets-“Maybe Baby.”

(Garrettplays “Maybe Baby”)

Garrett: The chirpin’ Crickets right there with “Maybe Baby.” 
Buddy had a guy that helped him more than anyone else. His name 
was Norman Petty. Many older people used to dance to the music of 
The Norman Petty Trio, a great combo that had played a lot of club 
dates across the nation. The leader of that group was Buddy Holly’s 
manager. And to give you an idea of what kind of money Buddy, 
Ritchie Valens, and J. P. Richardson make from their records, just 
Norman’s 10% for being manager of The Crickets kept him living 
very mellow for quite awhile. I don’t mean to say that he didn’t earn 
his commission by any means. He lives and has his recording studio 
in Clovis, New Mexico. We talked earlier this afternoon on the 
phone.4

S.G.: Mr. Petty, this is Snuff Garrett at KSYD in Wichita 
Falls.

N.P.: How are you, Snuff?
S.G.: Fine, thank you. I’ve never met you personally, but 

everyone knew you in the recording industry as the 
maker and founder of The Crickets.

N.P.: You had a lot to do with their success, too, you know.
S.G.: Thank you very much. Buddy was a great guy.
N.P.: He was probably one of the finest young talents in 

America.
S.G.: That’s true, Norman. It seems strange that he started out 

not doing too much around Lubbock, just trying to 
make music like 28,000 other boys did. But he was
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lucky enough to make it. Of course, with your help. 
Have you gotten any additional word on what’s hap
pened up in Iowa?

N.P.: Well, Snuff, I received a call this morning from Indiana, 
from one of our radio-station friends, who said the only 
thing he had heard was that the private plane had 
crashed and that three fellows and the pilot had been 
killed.

S.G.: Yeah, Ritchie Valens and The Big Bopper.
N.G.: And Buddy and, I believe, the pilot, too.
S.G.: He played a show up there in Iowa last night, didn’t he?
N.P.: Yes, and he was on his way to the next town for another 

show.
S.G.: Norman, how long had Buddy been married?
N.P.: Well, let’s see-you caught me off guard with that ques- 

tion-not very long.
S.G.: About four months?
N.P.: Probably four or five months.5
S.G.: Is his wife still in New York?
N.P.: She’s in New York.
S.G.: I’m certainly sorry about Buddy’s death, and I’m very 

sorry to bother you at a time like this.
N.P.: Well, Snuff, sometimes things happen like this and 

there’s nothing we can do to control them. We may 
question why things like this happen, of course, but 
there’s always bound to be a reason somewhere.

S.G.: Norm, does Buddy have many more records in the can?
N.P.: I think he has two more that we did in New York.6 Do 

you know the last tune we had?
S.G.: Paul Anka’s tune?7
N.P.: Well, we have two others that were done at the same 

time. I probably have some here in the can in Clovis, too.
S.G.: Oh, I see.
N.P.: He was supposed to go in for another session next week.
S.G.: Oh, gosh.
N.P.: However, the ones that we did in New York and the 

ones that I have here are the only ones left now.
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S.G.: I see. Will you put most of those out? I hope you will. I 
mean, his last songs?

N.P.: It depends, of course. There’s bound to be some legal 
action concerning Buddy’s estate, which we are not go
ing to comment on.

S.G.: Yeah, that’s true.
N.P.: I’m sure that the two that we did in New York will be 

out, though.
S.G.: Well, good. All right, Mr. Petty, thank you very much 

for talking to us. We certainly appreciate it.
N.P.: Thank you for calling, Snuff.
S.G.: Goodbye.

Garrett: That’s Norman Petty, the manager of Buddy Holly and The 
Crickets. Buddy thought a million dollars’ worth of Norman Petty. He 
felt that he owed him everything in the world for getting him started. 
Norman took care of all of Buddy’s financial matters. He would invest 
Buddy’s money; he wasn’t going to let him be an overnight sensation 
and then a broke has-been. You know how a lot of the guys have two 
or three hit records and make a fortune, then pretty soon its all gone. 
Norman wasn’t going to let that happen to Buddy.8 Buddy had his 
money invested in several different business firms and record shops. 
He called me one day and talked about record shops. He said that he 
wanted to invest some of his money in something that wasn’t going to 
be a here-today-and-gone-tomorrow deal. He liked the feeling of hav
ing money, and he intended to keep it.

I think that one of the greatest stories in the world is how The 
Crickets wrote “That’ll Be the Day.” Buddy’s best friend in high 
school was Jerry Allison, the drummer for The Crickets. You’ll hear 
Jerry in a little while. Jerry and Buddy went all through high school 
together and lived in Lubbock. Their families are still real good 
friends. Jerry liked to write songs. He had a girl in California, and he 
wrote a song one day for her. Of course, you’ve already heard 
it-“Peggy Sue.” Jerry wrote the first draft of “Peggy Sue,” and 
Buddy helped him with it.9 It became a never-to-be-forgotten million 
seller. Not too long ago, we had “Buddy Holly Day” here at KSYD 
radio, and Buddy and the guys came down for a couple of days after 
their last trip to New York, when they were on The Ed Sullivan Show.
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Jerry had gotten married only two days before that visit; she was 
[his] Peggy Sue. I only met Buddy’s wife one time. His wife was real 
nice. Buddy died at only 22 years of age, leaving a bride of six 
months living in New York City. They were married on August 15, 
1958, and her name was Maria Elena Santiago. She had been a 
receptionist, but Buddy told her to stop working because he had 
enough money to support them. She told him that she wanted to keep 
on working, though, since he’s on the road so much. She worked at 
Southern Music Company in New York, which had published sev
eral of Buddy’s hits. After six months, it’s all gone, the whole thing.

As I was saying a while ago, there is a funny story behind the title 
of the first big hit The Crickets had. Jerry and Buddy went to see a 
show called The Searchers, with John Wayne. It was a typical 
cowboy show. All the way through the film somebody would say, 
“I’m gonna kill ya, John Wayne,” and he would answer, “That’ll 
be the day.” Everything was “That’ll be the day.” After they left 
the show, Jerry said, “Let’s write a song called ‘That’ll Be the 
Day’ ” and they did. That was pretty clever.

That was The Cricket’s first big hit. It was one of Buddy’s slow 
risers, too. This was one of the first times I met Buddy. This record 
had just come out, and I asked, “Buddy, what’s the good side on 
this record?” He said, “Well, I’ll tell you the side I like is ‘That’ll 
Be the Day,’ but it’ll never do anything. The other side is the side, 
the one we’re really pushing to be a big hit-“I’m Looking For 
Someone to Love.” Six months later, “That’ll Be the Day” was the 
number one song across the nation.

Buddy was on his way after that. They worked like beavers with 
busted teeth. Last year, Buddy was only home nine days out of the 
whole year. The Crickets traveled 355 days, you know, doing shows 
every night, traveling; they even went to Australia. They were a big 
hit in England, too. And next year, they were going to go to Europe. 
Buddy told me how much fun they had on these tours, getting 
together with guys like The Everly Brothers, who were Buddy’s 
closest friends. But it still gets kinda tiresome, just a bunch of guys 
rolling around the country together, playing shows night after night, 
working three hours each night and then getting off with nothing to 
do. You don’t have time to meet too many people or to make good 
friends. They took up games like poker ’cause it would pass the
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time. They even got a teacher and took up fencing; all of them, The 
Everly Brothers and The Crickets. They bought those little white 
suits with face cages, and they’d fence in the hotel rooms after the 
shows. We tried to telephone The Everly Brothers today, but they 
were unavailable. I wanted to get them to comment on what they 
thought about Buddy. I’m sorry we couldn’t find them; maybe we 
can tomorrow. Along with Buddy and Ritchie Valens was one more 
guy, a discjockey only 28 years of age. It had taken him eight years 
to get to the top, but he had finally made it in a big way. He started 
out at the age of fifteen with a radio station in Beaumont, Texas. His 
name was J. P. Richardson. He tried to capitalize on a record fad of 
the time, “The Purple People Eater,” by writing and singing “The 
Purple People Eater Meets the Witchdoctor.”

('Garrett plays “The Purple People Eater Meets the Witchdoctor”)

Garrett: That was the Big Bopper’s first record. Actually, that was 
the flip side of his first hit record. Then Mercury Records picked up 
the master. They apparently thought so much of “The Purple 
People Eater” that they wanted the rights to “The Purple People 
Eater Meets the Witchdoctor” by J. P. “Big Bopper” Richardson, 
too. They reissued the disc, and still nothing happened. All across 
the nation, jockeys listened to it, played it on their shows, and it just 
didn’t sell. Then some disc jockey listened to the “B” side of the 
record. The flip-side of “Purple People Eater Meets the Witchdoc
tor” was “Chantilly Lace.” The flip-side of his fad-following re
cord went right to the top, and the “Big Bopper” was a star.

(Garrettplays “Chantilly Lace”)

Garrett: That was The Big Bopper, “Chantilly lace, a pretty face, 
and a ponytail hanging down,” which became the saying all across 
the red-white-and-blue not too many months ago. And the Big 
Bopper brought it all into being.

This is a tribute to Buddy Holly. Buddy was one of the best 
friends I’ve ever had, one of the greatest guys in the world. He was 
killed this morning-early this morning or late last night-in a plane 
crash near Mason City, Iowa. Dead along with him are The Big 
Bopper and Ritchie Valens. If there’s any song of Buddy’s that you
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want to hear, I think we have just about everything he ever released 
here in our studio. I love to sit and listen to ’em. They’re probably 
scratched because I’ve played them a million times. I don’t play 
Buddy Holly records just because he’s a friend of mine. I play them 
because they’re good; they are good rock ’n’ roll. So if you’ve got 
some of Buddy’s records you want to hear, just call me at 723-0791 
and I’ll play it. That’s all I can say-this is for him. Do it now.

If there’s a song that shows Buddy’s rock ’n’ roll versatility, it’s 
this next one. No one else can record his songs because nobody else 
can sing like Buddy. Here he sounds like he’s crying, almost like a 
little girl crying. One of the guys teased Buddy about it, but he took 
it goodnaturedly. This shows one side of Buddy that no one else 
could copy.

(Garrettplays “I ’m Gonna Love You, Too”)

Garrett: Buddy Holly right there, singing “I’m Gonna Love You, 
Too.” We know its gonna go big. This is Buddy Holly plus ninety- 
seven violins just fiddling around on a song called “It’s Raining in 
My Heart.”

(Garrettplays “Raining in My Heart”)

Garrett: There’s Charles Hardin Holly. Buddy Holly was only 22 
years old. I’ll never forget the last time I took the weekend off. 
Buddy had called me from Lubbock, and I flew over to see him. We 
went out to eat, he and Jerry Allison and me. When Buddy asked 
me how I was gonna get back to Wichita Falls, I said, “I don’t 
know, take a bus or walk.” He said, “We’ll drive you back. We got 
nothing better to do; we’ll drive you back. I want to take a trip 
anyway. We need to get out of town.” I said that would be fine, but 
Jerry said we should wait a minute. He went over and bought a 
package of No-Doz and said, “Ya’ll take these. We been up quite a 
while now, so we’ll probably be getting sleepy.” So I took a couple 
of the tablets, and Buddy took a couple, then Jerry put them back in 
his pocket. Then Buddy said, “Aren’t you going to take any of 
these No-Doz Jerry?” “No, man, I’m going to sleep while ya’ll 
drive.” We thought that was pretty clever.

All the way back from Lubbock, Jerry slept in the back seat while 
Buddy and I talked. It was one of the greatest nights of my life.
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Buddy was always tapping on stuff. I’d say a song title and he’d 
begin slapping the dash of his car, beating out the tune and singing 
it. My favorite Buddy Holly record-I’ll play it for you in a min- 
ute-is called “Last Night.” I think it’s the best thing Buddy ever 
made. It was released on an album, and he never got too many 
requests for it, but I still think that it’s the best thing he ever made. I 
bet he sang that 2,800 times between Lubbock and here that night. 
He sang it and sang it, and then I’d say, “Sing it again.” And Jerry 
slept all the way through it.

Some very nice people have been callin’ in telling us which 
Buddy Holly records they want to hear. This is what we call a wailer 
down here. This is where Buddy Holly really wails. Listen to the 
opening note.

(Garrettplays “Rave On")

Garrett: That’s the chirpin’ Crickets right there, featuring big Buddy 
Holly doing “Rave On.” I don’t know if you recognized the band in 
the background or not, but it was a Wichita Falls group called “Big 
Beats.” That was C. W. Kendall beating the tar out of the piano in the 
background. Buddy played a mean guitar, too. A lotta times on the 
road, you would see all the guys get together playing guitars. That’s 
where they wrote most of their songs-on the road. The Everly Broth
ers even recorded one of Buddy Holly’s songs.10 Buddy also wrote a 
thing called “Words of Love,” which The Diamonds made a big hit 
out of about two years ago.11 Buddy wrote a lot of songs. It’s sort of 
a trade-off thing among songwriters. Buddy has recorded Paul Anka 
songs several times. They thought very highly of each other, and on 
the road they depended on each other.

This is Jerry Allison, Buddy’s drummer and very closest friend. 
We talked with Jerry by telephone about an hour-and-a-half ago.

S.G.: Hello there, how’re you doing?
J.A.: Just fine.
S.G.: Listen, we heard about Buddy’s death awhile ago-and 

very sorry to hear about it.
J.A.: I was awfully shocked.
S.G.: Listen, Jerry, he came through here and stopped on his 

way out.
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J.A.: Well, Joe B. and I decided that we wanted to live here in 
the Southwest, but Buddy wanted to live in New York, 
so we weren’t with him on this tour. We were in Lub
bock at the time it happened.

S.G.: You will still play with The Crickets from now on, 
won’t you?

J.A.: I don’t know what we’ll do now, Snuff.
S.G.: Don’t know yet?
J.A.: I sure don’t.
S.G.: I’m very sorry to hear it, Jerry. What about his wife? 

Have you talked to her yet?
J.A.: She’s in New York now. She wasn’t with him on the 

road. I have not talked with her, but she is supposed to 
be coming to Lubbock tomorrow.

S.G.: She is? Have they set the time of the funeral yet? I guess 
his mother and daddy will handle the details. He was 
just getting started and everything was just beginning to 
go his way.

J.A.: Everybody sure is sad about the whole thing.

Garrett: That was Jerry Allison, one of the chirpingest Crickets 
you’ll ever hear. He and Buddy were very good friends. This is one 
of the first songs they did together. It’s one of my favorites of all 
time, called “Last Night.”

(Garrett plays "Last Night”)

Garrett: That’s The Crickets chirping for you. A girl named Peggy 
Underwood just called from Bowie, and there was another call from 
Abilene. Please give us time to answer the phone if you want to hear 
something of Buddy’s. We’re gonna play whatever you request. It’s 
the very, very least we can do. No one knows yet when the funeral 
will be held in Lubbock. It would be nice if people would send 
cards to the radio station in Lubbock, in care of Buddy Holly, and 
we’ll see that they are sent to the proper address. Just send a card to 
let them know that the people will not forget Buddy Holly.

This was one of Buddy’s biggest records. It was a weirdo that 
came out right after “That’ll Be the Day.” This song flipped nearly
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everybody, although I didn’t particularly like it. It just caught on 
like wildfire. Here are The Crickets chirping “Oh, Boy!”

(Garrettplays "Oh, Boy!”)

Garrett: That reminds me of the time Buddy came in to the studio 
to cut intro tapes; I’m sure if you ever heard it, you’ll never forget it. 
This is one he cut one time-crank up the station blurb: [Garrett 
plays tape recording of Buddy Holly] “This is Buddy Holly with 
The Crickets reminding you that this is KSYD Wichita Falls-the 
station that other stations listen to.” That’s telling ’em.

(Garrettplays ‘'Not Fade Away”)

Garrett: Buddy Holly’s mother was extremely proud of him. I don’t 
know how old his folks are, but they’re pretty old and they just have 
a small home in Lubbock. The first time I ever met them, I was with 
a good friend of Buddy’s, Carey Hobbs. He was the first person that 
pushed Buddy’s career and played his early records. Carey, Jerry, 
Buddy, and I were out together one night in Lubbock, and just after 
Buddy had returned from being on The Ed Sullivan Show. His 
mother was really proud of him. She was real nice and even called 
me once or twice to request records. Not just Buddy’s songs, either. 
She said she listened to the radio all the time, just to hear Buddy’s 
records. She had a long table with all of Buddy’s albums on it, 
particularly the ones with his picture on the front of it. She had a 
picture of him and Ed Sullivan together and little personal memen
tos, along with pieces of sheet music with his picture on the front. 
She thought he was the living end. The night we went over to Mrs. 
Holly’s-I was a disc jockey in Lubbock then and so was Carey-he 
was just going to change clothes so we could go out to eat. Well, she 
took Buddy off to another room and scolded him for not warning her 
that two radio stars were coming over to eat. She thought it was 
terrible that he hadn’t called her and given her a chance to clean up 
the house or dust up or anything before we came over. She insisted 
that we eat there, but he told her we planned to go out and didn’t 
want her going to all the trouble of preparing dinner for us. And 
Buddy returned all this love. He urged his dad, who was a painter 
and contractor, to retire, bought the family a brand new Chevrolet, 
and was in the process of building them a brand new home.
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The last time I saw Buddy Holly was when I was in a marathon at 
the Merrick Motor Company, here in Wichita Falls, not too long ago. 
Buddy just showed up one night when he was on his way to New 
York with his wife. They were going up to New York, and he just 
walked in and stayed for 30 to 45 minutes. That was the last time I 
saw Buddy. I had a card from him last Christmas saying he’s still in 
New York and wished he were back here, but that was the last time I 
saw him.

A lot of people will remember Buddy Holly because this is going 
to be one of his biggest hits ever. This is Buddy Holly’s hit of 
tomorrow, “It Doesn’t Matter Anymore.”

(Garrett plays "It Doesn’t Matter Anymore")

Garrett: There’s Buddy Holly singing “It Doesn’t Matter Any
more.”

This is one of The Crickets. His name is Joe Mauldin. I talked to 
Joe B. earlier this afternoon to see what they have decided to do 
with the group now.

S.G.: What have you heard?
J.M.: Just what we read in the papers and heard over the radio. 
S.G.: I talked to Norman a while ago. Some friend of his 

called him from somewhere in North Dakota and said 
they didn’t know too much about it. It said in the paper 
that ya’ll were with him, so I thought that ya’ll were 
with him.

J.M.: No, we weren’t.
S.G.: Ya’ll were in Clovis, weren’t you?
J.M.: We came into Lubbock about ten last night.
S.G.: You did what?
J.M.: I said Jerry and I drove to Lubbock about ten last night.

We were here when it happened.
B.G.: I’m sorry to hear it.
J.M.: Yeah, man. Me, too.
S.G.: What are ya’ll going to do? Do you know?
J.M.: Like we told you earlier, it’s up to Jerry.

Garrett: Both the guys are shook up, believe me. Jerry would serve 
as the comic of the group. Buddy came down in August to do the TV
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show with his cousin, and we were sitting around when I said, “Well, 
I really miss the guys.” He said, “I do, too.” So we called ’em on the 
phone and they flew down. We all went out to eat that night around 
the old campfire out there at The Wayfarer. Jerry brought his brand- 
new record with him, the one where he went by the name of “Ivan,” 
and so it was played here for the first time in the nation.12 The record 
was really great, and tonight Jerry said his next record was just 
released. You’ll be hearing it anytime now. He was really shook up to 
hear about Buddy.

We’ll play this for Buddy: “Little Baby, Baby Me.” C. W. Ken
dall plays the piano.

(Garrett plays “Little Baby, Baby Me”)

Garrett: There you go, Charles Hardin Holly-Buddy Holly-and 
“Little Baby, Baby Me.” Buddy was going to have a record com
pany and a publishing company of his own and name it after the 
color of his Cadillac: taupe. He was looking around for artists for 
Taupe Records. No one knows where they got the name for The 
Crickets. They were just sitting around saying what are we going to 
call the name of our group-they wanted to think of something 
different-so they decided on The Crickets.13 He named his record 
company the same way.

Here’s Buddy Holly’s “It’s So Easy.”

(Garrett plays “It’s So Easy”)

Garrett: There you go, “It’s So Easy,” with the chirpin’ Crickets. 
I’m sure everyone has heard by now about the death of Buddy Holly, 
along with J. R “Big Bopper” Richardson and Ritchie Valens. These 
two guys shouldn’t be forgotten either, but I’m sorry to say I didn’t 
know them personally. I just knew Buddy Holly, the greatest guy in 
the world. And like we said earlier, if you want to make a contribu
tion in Buddy’s memory, just put it in an envelope-whatever you 
want: a dime, a quarter, a dollar or whatever-and mail it to Buddy 
Holly, care of KSYD Radio in Wichita Falls, Texas. We’ll see that 
your donation goes to Muscular Dystrophy. We appreciate it.

Buddy had only been married for six months. I guess the funeral 
will be in Lubbock. I’m going to try to make it up to the funeral.



Rock ’η ’ Roll Legends 265

You can’t say too much, just recall the times that you had fun 
with him and the things that he enjoyed talking about most. I asked 
him one time, “What’s the greatest thrill that you’ve ever had?” He 
said, “I think the greatest thrill I ever had was playing the Palace 
Theatre last Christmas-not this last Christmas, the Christmas before 
that. I’ve never seen crowds like that. I had so much fun; I’ve never 
enjoyed playing to a crowd more than I had that Christmas.” That 
was his greatest thrill, playing the Palace Theatre in New York 
along with all those top rock ’n’ roll stars.14

Here’s another one of his earlier records, a Little Richard tune.

(Garrett plays “Send Me Some Lovin”’)

Garrett: There you go, the chirpin’ Crickets along with Buddy 
Holly, and the old Little Richard tune “Send Me Some Lovin’.” 
Buddy thought Little Richard was a gas, and he was one of his 
favorites. Buddy used to talk about all the trips they’d made together 
and about how much fun Little Richard was to sing with on the show.

We appreciate KSYD letting us play all these records of Buddy 
Holly’s. We do this because we enjoy it, and we’re glad that you like 
’em. Buddy Holly won’t be forgotten. They’ve got some more of his 
records coming out. As long as I can find a way, we’ll play them all. 
Rock ’n’ roll singers come and go, but there’s only gonna be one 
Buddy Holly, believe me, and you’ll never find anybody else to sing 
like him. He’s the greatest guy in the world. And if you can find time 
tonight, if you want to keep on calling in to keep on requesting 
Buddy’s records, I don’t think our station manager Jack Grady would 
mind a bit. I’m sure he’d be happy to play whatever you wanted to 
hear by Buddy ’cause we can’t stop here, believe me. So I’ll ask you 
once again before I go off the air to send whatever donation you can 
in an envelope to KSYD Radio, in care of Buddy Holly, Wichita 
Falls, Texas, and we’ll give it to Muscular Dystrophy. Here’s a 
number that Elvis Presley popularized by Buddy. He insisted that it 
would be on his first album of Taupe Records, he liked the song so 
much. Here’s Buddy’s version of “Ready Teddy.”

(Garrettplays “Ready Teddy”)
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BUDDY HOLLY NOTES

1. Actually, the next evening’s performance was scheduled for Moorehead, 
Minnesota. Details of the ill-fated flight to Fargo, which is located just across the 
Red River from Moorehead, are provided in Buddy Holly: His Life and Music, by 
John Goldrosen (Bowling Green: Bowling Green University, 1975).

2. Although Petty had been Holly’s manager since early 1957 and continued 
to serve as manager for two of The Crickets-Jerry Allison and Joe Mauldin-dur- 
ing 1959, Buddy had actually severed the managerial relationship with the Clovis, 
New Mexico, record producer during late October 1958. See Goldrosen, Buddy 
Holly, pp. 151-161.

3. The two original Crickets, Allison and Mauldin, were in Lubbock, but 
Holly’s touring band-which consisted of Tommy Allsup on rhythm guitar, Way- 
lon Jennings on bass, and Charlie Bunch on drums-was also billed as The Crick
ets. And rather than being just the “weekend thing” described by Garrett, the 
Clear Lake-to-Moorehead trip was part of a pre-planned, fully-sponsored three- 
week tour of Midwestern states-including Wisconsin, Iowa, and Minnesota. It 
was billed as “The Winter Dance Party.” See Goldrosen, Buddy Holly, pp. 
183-185.

4. Portions of the telephone conversations included in this transcript have 
appeared in the one-page article “February 3, 1959: The Day the Music Died.” 
Goldmine No. 26 (May/June 1978): p. 26, written by William F. Griggs, the 
president of the Buddy Holly Memorial Society.

5. For information on Holly’s marriage, see Buddy Holly . . .  A Biography in 
Words, Photographs, and Music, by Elizabeth and Ralph Peer II (New York: Peer,
1972), p. 31.

6. Petty significantly underestimates the number of unreleased Holly songs at 
this point. For a detailed report on the extent of unissued studio masters, demos, 
and tapes by Holly as of February 1959, see Goldrosen, Buddy Holly, pp. 200-211.

7. The song referred to here is Anka’s 1958 song “It Doesn’t Matter Any
more,” which was published by Spanka Music Corporation. See Popular Music, 
1950-1959-Volume I, second edition, by Nat Shapiro (ed.) (New York: Adrian, 
1967), p. 241.

8. The conflict over finances that ultimately prompted the dissolution of the 
Petty-Holly partnership is outlined in Goldrosen, Buddy Holly, pp. 151-161, 
182-186, and 200-212.

9. John Goldrosen reports two other stories regarding the origin of the tune 
“Peggy Sue.” One has Holly as the author of the music, with Petty as the source 
of the lyrics. Another has Holly doing both words and music, but agreeing to alter 
the song’s original title, “Cindy Lou,” to coincide with Allison’s current romantic 
interest. See Goldrosen, Buddy Holly, pp. 94-95.

10. Goldrosen relates a humorous tale of Wesley Rose, The Everly Brothers’ 
manager, refusing to accept the donation of two new songs-“Love Makes a Fool 
of You” and “Wishing”-that Holly wrote hoping that Don and Phil would record 
them. See Buddy Holly, p. 131.
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11. This is an exaggeration. The Diamonds’ version of “Words of Love” 
lasted only one week on Billboard's Hot 100 chart during June 1957. See Joel 
Whitburn (comp.). Top Pop Records, 1955-1972 (Menomonee: Record Research,
1973), p. 74.

12. Jerry “Ivan” Allison’s recording of “Real Wild Child” lasted for five 
weeks on Billboard's Hot 100 chart, peaking at number 68. See Whitburn, Top 
Pop Records, 1955-1972, p. 124. For a detailed account of the origin of this off- 
the-wall recording, see Goldrosen, Buddy Holly, pp. 113-114.

13. See Goldrosen, Buddy Holly, p. 70.
14. Jerry Allison also asserts that the high point in his performing career was 

the 12-day engagement at the New York Paramount (not Palace) Theatre under 
the direction of Alan Freed during the 1957 Christmas period. See Goldrosen, 
Buddy Holly, pp. 105-107.
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Chapter 20

Sports Heroes

Whoever wants to know the heart and mind of America had 
better learn baseball.

-Jacques Barzun (1954)

There are virtually no scholarly treatments of the connection 
between popular music and baseball.

-John D. Wells and James K. Skipper, Jr. (1988)

Some scholars have contended that the alliance between major 
league baseball and contemporary song is natural, productive, and 
highly popular.1 This assertion seems reasonable. Consider the la
ment penned by Simon and Garfiinkel in “Mrs. Robinson” (1968): 
“Where have you gone Joe DiMaggio? A nation turns its lonely eyes 
to you.” Recall the debate between a sexually aroused teenage boy 
and his reluctant girlfriend in Meatloaf’s “Paradise by the Dashboard 
Light” (1978). Or ponder John Fogeity’s impassioned plea to play 
“Centerfield” (1985). Other popular songs featuring baseball themes 
include Bruce Springsteen’s “Glory Days” (1985) and The Intrud
ers’ “(Love Is Like a) Baseball Game” (1968). Writers who cham
pion the link between popular song and baseball note three primary 
reasons for the sport’s thematic popularity: (1) baseball is celebrated

This essay, originally entitled “Where Have You Gone . . . Babe, Ty, Lou, 
Mickey, Willie, Duke, Pee Wee, and Joe DiMaggio? The Decline of Contemporary 
Baseball Heroes in American Popular Recordings,” by B. Lee Cooper and Donald 
E. Walker, with the assistance of William L. Schurk, was presented at the annual 
meeting of The Midwest Popular Culture Association in East Lansing, Michigan, 
in October 1989. Reprint permission has been granted by the authors.
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as a contest of wills within a well-defined game; (2) baseball pro
vides a showcase for national heroes and fabled athletic achieve
ments; and (3) baseball is a useful metaphor for both dating and sex.2 
Each of these justifications is illustrated in the five tunes cited above.

In truth, baseball is only a .180 hitter as a songwriter’s game. It 
has seldom secured substantial links with commercially successful 
music. During the past three decades, in fact, the decline of base
ball-related lyrical imagery is staggering. The Billboard-chañed 
tunes of Simon and Garfunkel, Meatloaf, John Fogerty, Bruce 
Springsteen, and The Intruders are really anomalies to a dismal 
showing for contemporary baseball tunes. It’s not that the music or 
lyrics are bad, or that creative efforts by contemporary singers and 
songwriters have ceased. Since 1960, baseball tunes have simply 
failed to attract substantial national interest. The record-buying 
public has ignored many humorous, inventive, interesting songs 
about post-1960 baseball. Singers like Joe Cocker, Terry Cashman, 
Billy Joel, and Steve Goodman have issued vibrant baseball-related 
songs that have been unable to achieve either Cash Box or Billboard 
Hot 100 listings. Granted, their tunes have been enjoyed by a lim
ited number of listeners, their use of baseball imagery has continued 
to be ingenious, and their songs have even been featured on several 
“pre-game” or “post-game” television broadcasts. But these pro
ductions never become popular.

THE BASEBALL BUSINESS AND PUBLIC CYNICISM

In contrast to the recent decline (1960-1990) of songs having 
baseball-related themes, the halcyon decades for popular baseball 
tunes were the ’20s, ’30s ’40s, and ’50s. (This fact can be readily 
documented by examining sheet-music purchases rather than just 
sales of 78- or 45-r.p.m. records.3) To what particular historical 
events or public perceptions can this trend be attributed? Why are 
fewer artists extolling the exploits of modern baseball heroes? Why 
are metaphorical references to the national pastime so rare? Why 
are American cultural values now more easily expressed outside of 
the baseball scheme? This is a complex issue. But the key to under
standing the shift in public sympathy is the decline of baseball 
mythology and the accompanying collapse of contemporary major-
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league heroes. This decline has prompted most post-1960 songwrit
ers to rely on players, teams, and events of bygone summers for 
their imagery. Events of the past three decades-player strikes, free 
agency, the decline of team loyalty, charges of management racism, 
soaring ticket prices, personal indiscretions by players, salary- 
arbitration squabbles, reports of drug abuse, cheating, ruthless be
havior by owners, and team relocations to the West Coast-have 
fueled 30 years of cynicism toward baseball. But it is the lack of 
genuine heroes (even Pete Rose, that throwback to Ty Cobb’s and 
The Gashouse Gang’s rough-and-tumble approach, was stigmatized 
by allegations of gambling) that makes modem baseball less attrac
tive and less effective as a musical venue.4

Despite winning American League Pennants in 1960, 1961, 
1962, 1963,1964,1976, 1977,1978, and 1981 (with World Series 
Championships in 1961, 1962, 1977, and 1978 as well), the New 
York Yankee baseball dynasty tottered after 1965, and the image of 
classy, unruffled pinstripe heroes collapsed.5 This diminution oc
curred because of George Steinbrenner’s volatile ownership, Billy 
Martin’s managerial histrionics, Mel Allen’s 1964 dismissal, the 
retirements of Yankee legends Mickey Mantle, Whitey Ford, and 
Yogi Berra, and the transfer of local fan loyalty from the Yankees to 
the more lovable (although initially laughable) New York Mets. The 
hitting feats of Reggie Jackson, Dave Winfield, and Don Mattingly 
have even been marred by Steinbrenner’s ceaseless carping and 
complaining. It is obvious that the golden age of Babe Ruth, Lou 
Gehrig, Lefty Grove, Bill Dickey, and Phil Rizzuto dominates pop
ular memories much more than Roger Maris’ 61 home runs or 
Reggie Jackson’s World Series heroics.

Major-league expansion and the shifting of franchises among 
cities eroded the perception of baseball’s stability, while also kin
dling cynicism about money-mongering club owners. It is undeni
able that mobility created financial goldmines for several clubs, 
particularly Walter O’Malley’s from-Brooklyn-to-Los Angeles 
Dodgers. But the anger of rejected fans in New York (Giants and 
Dodgers), in Milwaukee (Braves), in Washington (Senators), and 
elsewhere was an extremely high price to pay. Expansion has 
proved to be a high-stakes game in terms of attempted team reloca
tions (St. Petersburg White Sox, 1988), damaging litigation (Seattle
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Mariners, 1977), bankruptcy (Seattle Pilots, 1970), and regional 
frustration across the country. Meanwhile, many new baseball 
towns emerged in the United States and Canada-Minneapolis
(1961), Houston (1962), Atlanta (1966), Oakland (1968), Montreal 
(1969), San Diego (1969), Seattle (1969), Dallas (1972), and To
ronto (1977). Although more people were exposed to major-league 
play by this surge of expansion and mobility, many serious fans felt 
that the creation of intra-league games lessened the meaning of 
regular-season play. The World Series has remained only a distant 
dream for many cities that acquired teams during the post-1960 
period. Fan loyalty, so stable from 1903 until the early ’50s, was the 
ultimate sacrifice to geographical manipulation in baseball.

Free agency contributed further to the demise of team loyalty. It 
also increased fans’ sense of sport as business rather than athletic 
competition. Curt Flood’s unsuccessful anti-trust suit (1970-1972) 
and Jim “Catfish” Hunter’s victorious contract dispute with Oak
land A’s owner Charles Finley (1974) paved the way for the free- 
agency ruling by a federal arbitrator in 1974. Dave McNally and 
Andy Messersmith were the initial beneficiaries of player freedom 
from the traditional reserve clause. By 1987 and 1988, two different 
arbitrators concluded that baseball owners were conspiring to limit 
free agency. Images of greed (among both players and owners) and 
front-office duplicity in baseball abound from 1970 to the present. 
But it has been the frequent reports of huge player incomes linked 
to salary arbitrations and long-term contracts that have caused many 
fans to question the daily motivation of “silver spoon” athletes. 
The imperious attitudes of players, especially those of average tal
ent, in seeking spectacular raises through contract renegotiation 
have soured many blue-collar baseball supporters.

The big business-versus-labor union image of baseball in the 
’70s and ’80s worsened due to umpire strikes (1970, 1978, 1979, 
and 1984), player strikes over pension contributions (1972), threat
ened salary arbitration (1973), free-agency issues (1981), and an 
owner’s lockout (1976) during spring training in retaliation for a 
federal arbitrator’s free-agency ruling. Individually, owners have 
further tarnished baseball’s image of fairness. Examples abound. 
The high-handed behavior of Oakland owner Charles Finley in his 
dealings with Jim Hunter, Reggie Jackson, Ken Holtzman, Joe
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Rudi, Rollie Fingers, and Vida Blue were publicly censored by both 
a federal arbitrator and baseball commissioner Bowie Kuhn. Oak
land A’s fans, of course, were dismayed and disgusted by the own
er’s dismantling of a world championship team (1972, 1973, and 
1974) and the corresponding slide of the club to last place by 1977. 
Only Yankee owner George Steinbrenner looked more manipula
tive, more egocentric, more vindictive, and more outrageous than 
Finley. Steinbrenner has instigated two dozen pitching-coach 
changes and 17 managerial shifts since his purchase of The Bronx 
Bombers in 1973. The on-again/off-again services of Billy Martin 
as Yankee skipper were derisively portrayed in numerous television 
reports, comedy programs, and even in national beer commercials. 
Steinbrenner’s running verbal warfare with Martin, Reggie Jack
son, Dave Winfield, and numerous National League and American 
League umpires led to imposed fines and negative press coverage.

Fan nostalgia for legendary major-league heroes has proven to be 
nontransferable to contemporary performers, no matter how excep
tional their performances. The giants of baseball lore-Babe Ruth, 
Ty Cobb, Bob Feller, Walter Johnson, and others-set remarkable 
single-game, annual, and lifetime standards. But even when several 
of these records were eclipsed, the new baseball heroes failed to 
achieve the same reverence accorded to their predecessors. In 1961, 
Roger Maris slugged 61 home runs to erase Ruth’s single-season 
mark of 60 set in 1927; in 1962, Maury Wills stole 104 bases to best 
Cobb’s record of 96 from 1915 (what’s more, Lou Brock swiped 
118 in 1974, and Rickey Henderson stole 130 in 1982); in 1974, 
Henry Aaron surpassed Ruth’s career home-run mark of 714 
(Aaron accumulated 755 homers by the end of his career); and in
1969 Steve Carlton struck out 19 batters to surpass Bob Feller’s 
single-game mark of 18 set in 1938 (Tom Seaver also fanned 19 in 
1970, as did Nolan Ryan in 1974; Roger Clemens struck out 20 in 
1986). Although some unbreakable records persist-Joe DiMaggio’s 
56-game hitting streak from 1941, Ted Williams’ .406 average from 
1941, Cy Young, 511 major-league victories, and Johnny Vander 
Meer’s two consecutive no-hit games in 1938-the luster of most 
new baseball records seems less captivating to fans than the 
memory of more historic achievements. Even Pete Rose’s much- 
heralded 1985 overhauling of Ty Cobb’s 4,191 lifetime hit mark has
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been tarnished by 1989 allegations that the Cincinnati star was an 
inveterate gambler.

It is the actions of contemporary players themselves-and the 
national publicity generated by their on-field antics and off-field 
scandalous behaviors-that have dramatically diminished the public 
perception of baseball heroes. Group actions such as strikes and 
boycotts are generally less harmful in fan’s eyes than serious indi
vidual indiscretions. The initial kiss-and-tell baseball book was Jim 
Bouton’s Ball Four (1970).6 It reported numerous incidents of 
player drinking and drug use. Other literary exposés have followed. 
Although steroid use is relatively rare among baseball players, co
caine addictions and convictions have sidelined numerous major- 
league athletes during the past decade. Ferguson Jenkins, Alan Wig
gins, Steve Howe, Vida Blue, Willie Wilson, Pasquel Perez, Chili 
Davis, and even New York Mets pitching ace Dwight Gooden were 
involved in cocaine-related incidents; Bob Welch and many other 
major leaguers enrolled in alcohol rehabilitation programs. Efforts 
by the Players Association and the Commissioner’s Office have 
failed to halt the burgeoning drug problem in baseball.

Ethical lapses by team management and outright admissions of 
cheating by numerous ballplayers have deteriorated baseball’s 
image for good sportsmanship, integrity, and character building.7 
Rumors of the illegal use of spitballs were common in the ’40s and 
’50s. But open acknowledgments of ball and bat tampering soared 
during the ’70s and ’80s. Norm Cash and Dave Rader admitted that 
they frequently used illegally corked bats; Rick Honeycutt, Gaylord 
Perry, and Joe Niekro were suspened for scuffing, scraping, and 
doctoring baseballs. But more serious illegal activities by well- 
known ballplayers also occurred. In 1970, Denny McLain was sus
pended for his long-term involvement with professional gamblers; 
in 1985, he was convicted of racketeering, extortion, conspiracy, 
and drug trafficking. The Detroit Tigers’ 30-game winner in 1968 
slid from fame to infamy. In 1986, Dwight Gooden was charged 
with battery on a police officer, resisting arrest, and disorderly 
conduct. In 1988, Red Sox third-baseman and American League 
batting-champion Wade Boggs was charged by his long-time mis
tress Margo Adams with failure to support her and with negligence 
that supposedly contributed to ruining her acting career. This sex
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scandal continued into 1989 and shared the front pages with allega
tions that Cincinnati Reds manager Pete Rose had gambled on 
baseball games.8 All of these embarrassing disclosures were 
greeted by the American public with dismay and disgust.

IMAGERY AND POPULAR NOSTALGIA

Released in 1989, the Rhino Records’ anthology of Baseball’s 
Greatest Hits clearly illustrated the pre-1960 nostalgia factor.9 
From the exquisite comedy of DeWolf Hopper’s 1909 rendition of 
“Casey at the Bat” and Bud Abbott and Lou Costello’s 1945 ver
sion of their “Who’s on First” routine to the authentic tragedy of 
Lou Gehrig’s 1939 “Farewell Speech,” the early years of baseball 
sound immortal. But the heroes featured in these reissued songs are 
antiques to fans bom in the ’70s and ’80s. The Rhino pressing 
eulogized “Joltin’ Joe DiMaggio” (1941), “Say Hey (The Willie 
Mays Song)” (1954), and “I Love Mickey [Mantle]” (1956). Ref
erences to the New York Giants/Brooklyn Dodgers rivalry of the 
’30s, ’40s, and ’50s echo in the grooves of “Van Lingle Mungo” 
(1981), “D-O-D-G-E-R-S Song (Oh, Really? No, O’Malley)” 
(1962), and a radio-broadcast excerpt entitled “Bobby Thomson’s 
Shot Heard ’Round the World” (1951). Even Bill Slayback’s 
“Move Over Babe (Here Comes Henry)” (1973)-a tribute to the 
mighty Ruth and Hammerin’ Hank Aaron-sounds as nostalgic as 
Terry Cashman’s “Willie, Mickey, and The Duke (Talkin’ Base
ball)” (1981), which is a tribute to Mays, Mantle, and Snider. 
Equally hindsighted, but much more humorous, are the lyrical 
images set forth by The Naturals, with Mel Allen, on “Baseball 
Dreams” (1985); Rockin’ Ritchie Ray in “Baseball Card Lover” 
(1977); and Steve Goodman’s “A Dying Cub Fan’s Last Request”
(1981). The other cuts on the album include two versions of “Take 
Me out to the Ballgame” by Doc and Merle Watson (1983) and by 
stylistic mimic Bruce Springstone (1982), The Intruders’ metaphor
ical “(Love Is Like a) Baseball Game” (1968), and a profane 1976 
interview with Tommy LaSorda concerning the home-run antics of 
Dave Kingman.

Baseball’s Greatest Hits is a marvelous disc. It’s a joyful audio 
romp through the exploits of Ty Cobb, Roy Campanella, and Sandy
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Koufax. The song selection is profound and perverse, as are most 
Rhino collections. One can only hope that there will soon be vol
umes 2 and 3 to pick up such obvious omissions as Arthur Field’s 
“Along Came Ruth” (1914), Chuck Berry’s “Brown-Eyed Hand
some Man” (1956), Joe Cocker’s “Catfish” (1976), John Fogerty’s 
“Centerfield” (1985), Terry Cashman’s “Cooperstown (The Town 
Where Baseball Lives)” (1982), Buddy Johnson’s “Did You See 
Jackie Robinson Hit that Ball?” (1949), Freddie Mitchell’s instru
mental “[Larry] Doby’s Boogie” (1949), Little Milton’s “Feel So 
Bad” (1967), Bruce Springsteen’s “Glory Days” (1985), Little 
Jimmy Dickens’ “He Knocked Me Right out of the Box” (1967), 
The Four Aces’ “Heart” (1955), from Damn Yankees, Simon and 
Garfunkel’s “Mrs. Robinson” (1968), Meatloaf’s “Paradise by the 
Dashboard Light” (1978), and even Sister Sledge’s Pittsburgh-Pi- 
rated tune “We Are Family” (1979). In addition, there are dozens 
and dozens of other hero-worship tunes lauding the exploits of 
Michael “King” Kelly, Ty Cobb, Stan Musial, and even Pete Rose, 
as well as a slew of Terry Cashman team-salute songs originally 
issued in 1981 and 1982.

CONCLUSION

Even Terry Cashman, the modem poet laureate of baseball, ac
knowledges that popular support for the contemporary game is 
deeply rooted in nostalgia. “Willie, Mickey, and The Duke” (1981) 
marks more than just a chronological break between legendary and 
contemporary baseball players. A Sports Illustrated writer recently 
noted, “Cashman’s record began to be played on radio just about 
the time of that year’s [1981] baseball strike. In fact, it received 
considerable air play and caught on quickly. Cashman says that’s 
because it offered a nostalgic look at the game and some of its 
postwar heroes, a perfect contrast to the strike.” 10 For the singer- 
songwriter himself, the success of his “Talkin’ Baseball” song 
series was easily explained. Cashman declared, “People related to 
it. They longed for that time when they were young and baseball 
was played by men who loved to play the game and weren’t making 
a million dollars a year.” 11
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This same longing undergirds the motion-picture adaption of 
W. P. Kinsella’s novel Shoeless Joe (1982). Field of Dreams (1989) 
takes the most tarnished figure from baseball’s early years and 
places him amid a lustrous team of Hall of Fame superstars who 
play eternally for sheer joy. Shoeless Joe Jackson is thus totally 
exonerated by the grace of his love of the game.12 We can only hope 
that a similar future interpretation awaits Denny McLain, Pete 
Rose, Wade Boggs, and other contemporary major-league offend
ers. In the meantime, public interest in baseball songs won’t re
bound until America’s traditional heartland values once again be
come central to the game.

Finally, one must note that the myths of baseball, the statistics of 
baseball, the lore and history of baseball, and the wonderful old 
cards of baseball13 are currently more powerful cultural commenta
tors than commercial recordings about America’s national pas
time.14 Baseball is a reasonable metaphor for The Intruders, a won
derful source of comic Chicago Cubs nostalgia for Steve Goodman, 
and a convenient source (prior to 1960) for untarnished sports stars 
and larger-than-life heroes. But the real music of baseball is still the 
crack of a wooden Louisville slugger, not the rattle of a rocker’s 
snare drum. Popular records are not substitutes for the grand old 
game. Nevertheless, they do serve as valuable reminders of how 
truly influential pre-1960 baseball was in American culture.15

Recorded References:
A Selected Discography of Baseball-Related Songs

• “Amazin’ Willie Mays”
(Perspective 5001)
The King Odom Quartette (1954)

• “Babe Ruth, the Winner of Them All” 
(Heart and Soul)
Cathy Lynn (1975)

• “The Ballad of Don Larsen”
(TNT 9010)
Red River Dave (1956)
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• “The Ballad of Roberto Clemente”
(BBB 233)
Paul New (1973)

• “Ballad of Satchel Paige (Don’t Look Back)” 
(Cain and Able 3118)
Raynola Smith (1982)

• “The Bambino, The Clipper, and The Mick” 
(Lifesong 45097)
Terry Cashman (1982)

• “Baseball (America’s National Pastime)” 
(Lifesong 45087)
The Mudville Nine (1981)

• “Baseball Ballet”
(Lifesong 45117)
Terry Cashman (1982)

• “Baseball Boogie”
(King 4368)
Mable Scott (1950)

• “Baseball Card Lover”
(Rhino 004)
Ritchie Ray (1977)

• “The Brooklyn Dodgers”
(Leslie 918)
Ralph Branca, Carl Furillo, and Erv Palica (1949)

• “Brown-Eyed Handsome Man”
(Chess 1635)
Chuck Berry (1956)

• “The Catfish Kid (The Ballad of Jim Hunter)” 
(Moon 6021)
Big Tom White (1976)
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• “Centerfield”
(Warner Brothers 29053)
John Fogerty (1985)

• “Charlie Hustle”
(Nu-Sound 1030)
Jim Wheeler (1974)

• “Chicago Cubs Song: Hey, Hey! Holy Mackerel!” 
(Universal 76936)
The Len Dresslar Singers (1969)

• “Cincinnati’s Red Machine”
(Metrostar 45852)
Terry Cashman (1985)

• “Cooperstown (The Town Where Baseball Lives)” 
(Lifesong 45117)
Terry C ashman (1982)

• “Did You See Jackie Robinson Hit that Ball?”
(RCA Victor 47-2990)
Count Basie and His Orchestra (1949)

• “Doby at the Bat”
(Abbey 3016)
Fatman Humphries (1948)

• “Doby’s Boogie”
(Derby 713)
Freddie Mitchell (1949)

• “D-O-D-G-E-R-S Song (Oh, Really? No, O’Malley)” 
(Reprise 1368)
Danny Kaye (1962)

• “A Dying Cub Fan’s Last Request”
(Red Pajamas 1001)
Steve Goodman (1981)
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• “Feel So Bad”
(Checker 1162)
Little Milton (1967)

• “Glory Days”
(Columbia 04924)
Bruce Springsteen (1985)

• “He Knocked Me Right out of the Box”
(Columbia 44162)
Little Jimmy Dickens (1967)

• “Heart”
(Decca 29476)
The Four Aces (1955)

• “Hey Hank I Know You’re Gonna Do It”
(Capitol 3851)
Nellie Briles (1974)

• “Homerun Willie”
(Warner Brothers 8445)
Larry Hosford (1977)

• “I Love Mickey”
(Coral 61700)
Mickey Mantle and Teresa Brewer (1956)

• “ (I Used To Be a) Brooklyn Dodger”
(Lifesong 1784)
Dion (1978)

• “Joltin’ Joe DiMaggio”
(Columbia 38544)
Les Brown and His Orchestra, featuring Betty Bonney (1941)

• “Let’s Keep The Dodgers in Brooklyn”
(Coral 61840)
Phil Foster (1957)
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• “ (Love Is Like a) Baseball Game” 
(Gamble 217)
The Intruders (1968)

• “The Man Called Bench”
(High Spiral 287)
Cliff Adams (1983)

• “Move Over Babe (Here Comes Henry)” 
(Karen K714)
Bill Slayback (1973)

• “Mrs. Robinson”
(Columbia 44511)
Simon and Garfunkel (1968)

• “Myti Kaysi at the Bat”
(Reprise 1370)
Danny Kaye (1962)

• “New Baseball Boogie”
(Savoy 5561)
Brownie McGhee (1948)

• “Paradise by the Dashboard Light”
(Epic 50588)
Meatloaf (1978)

• “Pete’s Hit Record”
(Genius 4192)
Gale Watson (1985)

• “Playing Catch with The Babe” 
(Thurman 82579)
Jess DeMaine (1979)

• “Pine Tar Wars”
(AFR 4233)
C. W. McCall (1983)
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• “The Pine Tarred Bat (The Ballad of George Brett)” 
(Longhorn 2004)
Red River Dave (1983)

• “Please Jimmy Piersall”
(G. C. 609)
Jimmy Piersall and The Three Heartbreakers (1960)

• “Polish Baseball Power”
(Michawake 1702)
Sig Sakowicz (1970)

• “Reggie for Christmas”
(Reel Dreams 1005)
Hozay Smith and The Hammerhead (1982)

• “Robbie-Doby Boogie”
(Savoy 5550)
Brownie McGhee (1948)

• “Roberto’s Gone”
(Ace of Hearts 0476)
Jim Owen (1973)

• “Safe at Home (A Tribute to Babe Ruth)”
(Flint 1788)
Tex Fletcher (1948)

• “Say Hey! (A Tribute to Willie Mays)”
(Apollo 460)
The Nite Riders (1954)

• “Say Hey, Willie Mays”
(Coral 61238)
Johnny Long (1954)

• “Say Hey (The Willie Mays Song)”
(Epic 9066)
Willie Mays and The Treniers (1954)
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• “Seasons in the Sun (A Tribute to Mickey Mantle)” 
(Metrostar 45853)
Terry Cashman (1985)

• “Stan The Man”
(Norman 543)
Marty Bronson (1963)

• “The Summer There Was No Baseball”
(Home Run)
Randy Haspel (1981)

• “Take Me out to the Ball Game”
(MCA 65016)
The Andrews Sisters and Dan Dailey (1949)

• “Take Me out to the Ball Game”
(Churchill 7714)
Harry Caray (1978)

• “Take Me out to the Ball Game”
(Red Pajamas 1001)
Steve Goodman (1983)

• “Take Me out to the Ball Game”
(Clean Cuts 902)
Bruce Springstone (1982)

• “Thanks Mister Banks”
(Barking Gecko 10655)
Roger Bain (1979)

• “That Last Home Run”
(Spoonfull)
Willie Dixon’s Chicago Blues All Stars (1973)

• “There Must Be Something Inside (A Tribute to Pete Rose)” 
(Metrostar 45852)
Terry Cashman (1985)



284 ROCK MUSIC IN AMERICAN POPULAR CULTURE

• “Those Cleveland Indians”
(Bison 105)
Lee Sullivan (1954)

• “Tony, The Killer, and Carew”
(Lifesong 45114)
Terry Cashman (1982)

• “Viva Fernando”
(Domain 1019)
The Gene Page Orchestra (1981)

• “Warren Spahn”
(Armada 104)
The Blackholes (1979)

• “We Are Family”
(Cotillion 44251)
Sister Sledge (1979)

• “Yankee Clipper”
(RCA Victor 3552)
Charlie Ventura and His Orchestra (1949)

• “Yaz’s Last at Bat”
(Lincoln 003)
John Lincoln Wright and The Designated Hitters (1985)
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Chapter 21

Symptoms, Illnesses, 
and Medical Imagery

Bridging the gap between imagery and reality is a major chal
lenge for media analysts. The examination of varying stereotypes- 
physical images, behavioral patterns, or general assumptions about 
thoughts and values-is of significant concern for many popular-cul- 
ture scholars. For example, portrayals of black men and women on 
television and in motion pictures have garnered commentaries from 
numerous critics over the past 30 years.1 Compared with racial or 
ethnic images, though, relatively few occupational or age-related 
stereotypes have been explored.2

In 1982, Philip and Beatrice Kalisch issued a brief report entitled 
“Nurses on Prime-Time Television.” Linking today’s video per
spectives to tomorrow’s professional well-being, the authors noted:

Popular attitudes and assumptions about nurses and their con
tributions to a patient’s welfare can determine to a large extent 
the future of nursing. Today some opinions held by the public 
have been derived directly from the image of nursing projected 
through television fiction over the past three decades.. . .  The 
reality of contemporary nursing practice over the past 30 years 
has found little or no echo in the largely fictional world of 
television broadcasting. Over the past 15 years, the popular 
image of the nurse not only has failed to reflect changing 
professional conditions, but it has also assumed strong deroga
tory traits that undermine public confidence in and respect for 
the professional nurse.3

This essay was written by B. Lee Cooper and William L. Schurk for this anthol
ogy.

287
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The chief concern of the Kalischs was that the medical profes
sion was being degraded through continuous media misrepresenta
tion. Stating their objections, they concluded:

. . . television entertainment creators have paid insufficient 
attention to the depiction of nurses, using nurses far too often 
as background scenery for hospital-centered drama. When 
nurse characters have been singled out for attention, this atten
tion has usually taken the form of delving into personal prob
lems rather than professional concerns.4

Unlike television or motion pictures, popular recordings have 
rarely been scrutinized for occupational stereotypes.5 During the 
late nineteenth and early twentieth centuries, many folk tunes de
tailed the lives of cowboys, coal miners, sailors, military men, 
railroad engineers, and other laborers. But post-1950 recordings 
have been less employment-oriented, despite obvious exceptions 
such as Tennessee Ernie Ford’s “Sixteen Tons” (1955) and Dolly 
Parton’s “9 to 5” (1980). Labor historian and folklore specialist 
Archie Green has recently launched an extensive oral history explo
ration of the subject in his audio anthology Work’s Many Voices.6 
Ironically, there have been no published studies that concentrate on 
audio images of the medical world. Doctors, nurses, hospitals, and 
the entire health-care profession await the scrutiny of vinyl oral 
history.7

DOCTORS

Fueled by the fictional images of Dr. Kildare, Ben Casey, and 
Marcus Welby, M.D., one might expect song lyrics to portray the 
physician as a kindly, middle-aged sage with selfless dedication to 
the needy.8 Johnny Cash profiles “Old Doc Brown” (1960) as this 
kind of caring, community-oriented saint who cancels all of his 
patients’ bills before he passes away in his sleep. But the stock 
images of medical practitioners in song lyrics is overwhelmingly 
unconventional. Weird A1 Yankovic depicts an off-beat hospital 
intern who behaves “Like a Surgeon” (1985), “cuttin’ for the very 
first time.” A more direct character parody, though equally zany, is
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presented by Dickie Goodman in “Ben Crazy” (1962). And while 
Ray Charles recognized his own feelings of pain and emptiness, he 
declares, “I Don’t Need No Doctor” (1966). This judgment, as 
illustrated later in this text, is quite common among disenchanted 
lovers. However, some singers acknowledge their concern about an 
experienced physician’s learned perspective. Jan and Dean discuss 
the mortal danger encountered when trying to outrace a sportscar 
rival in “Dead Man’s Curve”(1964). In a mocking vein, Lonnie 
Mack recites a doctor’s earnest warning that his junk-food eating 
habits will eventually kill him. Nevertheless, the sugar-saturated 
“Oreo Cookie Blues” (1985) continue to dominate his life.

Although the general practitioner is the primary referent in most 
medical songs, it is the psychiatrist who is the non-speaking resource 
behind many, many lyrical situations.9 Self-proclaimed insanity, or 
varying degrees of imbalanced behavior, are often documented by 
singers. The most severe case of self-identified paranoia is Napoleon 
XIV’s emotionally unhinged “They’re Coming to Take Me Away, 
Ha-Haaa!” (1966). One can feel the imminent arrival of a sanitarium 
crew in their white coats, and hear the strapping sound of the im
pending straitjacket. Another narrative, this one between a psychia
trist and his patient, features Rick Springfield explaining the emo
tional suffering caused by his public misrepresentation as “Bruce”
(1984) Springsteen. Girlfriends, young male fans, and even his own 
mother reportedly contribute to Rick’s growing mania.

The use of psychiatric terminology by amateur analysts and by 
lovesick persons is also prominent in song lyrics. Illustrations of 
these pseudo-clinical personality disorders include: The El Dora
dos’ “At My Front Door (Crazy Little Mama)” (1955), Patsy 
Cline’s “Crazy” (1961), Madonna’s “Crazy for You” (1985), J. J. 
Cale’s “Crazy Mama” (1972), Chilliwack’s “Crazy Talk” (1974), 
Lindsey Buckingham’s “Go Insane” (1984), Foreigner’s “Head 
Games” (1979), Lou Rawls’ “I Go Crazy” (1980), Jack Scott’s 
“Insane” (1986), Michael Sembello’s “Maniac” (1983), The 
Nighthawks’ “Nervous Breakdown” (1979), The Rolling Stones’ 
“ 19th Nervous Breakdown” (1966), Desmond Child and Rouge’s 
“Our Love Is Insane” (1979), Black Sabbath’s “Paranoid” (1970), 
Bobby Hendricks’ “Psycho” (1960), Talking Heads’ “Psycho 
Killer” (1978), The Alan Parson Project’s “Psychobabble” (1982),
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The Count Five’s “Psychotic Reaction” (1966), Ivan’s “Real Wild 
Child” (1958), and Paul Simon’s “Still Crazy After All These 
Years” (1976).

The use of the title “Doctor” in contemporary lyrics often has less 
to do with medical training than with personal experience and exper
tise in love-making. Wolfman Jack, the gravel-voiced disc jockey, 
refers to his radio persona as “the doctor of love” in The Guess Who 
tune “Clap for The Wolf Man” (1974). Match-making aside, the 
skills of such non-medical doctors vary greatly. Personal vanity and 
the desire for a 300-pound woman drive Dr. Feelgood and The 
Interns to craft the self-congratulatory song “Doctor Feel-Good”
(1962). But for Aretha Franklin, the reliable lover who is the center 
of her existence is the real “Doctor Feelgood” (1967). Awarding 
himself the title of “Doctor Brown” (1987), Buster Brown notes that 
he can cure any woman’s ills. The delightfully wicked Buchanan 
Brothers make the same argument in “Medicine Man” (1969). Ig
noring sexual activity, Roy Buchanan and The Doobie Brothers 
equate musical titillation and enthusiasm with physical and mental 
health. The introductory lines to “Dr. Rock and Roll” (1980) and 
“The Doctor” (1989) clearly portray this message.

SYMPTOMS AND ILLNESSES

Popular lyrics are bipolar in depicting symptoms and illnesses. 
That is, recorded commentaries are equally divided between real 
and symbolic (imagined or metaphorical) medical problems.10 This 
is hardly an unexpected phenomenon. In literature, in motion pic
tures, and on television, the language of the American people is 
heavily spiced with references to the health of the body politic, 
special remedies or cures for social problems, public debates con
ducted in a feverish fashion, and hyperactive citizens. But it is the 
romantic impulse, particularly sexual attraction, that triggers the 
highest degree of medical imagery. As Peggy Lee asserts in “Fe
ver” (1958), “chicks” were bom to give men fever, whether mea
sured in fahrenheit or centigrade.

Taja Sevelle declares “Love Is Contagious” (1987). While Rob
ert Palmer asserts that a singular romantic commitment can result in 
a “Bad Case of Loving You” (1979), he also describes a young
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woman whose body aches and sweats because she is “Addicted to 
Love” (1986). What other symptoms are noted by the romantically 
afflicted? The king of rock ’n’ roll describes his own condition as 
“All Shook Up” (1957); Elvis Presley also felt “Paralyzed” (1957) 
and became the victim of a sweet honey bee in “I Got Stung” 
(1958). Other claims of physical discomfort are registered by Ron
nie Love in “Chills and Fever” (1961), by James Brown in “Cold 
Sweat” (1967), by Olivia Newton-John in “Heart Attack” (1982), 
by Bobby Hendricks in “Itchy Twitchy Feeling” (1958), by Diana 
Ross in “Love Hangover” (1976), by Robert Gordon in “Nervous” 
(1980), and by The Ohio Players in “Pain” (1971). The obvious 
conclusion that one can be “Injured in the Game of Love” (1985) is 
detailed by Donnie Iris.

From alapachia to alcoholism and from hypertension to head
aches, popular recordings also depict a variety of genuine medical 
maladies. Roy Byrd, the famous Professor Longhair from New 
Orleans, laments a “Bald Head” (1950); Wynonie Harris charges 
his girl with having “Bloodshot Eyes” (1951) from over-imbibing; 
Huey Smith contends that he gets “High Blood Pressure” (1957) 
from his romantic relationships; and Allan Sherman complains of 
“Headaches” (1963). Self-abuse often results in physical debilita
tion. Behavior such as Motley Crue’s “Smokin’ in the Boys Room”
(1985) and Commander Cody’s “Smoke! Smoke! Smoke! (that 
Cigarette)” (1973) obviously ignores the Surgeon General’s warn
ings about nicotine, lung cancer, and heart disease. The horrors of 
drug abuse are graphically described by Canned Heat in “Amphet
amine Annie” (1968) and by Steppenwolf in “Snow Blind Friend” 
(1971). The sexually overactive “Sixty-Minute Man” (1951) 
lauded by The Dominoes is depicted as an exhausted lover four 
years later by The Checkers in “Can’t Do Sixty No More” (1955). 
A similar state of physical decline brought on by indiscriminate 
sexual liaisons is described by Bobby Bland in “Goin’ Down 
Slow” (1974).

Other more common pseudo-medical problems are defined by 
Huey Smith and The Clowns. They declare, “Would You Believe It 
(My Baby’s Got a Cold)” (1984). Ray Pillow notes that nothing is 
more familiar to him that “Common Colds and Broken Hearts” 
(1966). Paul Simon describes “Allergies” (1984); The Coasters
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warn about “Poison Ivy” (1959); and Weird A1 Yankovic expresses 
the discomfort of “Living with a Hernia” (1986). More mysterious 
ailments are depicted in Little Willie John’s “Spasms” (1957), 
Huey Smith’s “Rockin’ Pneumonia and the Boogie Woogie Flu”
(1957), and David Lindley’s “Tu-Ber-Cu-Lucas and the Sinus 
Blues” (1981). The most blatant example of self-destructive ten
dencies leading to hospitalization is found in Nervous Norvus’ 
homicidal driver, who is constantly arriving at the hospital for a 
“Transfusion” (1956).

MEDICINE

Psychology plays a major role in medical practice. A patient 
must have confidence in a physician in order to accept a diagnosis, 
to follow the doctor’s advice, and to take the prescribed medicine.11 
Of course, not all dispensers of prescriptions are professional doc
tors. In cases where home remedies, patent medicines, or other 
brews, potions, or elixirs are suggested, the mindset of the injured 
party is a key element in determining the impact of the medication. 
Romantic shortcomings, ranging from lover’s quarrels to infrequent 
dating opportunities, prompt searches for special cures in many 
popular songs. Sometimes, the solution to the personal problem is 
located without outside assistance, as in The Marvelettes’ “You’re 
My Remedy” (1964) or Ashford and Simpson’s “Found a Cure” 
(1979). When extreme loneliness occurs, though, strange sources of 
aid are sometimes consulted. David Seville’s “Witch Doctor”
(1958) chants on behalf of a frustrated suitor, while the mysterious 
Madame Ruth conjures up a bottle of “Love Potion No. 9” (1959) 
for The Clovers. The patent medicines sold at tent show revivals 12 
are alluded to in Neil Diamond’s “Brother Love’s Travelling Salva
tion Show” (1969) and more clearly defined in Ray Stevens’ “Jere
miah Peabody’s Poly Unsaturated Quick Dissolving Fast Acting 
Pleasant Tasting Green and Purple Pills” (1961).

It is fascinating to trace the use and abuse of medicine in contem
porary lyrics. Whether a homemade salve like Roy Buchanan’s 
“Goose Grease” (1987), a prescription for an oral contraceptive as 
in Loretta Lynn’s “The Pill” (1975), or the potentially life-threaten
ing uppers and downers described in The Rolling Stones’ “Moth
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er’s Little Helper” (1966), care should be exercised in self-adminis
tered medication. The contemporary fascination with drugs is a 
frightening sidebar to a society that once spoke reverently of 
achieving better living through chemistry. The literary allusion to 
Lewis Carroll’s fictional Alice is especially clear in The Jefferson 
Airplane’s “White Rabbit” (1967). Grace Slick sings, “One pill 
makes you larger, and one pill makes you small. But the ones that 
Mother gives you don’t do anything at all.” Clearly, the distinction 
between throat lozenges, cough drops, aspirin, and other household 
medications and the more exotic mind-altering substances is excit
ing. It is also dangerous, as illustrated in anti-drug songs by Canned 
Heat, Steppenwolf, Jimi Hendrix, Paul Revere, and others.

The final paean to medicines is provided by Allan Sherman. In 
his parody of the early-twentieth-century song “Smiles,” he cham
pions the case for “Pills” (1965). Sherman sings:

There are pills that make you happy,
There are pills that make you blue,
There are pills to kill your streptococi,
There are pills to cure your cockeye, too . . .

Whether metaphorically or physically, relying on external remedies 
to improve health and to resolve immediate feelings of depression, 
frustration, and long-range blues or tension is a strange-and often 
dangerous-activity.

OTHER MEDICAL REFERENCES

Beyond doctors, illnesses, and medicines, popular recordings 
feature a variety of references to the medical world. Although a few 
of the images are realistic, most are based upon comedy routines, 
fictional characters from radio and television programs, or imag
ined commentaries by physicians, nurses, psychiatrists, and other 
health-care personnel.13 Included in this are a variety of songs that 
use hospital jargon or medical-research terminology to define non
medical personal situations. Recordings that illustrate this latter 
approach are Cherrelle’s “Artificial Heart” (1986), Randy New
man’s “Back on My Feet Again” (1974), The Crows’ “Call a
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Doctor” (1972), Bloodrock’s “D.O.A.” (1985), The Oak Ridge 
Boys’ “Doctor’s Orders” (1982), and Kenny Rogers and The First 
Edition’s “Just Dropped in (to See What Condition My Condition 
Was in)” (1968).

Composers of popular songs are likely to seize titles or lyric 
themes from any well-known literary or media source.14 The in
fluences of Mary Shelley and Robert Louis Stevenson are readily 
apparent in the mad-doctor stereotypes conjured up by The Edgar 
Winter Group’s “Frankenstein” (1973) and Men at Work’s “Dr. 
Heckyll and Mr. Jive” (1983). Motion pictures have also provided 
opportunities to link romantic songs with fictional physicians and to 
create mythical men of medical science who have startling pow
ers.15 Examples of these situations are Lara’s theme from Dr. Zhi
vago (“Somewhere, My Love”) (1966) by Ray Conniff and “Doc
tor Doolittle” (1967) by The Do Re Mi Children’s Chorus. Such 
theme-related music carries over to televised medical series as well: 
Richard Chamberlain’s “Theme from Dr. Casey” (1962), Charles 
Randolph Grean’s “Marcus Welby, M.D.” (1970), and The After
noon Delights’ “General Hospi-Tale” (1981).

Finally, there are several recordings that illustrate off-beat refer
ences to peculiar medical situations. George Thorogood’s “Bad to 
the Bone” (1982) features a discussion by a maternity-ward nursing 
team about the unique nature of a newborn infant; Stevie Wonder 
recalls his childhood sexual experimentation of playing doctor and 
nurse in “I Wish” (1976); and Alice Cooper longs to ravish the 
sexy “Nurse Rozetta” (1978). In the realm of audio imitation of 
medical situations, two recordings stand out. The black humor of 
Weird A1 Yankovic mimicking the noisy compression drones while 
he talks to “Mr. Frump in the Iron Lung” (1983) is unforgettable. 
And the powerful, repetitive, thumping rhythm generated by Huey 
Lewis and The News in “The Heart of Rock and Roll” (1984) is 
striking. The last level of medically related imagery stems from the 
rise of health, fitness, and wellness campaigns during the 1980s. 
Although the lyrics mix sexual attraction with pumping iron, di
etary control, and health-club participation, the physiological im
provement imagery is still obvious. Recordings in this genre are 
Olivia Newton-John’s “Physical” (1982), Diana Ross’ “Muscles”
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(1982) and “Work that Body” (1982), and First Circle’s “Workin’ 
up a Sweat” (1987).

OBSERVATIONSAND CONCLUSIONS

After examining more than 500 contemporary recordings that fea
ture medical imagery in their titles or lyrics, one is startled by the 
invisibility of modem medical science in popular music. This con
clusion might seem peculiar, especially since it appears at the end of 
a lengthy report on medical images and metaphors. Yet it is the 
distinction between fact and fiction-between occupations and stereo- 
types-that fuels this invisibility claim. Just as many blacks object to 
the restricted, wooden images of African-Americans in many films 
and televisions shows, physicians and nurses should also be appalled 
by the one-dimensional portrayals in contemporary music.16

Perhaps it is unreasonable to expect the popular recording media, 
operating with only a three-minute communication format, to accu
rately depict the complex world of medicine. Similarly, it is prob
ably not the responsibility of RCA, Columbia, or Warner Brothers 
Records to educate Americans about medical insurance, physician 
liabilities, recent research discoveries, abortion counseling, artifi
cial insemination, RNA and DNA experimentation, medical ethics, 
and so on. Surely, no one would expect medical professionals to 
launch recording careers in order to provide knowledgeable, experi
enced insights into the day-to-day workings of clinics and hospitals, 
psychiatric wards, or intensive-care units. Clearly, though, song
writers and performers are severely flawed sources for informed 
imagery about medicine. Their ideas about the medical profession 
might be drawn from direct experience-receiving penicillin shots, 
physical examinations, maternity care, or emergency-room atten- 
tion-but most lyricists seem to formulate their images of hospitals, 
doctors, psychiatrists, nurses, chaplains, and all medical-related ac
tivities from the media.17 As illustrated throughout this study, it is 
motion pictures (like One Flew Over the Cuckoo’s Nest, M*A*S*H, 
Young Frankenstein, and Young Doctors in Love), televised medical 
dramas (such as Ben Casey, Marcus Welby, M.D., St. Elsewhere, 
Nightingales, Heartbeat, General Hospital, Quincy, Trapper John, 
M.D., Emergency!, and Medical Center), and various popular print



296 ROCK MUSIC IN AMERICAN POPULAR CULTURE

resources (including Soap Opera Digest, National Enquirer, People 
Magazine, and TV Guide) that fuel lyrical imaginations regarding 
medicine.18

What can be expected of future songs containing medical imag
ery? Not much will change. It would be safe to predict that: 
(1) chaplains will continue to be ignored as integral components of 
the health-care team; (2) nurses will continue to receive little recog
nition other than as fantasized sex objects; (3) hospitals will still be 
pictured as huge buildings peopled by faceless, nameless, white- 
jacketed doctors and operated in strict bureaucratic fashion; (4) spe
cial surgical techniques, research breakthroughs, and experimental 
treatment modes will either be totally ignored or mentioned only 
metaphorically; (5) sexual references will be rampant, but disguised 
in medical metaphors; (6) excellence in musical talent, sexual activ
ity, athletic skill, and other non-medical pursuits will continue to be 
recognized by the authoritative label “doctor” ; and (7) few, if any, 
complaints will be registered from medical professionals about the 
less-than-accurate portrayals of health-care personnel. The last pre
diction assumes that even in this litigious society, the tendency of all 
professionals to accept humor directed at their fields is quite well 
documented. Coupled with this stance is the prevalent public feeling 
that record lyrics are generally harmless entertainment. It is ironic 
that the so-called Washington Wives and their right-wing religious 
counterparts-who are so vehement about exposing the sexist, vio
lent, and satanic portions of rock music-are apparently oblivious to 
the more subtle anti-intellectualism of popular lyrics.19 The inves
tigation of this latter trend must fall to those who genuinely support 
free speech, but who also fear that mediated knowledge is insuffi
cient to promote the individual perception necessary for a truly dem
ocratic society.20

Recorded References: A Selected Discography

45-RPM Records

• “Addicted to Love” 
(Island 99570)
Robert Palmer (1986)
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• “Against Doctor’s Orders”
(Arista 9830)
Kenny G (1989)

• “All Shook Up”
(RCA 47-6870)
Elvis Presley (1957)

• “Allergies”
(Warner Brothers 29453)
Paul Simon (1983)

• “Artificial Heart”
(Tabu 05901)
Cherrelle (1986)

• “At My Front Door (Crazy Little Mama)” 
(Vee-Jay 147)
The El Dorados (1955)

• “Bad Case of Loving You (Doctor, Doctor)” 
(Island 49016)
Robert Palmer (1979)

• “Bad Medicine”
(Mercury 59962)
Bon Jovi (1988)

• “Bald Head”
(Mercury 8175)
Roy Byrd (1950)

• “Ben Casey”
(Carlton 573)
VaIJean (1962)

• “Ben Crazy”
(Diamond 119)
Dickie Goodman (1962)



298 ROCK MUSIC IN AMERICAN POPULAR CULTURE

• “Bloodshot Eyes”
(King 4461)
Wynonie Harris (1951)

• “Brother Love’s Travelling Salvation Show” 
(Uni 55109)
Neil Diamond (1969)

• “Bruce”
(Mercury 880405)
Rick Springfield (1984)

• “Call a Doctor”
(Legend 125)
Jack Wakefield (1963)

• “Callin’ Doctor Casey”
(RCA 8054)
John D. Loudermilk (1962)

• “Chills and Fever”
(Dot 16144)
Ronnie Love (1961)

• “Clap for The Wolfman”
(RCA 0324)
The Guess Who (1974)

• “Cold Sweat”
(King 6110)
James Brown (1967)

• “Common Colds and Broken Hearts” 
(Capitol 5597)
Ray Pillow (1966)

• “Crazy”
(Decca 31317)
Patsy Cline (1961)
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• “Crazy Mama”
(Shelter 7314)
J. J. Cale (1972)

• “Crazy Talk”
(Sire 716)
Chilliwack (1974)

• “D.O.A.”
(Capitol 3009)
Bloodrock (1971)

• “Dead Man’s Curve”
(Liberty 55672)
Jan and Dean (1964)

• “The Doctor”
(Capitol 44376)
The Doobie Brothers (1989)

• “The Doctor”
(Jubilee 56211)
Mary Wells (1968)

• “Dr. Ben Basey”
(Tuba 8001)
Mickey Shorr and The Cutups (1962)

• “Doctor! Doctor!”
(Arista 9209)
The Thompson Twins (1984)

• “Doctor Doolittle”
(Kapp 864)
The Do Re Mi Children’s Chorus (1967)

• “Doctor Feel-Good”
(Okeh 7144)
Dr. Feelgood and The Interns (1962)
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• “Doctor Feelgood”
(Atlantic 2403)
Aretha Franklin (1967)

• “Dr. Feelgood”
(Elektra 69271)
Motley Crue (1989)

• “Dr. Heckyll and Mr. Jive”
(Columbia 04111)
Men at Work (1983)

• “Dr. Jon (The Medicine Man)”
(Abnak 127)
Jon and Robin and The In Crowd (1968)

• “Dr. Kildare”
(Carlton 573)
VaIJean (1962)

• “Doctor Love”
(Trojan 256)
John Holt (1976)

• “Dr. Love Power”
(Hi 2302)
Ann Peebles (1976)

• “Doctor My Eyes”
(Asylum 11004)
Jackson Browne (1972)

• “Doctor of Love”
(Columbia 43372)
Dr. Feelgood and The Interns (1965)

• “Doctor Oh Doctor (Massive Infusion)” 
(Acto 3237)
The Electric Flag (1975)
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• “Doctor Rock”
(RCA 47-7275)
The Wild Bees (1958)

• “Dr. Rock and Roll” 
(Paramount 155)
Gary St. Clair (1972)

• “Doctor’s Orders”
(MCA 5294)
The Oak Ridge Boys (1982)

• “Double Vision”
(Atlantic 3514)
Foreigner (1978)

• “Feelin’ Alright”
(Capitol 3095)
Grand Funk Railroad (1971)

• “Fever”
(Capitol 3998)
Peggy Lee (1958)

• “Found a Cure”
(Warner Brothers 8870)
Ashford and Simpson (1979)

• “Frankenstein”
(Epic 10967)
The Edgar Winter Group (1973)

• “General Hospi-Tale”
(MCA 51148)
The Afternoon Delights (1981)

• “Go Insane”
(Elektra 69714)
Lindsey Buckingham (1984)
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• “Go See the Doctor”
(Jive 1041)
Kool Moe Dee (1987)

• “Goin’ Down Slow”
(Dunhill 4379)
Bobby Bland (1974)

• “Good Lovin’”
(Atlantic 2321)
The Young Rascals (1966)

• “ Hanging on a Heart Attack”
(Chrysalis 42996)
Device (1986)

• “Heart Attack”
(MCA 52100)
Olivia Newton-John (1982)

• “The Heart of Rock and Roll”
(Chrysalis 42782)
Huey Lewis and The News (1984)

• “High Blood Pressure”
(Ace 545)
Huey (Piano) Smith and The Clowns (1957)

• “Hyperactive”
(Island 99545)
Robert Palmer (1986)

• “I Don’t Need No Doctor”
(ABCTRC 10865)
Ray Charles (1966)

• “I Go Crazy”
(Philadelphia International 8114)
Lou Rawls (1980)
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• “I Go Crazy”
(Bang 733)
Paul David (1978)

• “I Got Stung”
(RCA 47-7410)
Elvis Presley (1958)

• “I Love Them Nasty Cigarettes”
(Chart 5112)
Jim Nesbitt (1971)

• “I Want a New Drug”
(Chrysalis 42766)
Huey Lewis and The News (1984)

• “I Wish”
(Tamia 54274)
Stevie Wonder (1976)

• “Injured in the Game of Love”
(HME 04734)
Donnie Iris (1986)

• “Itchy Twitchy Feeling”
(Sue 706)
Bobby Hendricks (1958)

• “Jeremiah Peabody’s Poly Unsaturated Quick Dissolving 
Fast Acting Pleasant Tasting Green and Purple Pills” 
(Mercury 71843)
Ray Stevens (1961)

• “Junk Food Junkie”
(Warner Brothers 8165)
Larry Groce (1976)
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• “Just Dropped in (to See What Condition My Condition 
Was In)”
(Reprise 0655)
Kenny Rogers and The First Edition (1968)

• “Lady Doctor”
(Epic 10607)
Johnny Robinson (1970)

• “Like a Surgeon”
(Rock ’n’ Roll 04937)
Weird A1 Yankovic (1985)

• “Love Is Contagious”
(Reprise 28257)
Taja Sevelle (1987)

• “Love Potion No. 9”
(United Artists 180)
The Clovers (1959)

• “Maniac”
(Casablanca 812516)
Michael Sembello (1983)

• “Marcus Welby, M.D.”
(Ranwood 872)
Charles Randolph Grean (1970)

• “Medicine Man”
(Event 3302)
The Buchanan Brothers (1969)

• “Mother’s Little Helper”
(London 902)
The Rolling Stones (1966)

• “Muscles”
(RCA 13348)
Diana Ross (1982)
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• “ 19th Nervous Breakdown” 
(London 9823)
The Rolling Stones (1966)

• “No Pain, No Gain”
(MS. B. 4501)
Betty Wright (1988)

• “Our Love Is Insane”
(Capitol 4669)
Desmond Child and Rouge (1979)

• “Papa’s Medicine Show” 
(Hickory 1670)
Leona Williams (1968)

• “Paralyzed”
(RCA EPA-992)
Elvis Presley (1957)

• “Paranoid”
(Warner Brothers 7437)
Black Sabbath (1970)

• “Physical”
(MCA 51182)
Olivia Newton-John (1982)

• “The Pill”
(MCA 40358)
Loretta Lynn (1975)

• “Poison Ivy”
(Atco 6146)
The Coasters (1959)

• “Psycho”
(Sue 732)
Bobby Hendricks (1960)
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• “Psycho Killer”
(Sire 1013)
Talking Heads (1978)

• “Psychobabble”
(Arista 1029)
The Alan Parsons Project (1982)

• “Psychotic Reaction”
(Double Shot 104)
The Count Five (1966)

• “Real Wild Child”
(Coral 62017)
Ivan (1958)

• “Rockin’ Pneumonia and the Boogie Woogie Flu” 
(Ace 530)
Huey Smith and The Clowns (1957)

• “Sexual Healing”
(Columbia 03302)
Marvin Gaye (1983)

• “Sixty-Minute Man”
(Federal 12022)
The Dominoes (1951)

• “Smoke! Smoke! Smoke! (that Cigarette)” 
(Paramount 0216)
Commander Cody (1973)

• “Smokin’ in the Boy’s Room”
(Elektra 69625)
Motley Crue (1985)

• “Snow Blind Friend”
(Donhill 4269)
Steppenwolf (1971)
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• “Somewhere, My Love”
(Columbia 43636)
Ray Conniff and The Singers (1966)

• “Song from M*A*S*H”
(Farr 007)
The New Marketts (1976)

• “Still Crazy After All These Years”
(Columbia 10332)
Paul Simon (1976)

• “Theme from Ben Casey”
(Carlton 573)
ValJean (1962)

• “Theme from Dr. Kildare (Three Stars Will Shine Tonight)” 
(MG 13075)
Richard Chamberlain (1962)

• “They’re Coming to Take Me Away, Ha-Haaa!”
(Warner Brothers 5831)
Napoleon XIV (1966)

• “Transfusion”
(Dot 15470)
Nervous Norvus (1956)

• “White Rabbit”
(RCA 9248)
Jefferson Airplane (1967)

• “Witch Doctor”
(Liberty 55132)
David Seville (1958)

• “Workin’ up a Sweat”
(E.M.I. American 8384)
First Circle (1987)
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• “Work that Body”
(RCA 13201)
Diana Ross (1982)

• “(You’re) Having My Baby”
(United Artists 454)
Paul Anka with Odia Coates (1974)

• “You’re My Remedy”
(Ramla 54097)
The Marvelettes (1964)

3 3 1/3-rpm Record Cuts

• “Amphetamine Annie”
(Liberty 7551)
Canned Heat (1968)

• “Back on My Feet Again”
(Warner Brothers 2193)
Randy Newman (1974)

• “Bad to the Bone”
(E.M.I. American 17076)
George Thorogood and The Destroyers (1982)

• “The Boogie Disease”
(Solid Smoke 8015)
Billy Hancock and The Tennessee Rockets (1981

• “Call a Doctor”
(Roulette 114)
The Crows (1972)

• “Doctor Brown”
(Collectibles 5110)
Buster Brown (1987)

• “Dr. Rock and Roll”
(Waterhouse 12)
Roy Buchanan (1980)
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• “Goose Grease”
(Alligator 4756)
Roy Buchanan (1987)

• “Headaches”
(Warner Brothers 1501)
Allan Sherman (1963)

• “How Could You Do It to Me” 
(EveJim 1991)
Little Joe Blue (1987)

• “I See Bones”
(Warner Brothers 1501)
Allan Sherman (1963)

• “Insane”
(Charly CDX 12)
Jack Scott (1986)

• “Living with a Hernia”
(Rock ’n’ Roll 40520)
Weird A1 Yankovic (1986)

• “Love Doctor”
(Warner Brothers 2719)
Millie Jackson (1973)

• “Mr. Frump in the Iron Lung” 
(Rock ’n’ Roll 38679)
Weird A1 Yankovic (1983)

• “Nervous”
(RCA 3523)
Robert Gordon (1980)

• “Nervous Breakdown” 
(Adelphi 4125)
The Nighthawks (1979)



310 ROCK MUSIC IN AMERICAN POPULAR CULTURE

• “Nurse Rozetta”
(Warner Brothers 3263)
Alice Cooper (1978)

• “Old Doc Brown”
(Columbia 1464)
Johnny Cash (1960)

• “Oreo Cookie Blues”
(Alligator 4739)
Lonnie Mack (1985)

• “Pills”
(Warner Brothers 1569)
Allan Sherman (1965)

• “Poison Ivy”
(Atlantic 81885)
The Nylons (1988)

• “Psycho”
(Imperial 1546731)
Huey (Piano) Smith and His Clowns (1983)

• “Rock and Roll Doctor”
(Warner Brothers 2850)
Cher (1975)

• “Serious as a Heart Attack”
(Alligator 4742)
Johnny Winter (1985)

• “Sickness and Disease”
(A&M4319)
Fairport Convention (1971)

• “Source of Infection”
(Warner Brothers 25732)
Van Halen (1988)
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• “Spasms”
(King 603)
Little Willie John (1957)

• “Teenage Nervous Breakdown”
(Varrick 007)
The Nighthawks (1983)

• “Tobacco”
(RCA Victor LSP 3601)
George Hamilton IV (1966)

• “Tu-Ber-Cu-Lucas and the Sinus Blues” 
(Asylum 5E-524)
David Lindley (1981)

• “Would You Believe It (My Baby’s Got a Cold)” 
(Ace CH 100)
Huey (Piano) Smith and The Clowns (1984)
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Chapter 22

Work Experiences

Work’s Many Voices-Volumes I and II (JEMF 110/111), com
piled by Archie Green. El Cerrito: John Edwards Memorial 
Forum (Arhoolie Records), 1987.

Under the subtitle “Songs of Work Reissued,” labor historian 
Archie Green has assembled two albums containing 32 songs 
drawn from 45-rpm recordings produced between 1950 and 1985. 
Reportedly, Work’s Many Voices will ultimately extend to ten vol
umes and will include 78-rpm discs dating back to the 1920s. The 
first two albums feature a diversity of little-known performers 
(Linda Gale Lewis, Tommy Riddle, Marcia Ball, and Pat Riley) 
singing in English, Spanish, and Cajun French; the selected songs 
are sung in varying styles (country, blues, folk, rockabilly, and pop) 
and were originally released on major (Mercury), minor (Republic), 
and independent (01’ Podner) labels.

Green provides a fascinating glimpse at what he fondly refers to as 
“Laborlore.” Examining the idiosyncratic, crazy-quilt pattern of oral 
history, the albums reveal the views of workers on all sorts of issues. 
In his liner notes, Green depicts his humanistic approach succinctly: 
“I view American workers, and their everyday tasks, through the 
lens of cultural and philosophical pluralism. Songs of labor are kalei
doscopic statements of identity-anger in neglect, shame in poverty, 
humor in situation, pride in skill, appreciation in custom, in custom, 
strength in numbers.” Assembled with loving care and clearly docu
mented by title, composer, recording artist, record number, city of

This review by B. Lee Cooper originally appeared in Popular Music and Society 
ΧΠ (Spring 1988): pp. 77-79. Reprint permission has been granted by the author and 
The Popular Press.
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release, date, publisher, copyright, source, and playing time, the 
songs are delightful and revealing. The sagas of teachers (“Mind- 
worker”), cowboys (“Cowboy’s Sweetheart”), mill workers (“Hard 
Times in a Cotton Mill”), transit drivers (“Cable Car Operator”), 
miners (“Trouble in Coal Country”), and heavy-machine operators 
(“Pan Man Jake”) populate Green’s vinyl salute to working folks. 
My personal favorites among the collected tunes include the son-to- 
his-father tribute “Working Class Hero,” the tongue-in-cheek brag 
“Working Man,” and Richard “Big Boy” Henry’s critical open 
letter to Ronald Reagan entitled “Mr. President.”

This audio historical resource has been carefully researched, 
neatly assembled, and thoughtfully documented. Yet why does it 
seem so antiquated-and so folksy? The answer is clear. The most 
popular, commercially successful work-theme songs of the past 35 
years are inexplicably absent from Green’s initial two volumes. 
How could one compile 45-rpm commentaries from the 1950-1985 
period on coal miners, steel laborers, or automobile assembly-line 
employees without including Tennessee Ernie Ford’s “Sixteen 
Tons” (1955), Jimmy Dean’s “Big Bad John” (1961), Billy Joel’s 
“Allentown” (1985), Bobby Bare’s “Detroit City” (1963), and 
Albert King’s “Cadillac Assembly Line” (1976)? Worse yet, how 
could popular laments of labor frustration-including Dolly Parton’s 
“9 to 5” (1980), Johnny Paycheck’s “Take this Job and Shove It” 
(1977), and Jim Croce’s “Workin’ at the Car Wash Blues” 
(1974)-have been overlooked? Hopefully, future volumes of Work’s 
Many Voices will look to The Beatles, Chuck Berry, Mac Davis, 
Don Williams, Johnny Cash, Sugarloaf, The Rolling Stones, Roy 
Orbison, Harry Chapin, The Coasters, Huey Lewis and The News, 
Styx, Bob Seger and The Silver Bullet Band, Billy Joe Royal, 
Human League, and Jimmy Reed as sources of labor-related 
themes. Ethnicity issues and small-town work problems notwith
standing, the nature and meaning of urban labor situations-both 
white and blue collar, male and female, day and night shifts-de- 
serve much more careful exploration and audio inclusion in Green’s 
so-called “vocumentary.”

Despite the potential educational value of selected recordings, 
there is a continuing legal conflict that often blunts the instructional 
use of songs. Although not explained by Green, this difficulty might



Work Experiences 317

be the source of many of his song omissions. Commercial recording 
companies, modem composers and lyricists, and several other 
forces within the vinyl business community have been slow to 
recognize-and often unwilling to support-the educational repro
duction of previously released hit songs. Securing copyright per
missions is undeniably mandatory. But few scholarly agencies or 
small record companies can afford the astronomical rates charged 
by those firms controlling rights to songs by Bob Dylan, Paul Si
mon, Willie Nelson, Gordon Lightfoot, Stevie Wonder, Neil Dia
mond, and others. Yet, it’s these talented troubadours who are key 
public interpreters of many modem American workplaces. Green’s 
groundbreaking compilation may begin to weaken this economic 
dam that is holding back a flood of key oral-history commentaries.

Contemporary recordings warrant student investigation and seri
ous scholarly study. They are wonderful barometers of social and 
personal concerns. Archie Green has begun to dig into only one rich 
vein of the broad goldmine of recorded oral commentary. The 
JEMF label deserves praise for sponsoring such a worthwhile proj
ect. The next eight volumes in this series will expand upon the fine 
beginning of the first two. Teachers of labor history, American 
studies, ethno-musicology, and contemporary sociology should find 
these vinyl texts to be invaluable classroom resources.
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