
MSTU2000:
Lecture: Week 5 (6 Apr. 2005)

"Mama Weer All Crazy Now": Subcultural Identity and the Lyric"

	1.  A Brief History of Academic Research into Song Lyrics


1a.

How the craft of lyric writing has been viewed - Industrially:

	Letter to novelist Radclyffe Hall from William Davey, Chairman of Chappell and Co in 1918 (then Britain's largest music publishing company), after the song "The Blind Ploughman," for which she wrote the words, became a best-seller.

Dear Miss Radclyffe Hall.

I yield to no one in my admiration of your words for "The Blind Ploughman." They are a big contributing factor to the success of the song. Unfortunately, we cannot afford to pay royalties to lyric writers. One or two other publisher's may but if we were to once introduce the principle, there would be no end in it. Many lyrics are merely a repetition of the same words in a different order and almost always with the same ideas. Hardly any of them, frankly, are worth a royalty, although once in a way they may be. It is difficult to differentiate, however. What I do feel is that you are quite entitled to have an extra payment for these particular words, and I have much pleasure in enclosing you, from Messrs Chappel, a cheque for twenty guineas.


The situation today is now markedly different with lyric writing worth 50% of royalties, and books of lyrics being published. 
1b.

How the craft of lyric writing has been viewed - Academically:

●
While William Davey had commercial reasons for treating the words of popular songs as formula writing, his argument is not uncommon among academic critiques of lyric writing. Popular music lyrics have been treated by researchers and theorists as inferior forms of literary dialogue and have been largely ignored by musicologists. 

●
From the 1940s onwards most research into song lyrics involved the almost exclusive use of content analysis. It is only recently that a more complex tool has come to the fore - this being textual analysis. As critical tools content and textual analysis are closely related, and might be thought of as differing in the degree to which they approach the analysis of lyrics. However, neither is able to provide a complete understanding of the role of lyrics in building or maintaining subcultural identity.

	                                                                CONTENT ANALYSIS:

- The traditional cultural research method of the 1940s-1980s. Used initially to analyse the lyrics of hit records, mainly the songs of 

       Tin Pan Alley songs. 

-  Content analysis was favoured because most academic lacked musicological expertise. The lyric became the default by which 

        critics measured the success, or lack of critical success, of hit records. 

-  Content analysis focuses on reducing the lyrics to generalised concepts - love/sex; religion; violence; social protest etc. It identifies 

       themes across a broad area and attempts to categorise songs within these themes.


CONTENT ANALYSIS:

●
In the 1950s and 1960s sociologists used content analysis - essentially the traditional cultural research method of the period - to analyse the lyrics of hit records, mainly the Tin Pan Alley songs of the previous few decades. 

●
 Content analysis was also favoured because most (if not all) the academics working in this field lacked musicological expertise. As a consequence, the lyric became the default by which these critics measured the success, or lack of critical success, of hit records. What this meant was that the researchers simply confirmed what seemed obvious to them - that it was possible to read back from the lyrics of songs the social forces that produced them.

●
Content analysis essentially reduces the subject matter of lyrics to generalised concepts - love/sex; religion; violence; social protest etc. It is interested in finding related themes across a broad area and attempting to pin down issues of interest, notably social or cultural psychology. As a tool it tends to overly categorise, and assume mass affiliation.

●
One significant influence on this approach to lyric analysis was Theordor Adorno from the Frankfurt school of theorists and writers.

	       The Frankfurt School, founded at the University of Frankfurt (Germany) in the early 1920s, developed its critical theories based on an essentially Marxist foundation, which they anticipated would influence social change.  Leading theorists to emerge from this school of thought were Theordor W. Adorno (1898-1979), Max Horkheimer (1895-1971) and Herbert Marcuse (1898-1979). 

       The Frankfurt School theorists argued that capitalist societies produce popular culture products not simply as a commodity to be bought and sold in the market, but that these commodities increasingly penetrate social and cultural life, creating a  more passive society, and thus at the expense of individual and/or national identity. Adorno, for example, argued that the popular music industry was an integral part of capitalism, and therefore played a significant part in assisting capitalist domination.


●
The influence of Adorno led several theorists writing in the 1950s to propose that all successful popular songs were about romantic love. According to the research, pop lyrics reflected the emotional needs of their time. Thus it was argued that the psychological history of a western country (the USA according to most research), could be traced through the shifting themes of popular music.

●
So by the time of the Birmingham school of theorists (c1970s), the overall assessment of lyric content in popular songs tended to show quite significant patterns. 

	1900s - 1920s:
  Popular lyrics largely identified with patriotism, proletarianism and hedonism 

1920s - 1940s:
  A more negative and morbid lyric content noticeable, reflecting the disillusionment of  the Depression 

                             and War Years.

1950s:

  Pop lyrics reflect the new zeal of post-WWII America, as the mass mood of the nation invests itself in 

                             consumerism and cold war fervor.

1960s:

  The emergence of liberated sexual mores and political protest.



These observations have tended to dominate the research published up until very recently, and in this respect we are talking about the mid to late 1990s. 

TEXTUAL ANALYSIS:

	TEXTUAL ANALYSIS:
-  Textual analysis attempts to unpack the formal qualities of lyrics through examining the underpinning structures of texts and their 

       constituent characteristics. It is closely aligned with the  field of semiotics and is much more interested in psychoanalytical 

       concepts than content analysis.

-  A textual analysis of a popular song would examine its musical constituents - not only to the lyrics but also the audiovisual format.

-  As with traditional musicology, textual analysis neglects the social context. Neither takes into consideration the role of pleasure in 

       popular music.  


●
Since the early 1990s some popular music theorists have attempted to identify and unpack the formal qualities popular song lyrics through textual analysis. Textual analysis is primarily concerned with the underpinning structures of texts and their constituent characteristics. It is closely aligned with the field of semiotics and is much more interested in psychoanalytical concepts than content analysis.

●
A textual analysis of a popular song would require the examination of its musical constituents - for example, paying attention not only to the lyrics but also the visual format (video, CD or album sleeve, posters etc). The lyrics would also be analysed in conjunction with the music - requiring of the researcher some degree of musical competency.

●
As with traditional musicology, textual analysis also neglects the social context. Neither takes into consideration the role of pleasure in popular music. In this respect neither attempts to understand the relationship between the body, feelings, emotions and sexuality in the listeners response to the music.  The flaw in content and textual analysis is several fold:

	                                                 Flaws in previous Analysis of Lyric Content

a)
Research has been unsystematic. Researchers often choose songs that supported their argument.

b)
The words of all songs have been given equal value.

c)
It has been assumed that song lyrics express general social attitudes.

d)
Little if any account of the musical setting has been taken into account.

e)
It has been assumed that a song's popularity equates the public's mood or agreement with the lyrics. That is, that songs reflect the 

            beliefs and values of their listeners.

f)
Seldom, if ever, have lyrics been analysed in the context of their consumption - the interactive relationship between performers 

            and audiences has not been given an value.


●
Much of the analysis undertaken to date therefore involves questionable theoretical judgment. Past research has essentially misunderstood the way lyrics world ideologically - the way individuals recognise in them situations or ideas that have meaning or which they accept as meaningful to them.  

1c.
Ideology and Pleasure in the Lyric:

	      [A] text's historical conditions of production and consumption are important, as is the nature of its audience, and the various ways in which they mediate their encounter with the text. Conversely…  meaning [cannot] be simply read off from the structural location of the consumer. Text and audiences interact.  [As Herman and Hoare (1979)] conclude: 'Because records are interpreted, because they stimulate song, their consumption is not merely passive. A song's meaning is not immutable, independent of context' (53). The study of 'pop' music fans also reminds us that cultural meanings are ultimately made by consumers, even is this process is under conditions and opportunities not of their own choosing (Roy Shuker, Understanding Popular Music, 14-15).


●
No single meaning can be attributed to each song lyric. Roy Shuker and Herman and Hoare reflect the argument put forward by post-structuralist theory that each individual will read a text according to their own lived experiences, knowledge and ideologies. "My Generation" will very likely have a different resonance to different people (particularly those of different generations) "My Generation" also resists ready-made meaning (i.e.; how old is old?  If you are going to die young, how are you going to die?). The lyrics of the song have a clearly defined ideology, however. It would be almost impossible for anyone to read "My Generation" as a love song, for example. We interpret the lyrics of the song, in combination to the music that accompanies it, largely as Townsend intended. That is, it is an anthem for youth rebellion and denial of the parent generation. 

●
Our final, overall, understanding of the song, however, is a unique experience to each of us. You might like it, love it, dislike it or even have no opinion. You might agree with the ideology (even though you don't like the song), or conversely you might disagree with the ideology (even though you like the song). 

●
A song's capacity to appeal to a particular audience, or subculture, requires therefore that it attempt to identify with that culture - that its music and lyrics are recognised as being familiar with the codes and conventions inherent to that audience. There must be a social dimension  - a frame of reference - to the song which will encourage consumption. Consumption is intrinsically tied in with the notion of pleasure, and the pleasure of any text is very much a combination of factors - the two most obvious being familiarity and relevance.

	Popular texts must offer popular meanings and pleasures - popular meanings are constructed out of the relevance between the text and everyday life, popular pleasures derive from the production of these meanings by the people, from the power to produce them. There is little pleasure in accepting ready-made meanings, however pertinent. The pleasure derives both from the power and process of making meanings out of their resources and from the sense that these meanings are ours as opposed to theirs. Popular pleasures must be those of the oppressed, they must contain elements of the oppositional, the evasive, the scandalous, the offensive, the vulgar, the resistant. The pleasures offered by ideological conformity are muted and are hegemonic; they are not popular pleasures and work in opposition to them (John Fiske, Understanding Popular Culture 1995: 126-7).


1d.

Lyrics and Mass Culture:

●
With the rise of industrial capitalism, the song proper became the most characteristic lyrical form through which the popular culture express their fantasies, their codes and their aspirations.  Simon Frith, in his chapter on lyrics, titled "Why Do Songs Have Words?, in Music For Pleasure: Essays In The Sociology Of Pop (1988), proposes, however, that "mass culture has turned visions of the extraordinary into clichés of the ordinary, and pop song lyrics have been subordinated to the performing conventions of forced intimacy. 

●
Up until the mid-1960s the Tin Pan Alley style of pop music lyric essentially restricted themes to love and romance. Reality, the controversial and the unfamiliar were all but excluded. However, as young musicians Bob Dylan, The Beatles, Stones, Who etc began to explore "blues" realism, rock lyrics began to function as a means of exposing false ideology. Lyrics were quickly seen in the rock context to no longer matter when they ceased to be true. We might refer to this notion as lyrical realism.  At its simplest, the theory of lyrical realism infers a direct relationship between a lyric and the social or emotional condition it describes and represents.   (i.e. Bruce Springsteen and Eminem)

●
While the implication has been that rock songs are measured against the principles of lyrical realism, the problem for many bands moving from a subcultural base to international/mass culture exposure - again Dylan, The Beatles, Stones and Who - is that as they begin to make music according to the logic of commercial entertainment. 

	Wallis,  Roger and Krister Malm  (1984*):     On an international level, and sometimes even on a national level, a result of [the dependency on technology] is the emergence of a professional elite who rely ultimately on the media rather than live performances to communicate with their audiences… The recording introduces an extra level between the performer and the audience. A general effect of this is too separate the world of the successful recording artist from that of the average consumer of these recordings. This in turn influences the subject matter of their material. Personal problems or general philosophical observations tend to dominate. Artists serving a world market would rarely choose to sing about, say, why the eight o'clock bus is always ten minutes late, or some other subject of local relevance" (169).



1e.

Lyrics at the Subcultural Level - Identity and Identification:

●
Because the analysis of rock song lyrics is fairly recent area of study, it is perhaps necessary to first establish a theoretical framework from we might explore the lyrics of particular bands and artists and the relationship these songs have with the intended subcultural community. 

●
Of particular importance here are the ways and means by which words (more so than the writer's original intent) allow each receiver the ability to envisage "mental representations of emergent spatial relationships" in narrated worlds" (Herman 1) Lyrics, as with fiction and drama become vehicles through which the invisible forces of life and society can be seen to work. This is because, as Gary Burns notes, "the stories of a nation are the basic process by which human behaviour is formed. Stories and drama," he argues, "create a fantasy world which the mind can select in preference to (or through neglect of) directly experienced reality" (25-6). 

●
A song's capacity to appeal to a particular audience, or subculture, requires that it attempt to identify with that culture - that both its lyrics and music are recognised as being familiar with the desired codes and conventions of that audience. With a band like Midnight Oil, for example, their longevity (and relative commercial success) was most commonly been attributed to the grassroots relationship they had with the social issues that concerned both them and varied sections throughout Australian society. This allowed the band to maintain credibility with both their committed fan base and the larger (though less consistent) consumer market. 

For the fan the pleasure of particular "Oils" songs becomes a combination of factors - the two most obvious being 1) familiarity with the "sound" generated by the band and 2) the relevance the songs  have for the individual (ie; their words or socio-political associations). Simon Frith points out that, "in a culture in which few people make music but everyone makes conversation, access to songs is primarily through their words. If music gives lyrics their linguistic vitality, lyrics give songs their social use (123). 
That Midnight Oil prescribe within their songs a type lyric style and content that encourages consumption within a particular segment of the market is not unusual because at the heart of this approach is the notion of pleasure. 

●
John Fiske notes, too, in Understanding Popular Culture, pleasure is derived from products of popular culture through the process (and power) of making meanings, and from the sense that these meanings are a relationship act between the producer and the individual that cannot be shared by those who lay outside the relationship (126). The process that Fiske talks about doesn't mean that all lyrics are fixed in terms of their meaning. The meaning of a text can still resonate differently between individuals as they decode not only the narrative as a whole but also the words and syntactical structure of those words according to their own prescribed experiences (including education).  There are limits to how far one can project meaning, though. It is unlikely, for example, that one might read into the lyrics of Jet's "Are You Gonna Be My Girl" a narrative about goblins living in Middle-Earth. This is because most rock songs use narrative realism to impart their message or meaning within the lyrics. 

Narrative realism stresses what has happened or is happening  through a syntax that is understandable through its relationship with everyday language.  The primary concern of the songwriter is to encode what has happened to whom, when, where, why and perhaps to what resolution. Individual meaning is given free reign but only within the parameters of the syntax used. Stepping outside that syntax to establish unrelated meaning is itself a meaningless act.  Sometimes, however, the individual has much greater difficulty in trying to make meaning from a particular song or even the songs from a particular artist. Much of the Midnight Oil catalogue of songs, for example, require much greater effort on the part of the listener, as the band's lead singer Peter Garrett is fully aware: 

Lyrics are very much what people make of them and different people are going to make different things of your lyrics. Someone can take a lyric and think that it's all about the end of the world and someone else can take the same lyric and think it's about the beginning of their love life (Casmere 3).

	3.1.  Blues Lyrics: Robert Johnson


CHRONOLOGY:

1911:
Robert Johnson is born Hazelhurst, Mississippi on 11 May to Julia Major (Dobbs) and her lover Noah Johnson. His childhood is very unsettled. After getting pregnant Dobbs leaves her husband, Charlie Spencer, to live with Johnson. Young Robert spends the first two or three years in Delta migrant camps. Johnson later leaves the pair and they eventually  move to  Memphis where she re-unites with Spencer. The mother leaves shortly afterwards leaving Robert with Spencer. Robert, who is known as Robert Spencer until his late teens returns to live with his mother in Robinsonville some two years later - aged about 5 or 6, but the remainder of his childhood and early youth is shared with a number of "step-fathers." During his teens Johnson teaches himself harmonica and begins to learn guitar. Two of the most significant influences on young Robert at this time are the legendary blues guitarists Son House and Charley Patton. It has been said of Johnson, however, that around this time he was an average musician at best. 

1929:
Robert Johnson marries Virginia Travis in February, and they soon became expectant parents.  The following year Virginia, only sixteen years old, dies in childbirth in 1930.1931:
Johnson leaves the Robinsonville scene for about a year and takes to the road playing the "jook" joints of the road gangs and lumber camps. He meets Calletta "Callie" Craft and they marry in May. They keep the marriage a secret.  

c1932:
When Johnson reappears in Robinsonville everyone is astounded by how good a guitarist he has become. Rumours quickly spread that he has sold his soul to the devil in return for his amazing ability and Johnson does little to deny them. Both Son House and Charlie Patton also contribute to the devil legend through references to Johnson striking change in ability. It is said that he also returned with a phenomenal memory for music (he could hear something on the radio during the day and play it back note for note that same night); he could also play chords he'd never heard before; 
and that he never practiced.  Not only does Johnson not deny the devil myth, he alludes to it in several of his songs, notably his best known - "Cross Road Blues."

1936:
Johnson undertakes the first of his two recording sessions in San Antonio, Texas. 

1937:
The second of Johnson's recording sessions takes place in Dallas. In all 29 songs have been recorded, with some twice (the entire collection of Robert Johnson songs is 41). Over the next year or so Johnson travels around Mississippi as an itinerant musician. His reputation as a musician (and womanizer) is widespread, however.

1938:
Johnson's last gig is on August 13, 1938 at a jook joint named Three Fork. Sometime during that night Johnson is  found dead.  Of the many rumors concerning his death (stabbing, poison, the devil catching up with him), poisoning is 
the most prevalent and most substantiated. His death certificate was found in 1968, verifying his death in Greenwood, Mississippi. He is believed to be buried at a small church in Morgan City, MS, which is near Greenwood. It was soon after Johnson's death, but before the news was wide-spread, that John Hammond began looking for Johnson to perform at Carnegie Hall in a "From Spirituals to Swing" concert.  
1990:
Johnson's CD compilation, The Complete Recordings Of Robert Johnson goes platinum in the USA and receives a 


Grammy Award. 

KEY SONGS:

"Cross Road Blues," "Four Until Late" "Ramblin' On My Mind" "Steady Rollin' Man" "Walkin' Blues" "Malted Milk" 

"Love In Vain," "Stop Breaking Down" "Hellhound On My Trail," "Terraplane Blues," "Me And The Devil Blues," 

"Preachin' Blues (Up Jumped The Devil)," Kindhearted Woman Blues," "When You've Got A Good Friend," "If I Had 

AFRICAN-AMERICAN MISSISSIPPI DELTA SUBCULTURE:

* Audience Identification:  Generally, blues music provides a means for emotional outpouring. The songs were written by musicians for themselves or for their audiences and communicated messages within a community of people relegated to the outskirts of American society. The image of the blues is for most people one of a sorrowful cry from an uprooted and humiliated people. Sometimes it deals with the past and its living legacy of deprivation, but the blues - as played by its early practitioners - was at heart about the here and now, the day to day strategies of survival, particularly with regard to maintaining your identity in a society that was patronising and hostile.  John Lee Hooker, has said of the blues:

	Every song I sing is something that happened to my life or somebody else's life… I get some songs from my experiences with women, but it ain't only women. You might lose your money or your car, or you can't pay the rent. Every person has these heartaches and tribulations in life. That's why everybody digs the blues… it has more feeling than any other music.


The lyrics of his songs were exemplify the blues in that they might often be crude, even rude, but never pretentious or given to sentimentality. Instead they can be thought of as narration and an interpretation of experience, a music of courtship and battle cries that served to raise the dance and erotic fever of the audience. It was performed for demanding and often dangerous audiences - or audiences that frequently included violent and dangerous men and women. Johnson, as with his other blues-playing contemporaries, essentially supplied the musical background - a soundtrack, if you like - not just for entertainment but for the inner workings of human lives eked out in poverty and hardship.  

A guitarist of unusual ability - who often played chords and riffs that seem to be performed by more than one guitarist, it is Johnson's unique playing style, and the paucity of information that we have about him that has resulted in Faustian myth being attached to his legend. With Johnson, the legend began to surface after he returned from a period of time away in parts unknown.  Johnson was not the only Delta blues musician to encourage people to believe that he has sold his soul to the devil, but he is certainly the only one whose life matches the requirements.

LYRICS

"Ramblin' On My Mind"

I got ramblin' I got ramblin' on my mind



Went down to the station catch the first mail train I see

I got ramblin' I got ramblin' on my mind



Running down to the station catch that old first mail train I see

Hate to leave you baby, but you treats me so unkind

I got the blues about Miss So and So and the child got the blues














about me

I got mean things, I got mean things all on my mind



Little girl, little girl, I got mean things all on my mind

I got to leave this morning' with my arms a-foldup and cryin'

Hate to leave you baby, but you treats me so unkind

And I'm leaving this morning with my arms a-foldup and cryin'













I believe my baby but she treats me so unkind













I got mean things…

___________________________________________________________________________________________________

	"Terraplane Blues"

And I feel so lonesome, you hear me when I moan

When I feel so lonesome, you hear me when I moan

Who been drivin' my Terraplane for you since I been gone

I'd said I flash your lights, mama your horn won't even blow
Somebody's been runnin' my batteries down on this machine

I even flash my lights, mama this horn won't even blow

Got a short in this connection well, babe, it's way down below

I'm on'h'ist your hood, mama I'm bound to check your oil

I'm on'h'ist your hood, mama I'm bound to check your oil

I got a woman that I'm lovin' way down in Arkansas

Now, you know the coils ain't even buzzin' little generator won't get the spark

Motor's in a bad condition, you gotta have these batteries charged

"Cross Road Blues"

I went to the crossroad,  fell down on my knees

I went to the crossroad, fell down on my knees

Asked the Lord above "Have mercy, now

Save poor Bob, if you please

Standin' at the crossroad, I tried to flag a ride

Standin' at the crossroad, I tried to flag a ride

Didn't nobody seem to know me everybody pass me by

The sun goin' down, boy, dark gon' catch me here boy

Dark gon' catch me here, I haven't got no lovin' sweet woman That love and feel my care

You can run, you can run, tell my friend-boy Willie Brown

You can run, you can run tell my friend-boy Willie Brown

Lord, that I'm standin' at the crossroad, babe I believe I'm sinkin' down

 
	"Come On In My Kitchen"

You better com on in my kitchen
Babe, it's goin' to be rainin' outdoors

Ah, the woman I love took from my best friend

Some joker got lucky stole her back again

You better come on in my kitchen
Baby, it's goin' to be rainin' outdoors
Oh-ah, she's gone I know she won't come back

I've taken the last nickel out of her nation sack

You better come on in my kitchen
babe, it's goin' to be rainin' outdoors

 Oh, can't you hear that wind howl? Oh-y', can't you hear that wind would howl?

You better come on in my kitchen babe, it's goin' to be rainin' outdoors
"Hellhound on My Trail"

I got to keep movin'   I got to keep movin'
Blues fallin' down like hail   blues fallin' down like hail

Blues fallin' down like hail   blues fallin' down like hail

And the days keeps on worryin' me

There's a hellhound on my trail


If today was Christmas Eve If today was Christmas Eve
And tomorrow was Christmas Day  

If today was Christmas Eve and tomorrow was Christmas Day
Wouldn't we have a time, baby?

All I would need my little sweet rider just

To pass the time away,  To pass the time away

You sprinkled hot foot powder around my door
All around my door You sprinkled hot foot powder

All around your daddy's door  

It keep me with ramblin' mind, rider

Every old place I go  Every old place I go

I can tell the wind is risin' the leaves tremblin' on the tree
Tremblin' on the tree

I can tell the wind is risin' leaves tremblin' on the tree
All I need's my little sweet woman

And to keep my company, hey my company


	3.2.  Rock 'n' Roll Lyrics:  Chuck Berry



CHRONOLOGY:

1926:
Born Charles Edward Anderson Berry in St Louis, Missouri where he learned the guitar. 
1944:
Berry is sentenced to gaol at age 18 for armed robbery at the age of eighteen. After being released he begins playing 

guitar in various St. Louis bar bands.

1951:
He records some of his composition ideas on a home tape recorder and joins Johnnie Johnson (piano) and Ebby 

Hardy (drums) to form a trio which became a popular R&B/country attraction.

1955:
Berry moves to Chicago with a demo tape and through a meeting with Muddy Waters was introduced to Leonard Chess. One song on the tape, "Ida Mae", impresses Chess, and after a re - write, turns it into "Maybellene", The record becomes a favourite of D.J. Alan Freed who plays it extensively - taking a share of the composer royalties as his "reward". The song becomes a national Top 5 smash, as well as an R'n'B No. 1. Between 1955 and 1960s he has a stream of chart successes and appears in several "rock" films: Rock, Rock, Rock (1956), Mister Rock And Roll (1957) and Go, Johnny, Go (1959).
1958:
Berry's famous "duckwalk" is captured in the documentary film Jazz on A Summer Day (recorded live at the 1958 Newport Jazz Festival) 

1961:
Berry is imprisoned again, this time for "transporting a minor across state lines for immoral purposes".  He spends 20 months in prison, continuing to write, but unable to continue his recording career. Berry's continues to find new audiences through the frequent covering of his songs by British Invasion bands like The Beatles and Rolling Stones. Eventually, however his star wanes as rock music moves well beyond the rock 'n' roll template pioneered by Berry and his 1950s contemporaries. 

1971:
Berry continues to tour but it wasn't until he performs a long - used showstopper, "My Ding A Ling" in a 1972 


recorded concert, that he finally achieves another No. 1 hit. His career is revived yet again, 

KEY SONGS:

"Maybellene," Promised Land," "Johnny B. Goode," "Memphis Tennessee," "Roll Over Beethoven," "Let's Rock,"

"Rock 'n' Roll Music, " "Back In The USA," "Come On," "Carol," "Sweet Little Sixteen" "You Can't Catch Me,"

"Sweet Little Sixteen," Reelin' And Rockin'," "Little Queenie," "Bye Bye Johnny," "My Ding-a-Ling," "School Days" and "Brown Eyed Handsome Man."

1950s ROCK 'N' ROLL SUBCULTURE:

* Audience Identification:  The music subculture that emerged during the rock 'n' roll era did so within the rapidly changing social landscape of the times. While the 1950s was a much more prosperous time that the 1940s and 1950s, the cold war provided a new degree of tension that required release. Teenagers during the 1950s were also for the first time able to access their own earnings, whereas previous generations would have seen their income become part of the family's financial support. The first generation of American teenagers was therefore created, and became a considerable economic and political force. The emerging youth culture of the mid-1950s was excited by the dark, albeit exciting side of  rebellious antiheros – popularised in movies like The Wild One (1954) with Marlon Brando; Blackboard Jungle (1955) and Rebel Without A Cause (1955) with James Dean.  Some rockabilly performers, like Eddie Cochrane and Gene Vincent also took up this image, wearing black leather jackets and singing songs about the need to break free of adult authority figures. Rebellion was not limited to teenagers during this era, however. Beat poets and writers also began questioning the values of American society and in particular the notion that it was living up to its ideals of freedom for all. 


Lyrically Chuck Berry's songs are bold, witty and an essential part of the rhythmic impact of his songs. The phrase "riding along in my automobile..." encapsulates the thematic focus of much of his music. The songs reflect the (largely white male) teenage obsessions of the time (notably the generation gap, cars and girls) and in this respect he was able to transcend the colour bar which had blighted many other black artists' careers. In this respect Berry, as with his fellow rock 'n' rollers, spoke directly to teenagers. Being loud, raucous and sexual the music was the antithesis of their parents' music. And there was now an audience to support it. Furthermore, because Berry hid much of the blatant sexuality of his themes within the lyrics of his songs (using car metaphors, for example), parents and other "concerned" citizens didn't latch on... which is exactly what the kids wanted. Berry's success was in large part due to his innate observations of the teen audiences who came to his shows (even though he was in his thirties). He watched their reactions and put their amusement pleasure first – and subsequently songs like "Johnny B. Goode," "Maybellene," "School's Out" and "Roll Over Beethoven" became rock 'n' roll anthems – to both white and black kids. Musically, Chuck Berry pioneered rock's essential backbeat rhythm through his use of the two stringed guitar riff based around the twelve bar blues pattern. This was to influence the development of rock music right through to the late 1970s and beyond.
LYRICS

"Maybellene"

Maybellene, why can't you be true




The Cadillac pulled up ahead of the Ford
You've started back doin' the things you used to do

The Ford got hot and wouldn't do no more












It then got cloudy and started to rain
As I was motivatin over the hill  





I tooted my horn for a passin' lane
I saw Mabellene in a Coup de Ville




The rainwater blowin' all under my hood
A Cadillac a rollin' on the open road




I know that I was doin' my motor good, 
Nothin' will outrun my V8 Ford





Maybellene
The Cadillac doin' about ninetyfive
She's bumper to bumper, rollin' side by side, 


The motor cooled down the heat went down

  Maybellene








And that's when I heard that highway sound












 The Cadillac a sittin' like a ton of lead












A 110  half a mile ahead, 













The Cadillac lookin' like it's sittin' still













And I caught Mabellene at the top of the hill,













Maybellene

	"I Want To Be Your Driver"

I want to be your driver (repeat)
I would love to ride you
I would love to ride you way ‘round
Would be ready when you want me
To drive you on downtown
Yeah, I want to drive your
Your long and beautiful
Your round and wide
Built to roll limousine
Never had the thrill of drivin’
Such a wonderful machine
I rode all ‘round the mountains
Right down in the valley
I would travel all over
Would drive you home with ease
You will enjoy every journey
It will be my aim
"School Days"

Up in the mornin' and out to school
The teacher is teachin' the Golden Rule
American history and practical math
You study' em hard and hopin' to pass
Workin' your fingers right down to the bone
And the guy behind you won't leave you alone

Ring ring goes the bell
The cook in the lunchroom's ready to sell
You're lucky if you can find a seat
You're fortunate if you have time to eat
Back in the classroom open you books
Gee but the teacher don't know
How mean she looks

Soon as three o'clock rolls around
You finally lay your burden down

                                                                             cont…


	Close up your books, get out of your seat

Down the halls and into the street
Up to the corner and 'round the bend
Right to the juke joint you go in

Drop the coin right into the slot
You gotta hear something that's really hot

With the one you love you're makin' romance
All day long you been
Wantin' to dance
Feelin' the music from head to toe
'Round and 'round and 'round you go

Hail, hail rock'n'roll
Deliver me from the days of old
Long live rock'n'roll
The beat of the drum is loud and bold
Rock rock rock'n'roll
The feelin' is there body and soul

"Little Queenie"

I got lumps in my throat
When I saw her comin' down the aisle
I got the wiggles in my knees
When she looked at me and sweetly smiled
There she is again
Standin' over by the record machine
Lookin' like a model on the cover of a magazine
She's too cute to be a minute over seventeen

Meanwhile I was thinkin' she's in the mood
No need to break it I got a chance, I oughta take it
If she’ll dance we can make it….


C'mon Queenie let's shake it

Go, go, go, Little Queenie
Tell me who's the queen standin’ over by the record machine
Lookin’ like a model on the cover of a magazine
She's too cute  to be a minute over seventeen

Meanwhile, I was still thinkin' if it's a slow song we'll admit it
If it's a rocker, then we'll get it, if it's good she'll admit it
C'mon Queenie, let's get with it

Go, go, go, Little Queenie
Go go, go, go, Little Queenie
Go go, go, go, Little Queenie


	4.1.  THE WHO


	Roger Daltrey vocals; Pete Townsend guitar/keyboards/vocals; 

John Entwistle bass/horns/vocals; Keith Moon drums


EARLY CHRONOLOGY:

c1960:
John Entwistle, Pete Townsend and Roger Daltrey form The Detours while at Acton Grammar School. The band later changes its name to The Who and then The High Numbers
1964:
Keith Moon joins the band. As The High Numbers they release their first single "I'm The Face." The band appoints Kit Lambert as their manager, replacing previous manager, Pete Meadon

1965:
The band reverts back to The Who and releases "I Can't Explain," which reaches No 8 on the UK charts. "Anyway, Anyhow, Anywhere" and "My Generation are released. Their debut album My Generation is released but sells poorly.

1966:
"Substitute," "I'm A Boy" and "Happy Jack" are released. All reach the Top 5. A Quick One album released.

1967:
The Who Sell Out is released.

1968:
Pete Townsend's rock opera Tommy is released to wide-spread critical acclaim

1969:
The Who play Woodstock and finally win over the American audiences, vying for the media-driven title "Best Rock 


Band in the World" with the Rolling Stones 

OTHER KEY RELEASES:

Live At Leeds (1970); Who's Next (1971); Meaty, Beaty Big And Bouncy (1971), Quadrophenia (rock opera based on mod subculture, 1973); Odds And Sodds (1974), The Who By Numbers (1975)  A Quick One/The Who Sell Out (re-released as a double album, 1975); Who Are You (1978);  The Kids Are Alright (soundtrack, 1979);  Face Dances  (1981)
MOD SUBCULTURE and THE WHO (1964-1968):

* Audience Identification:  The mods were the key to Kit Lambert's strategy to turn The Who into stars. The Shepherd's Bush crowd provided a hardcore following for the band. Lambert formed a hardcore fan club "The 100 Faces" and gave them incentives to go to gigs - even as far away as Piccadilly Circus. Pete Townsend admits that in the early days the band were "tickets" but they soon learned to copy the "faces" -  i.e.; what they wore, how they danced etc. 


"We were a cult within a cult… There's a great feeling of affirmation when the audience knows they're sharing in the success; 


they're making the success happen, as well. So you become very close"  (Townsend  in Marsh, 132).


The archetypal mod was male, sixteen years old, rode a scooter, swallowed pep pills by the hundred, thought of women as a 


completely inferior race, was obsessed by cool and dug it. He was also one hundred percent hung up on himself, on his 


clothes and hair and image; in every way, he was a miserable, narcissistic little runt (Nick Cohen qtd. in Dave Marsh 90).

There was no mod music, just music that the mods liked. Unlike the British style cults of a decade later, mod fashion didn't build itself around bands. Instead, a group of rock bands did its best to play music that would appeal top mods… The Detours [later The Who] were playing what mods wanted to hear. They stripped down the sinuous, finger-popping rhythms of the breathy, danceable Motown records, like Martha and the Vandellas "Heat Wave" to their raw essence, adding an edge of pace and drive that was the perfect accompaniment for the mods' aggressive, amphetamined cool…. The terms ["face" and "tickets"] denoted two levels of modernism. As [Pete] Townsend once explained. "There were like two terms that were used… Faces were the leaders - they were very hard to find, very few. Tickets were the masses" (91)… In order to mass-market mod… more and more fetish objects had to be developed. Since pure mod was based not just on being one step ahead but on staying there, the exploitation drove the originals into a frenzy of ritualised activity. Style details began shifting even more rapidly than before. The mass-marketing cheapened it, but mod remained as much a philosophy expressed through consumerism as mere consumerism itself (Dave Marsh 93).

*  Key venues:  Goldhawk Road Social Club (Shepherd's Bush);  Hammersmith Palais; The Marquee, The Scene and The 

Flamingo (Piccadilly Circus, London); 

*  Lyrics reflect:  Egocentric values ("I", "me" "mine"); romance (love, sex);  insecurity, anger, questioning, anti-authority.

EARLY LYRICS

"Can't Explain" (Pete Townsend)

Got a feelin' inside   (can't explain)



Dizzy in the head and I'm feelin' bad

A certain kind   (can't explain)



Things you say they've got me real mad

I feel hot and cold  (can't explain)



I get funny feelings again and again

Yeh down in my soul, yeh   (can't explain)

I know what it means but…

I said can't explain  





Can't explain, I think it's love

I'm feelin' good now yeh but can't explain

Try to say it to you when I feel blue














But can't explain  (can't explain)

Dizzy in the head and I'm feelin' blue


You give me one more try now

Things you say well maybe their true

I get funny feelings again and again


Can't explain… 'Cos I'm out of my mind

I know what it means but…




Yeh I'm a worried guy… Yeh I can't explain

Can't explain, I think it's love




(1965)

Try to say it to you when I feel blue

But can't explain  (can't explain) ….

___________________________________________________________________________________________________

	1964

"I'm The Face"

I'm the face baby, is that clear,
I'm the face baby, is that clear,
I'm the face if you want it,
I'm the face if you want it, dear,
All the others are third class tickets by me, baby, is that clear.

I wear ivy league jackets, white buckskin shoes,
I wear ivy league jackets, white buckskin shoes,
So many tickets down the scene honey,
They're like to blow a fuse.

I'm the face baby, is that clear,
I'm the face baby, is that clear,
I'm the face if you want it,
I'm the face if you want it, dear,
All the others are third class tickets by me baby, is that clear.


1965

"My Generation"

People try to put us down  (talkin' 'bout my generation)

Just because we get around   (talkin' 'bout my generation)

Things they do look awful cold  (talkin' 'bout my generation)

Hope I die before I get old  (talkin' 'bout my generation)

This is my generation  

My generation, baby

Why don't you all fade away  (talkin' 'bout my generation)

Don't try and dig what we all say  (talkin' 'bout my generation)

I'm not tryin' to cause a big sensation  (talkin' 'bout my generation)

I'm just talkin' 'bout my generation (talkin' 'bout my generation)


	1965 cont…

"Anyway, Anyhow, Anywhere"

I can go anyway  (way I choose)

I can live anyhow  (win or loose)

I can go anywhere  (for something new)

Anywhere, anyhow, anyway I choose

I can do anything  (right or wrong)

I can talk anyhow  (and get along)

I don't care anyway  (I never lose)

Anyway, anyhow, anywhere I choose

Nothing gets in my way  /  Not even locked doors

I get along anyway I dare  /  Anyway, anyhow, anywhere
1966
"Substitute"

You think we look pretty good together

You think my shoes are made of leather

But I'm a substitute for another guy

I look pretty tall but my heels are high

The simple things you see are all complicated 

I look pretty young but I'm just back dated

"I'm A Boy"

One girl was called Jean Marie

Another little girl was called Felicity

Another little girl was Sally Joy

The other was me and I'm a boy

My name is Bill and I'm a head case

They practice making up on my face

Yeah I feel lucky if I get trousers to wear

Spend evenings taking hairpins from my hair…

I'm a boy I'm a boy but my Ma won't admit it

I'm a boy but if I say I am I get it


	4.2.  SLADE


	Neville "Noddy" Holder lead vocals/guitar;  Jimmy Lea bass/violin/keyboards/vocals 

Dave Hill lead guitar;  Don Powell drums


EARLY CHRONOLOGY:

1965-8:
Form in Wolverhampton (near Birmingham) as The Vendors c 1965. Change name in 1966 to the 'N Betweens. A 

single "You Better Run" released c1967/8.  Become Ambrose Slade in 1968 and begin relationship with manager/producer Chas Chandler (ex-Animals bass player and Jimi Hendrix manager)

1969:
Ambrose Slade  release the albums Beginnings and Ballzy.  Their musical style ranges from Tamla Motown / soul and reggae. Shorten name to Slade. The band is booked for a season in the Bahamas, and while in America pick up on the American "heavy rock scene." They return to Britain playing covers such as "Born To Be Wild." Only a smattering of original songs are in their sets at this stage.

1969:
Chandler convinces the band to start writing their own songs and adopt the skinhead image (bovver boots, braces and razored scalps etc). Looking like no other band in Britain, they get almost immediate attention. 

1970:
Release the album Play It Loud. It is later released as Coz I Luv You (1971) with some track changes.

1971:
"Get Down And Get With It" reaches No 15 in the UK charts. Their next single, "Coz I Luv You," (from the album of the same name) goes to No 1. From now on Slade signature is to misspell the titles of most of their songs, in cheerful revenge against school, and in celebration of their supporters, many of whom have left school at an early age and are semi-illiterate.

1972:
"Look Wot You Dun" (reaches No 4), Slade Alive album (No 1), "Take Me Bak 'Ome" (No 1), "Mama Weer All Crazee Now" (No 1), "Gudbuy T' Jane (No 2), Slayed album (No 1).   The band begins to adopt a glam rock image in response to difficulties getting gigs - due to their association with the skinhead subculture. 
1973:
"Cum On Feel The Noize" (No 1), "Skeewz Me Pleeze Me" (No 1).

OTHER KEY RELEASES:

Sladest (1973); Slade In Flame (soundtrack, 1974); Old New Borrowed And Blue (1974); Nobody's Fools (1976);  Whatever Happened To Slade (12977);  Slade Alive Vol 2 (1978);  Return To Base  (1979);  Till Deaf Do Us Part  (1981);  We'll Bring The House Down (1981);  Slade On Stage (1982);  Keep Your Hands Off My Power Supply (1984); The Amazing Kamikaze Syndrome (1982); Rogues Gallery (1985);  You Boyz Make Big Noize (1987)

SKINHEAD SUBCULTURE and SLADE:

*  Audience Identification: "Skinhead subculture is about trying to hold onto a dream. They feel disenfranchised, excluded and overlooked. They're angry, fiercely nationalistic and resent foreign culture. They express this fear through nationalism. They want to belong, so they belong to each other.  They want to belong, because to belong is to have meaning, and that's what they crave. The meaning is ugly and grotesque, but they derive a lot of strength from this sense of belonging. Skin culture is bold and imposing. Skinheads have strong views and they know what they want" [Geoffrey Wright. Cited in Eva Friedman. "Romper Stomper." Cinema Papers 86 (1992), 6]


Slade's early image and stage performances saw them identify with not only skinheads but also large sections 
teenage working-class youth, whose musical tastes were being ignored by commercial interests. Their performances were essentially ritual. For example, they would stop each gig near the climax to allow the audience to join them in a chorus or two of the football anthem "You'll Never Walk Alone."  Noddy Holder would also lead the audience in chants, bringing the venue to a peak of noise and physical exertion before the band launched into another song.
*  Key venues:   Local Wolverhampton pubs and various venues around England; Later - Earls Court Arena

*  Lyrics reflect:  While Slade's music was not the music of the skinhead culture (which preferred reggae), the ideology inherent in Holder and Lea's lyrics was.  Through their songs Slade exhorted the audience to come together in physical celebration and commitment - past the level of exhaustion - stomp your feet, clap your hands, chant together, scream along with the words, dance to a frenzy. The band's choruses impel the audience to join in. This communal atmosphere is heard in many of the band's studio recordings - for example "Mama Weer All Crazee Now" (singing) and "Look Wot You Dun" and "The Whole World's Going Crazee" (handclaps and foot stamping"). 



The lyrics rarely express inner doubt or confusion. The themes are confident, strong, direct, humorous, and while sometimes self-depreciating (it is presented in a positive way). Slade also invite communalism through constant reference to "we."  The lyrics do not maintain an overall focus on ego-centric ideals (ie; "I"). 

EARLY LYRICS:

"Look Wot You Dun"  

(Noddy Holder/Jimmy Lea)

I know just exactly where to be



I know what your mind is going through

You know what my freedom means to me


You know my mind is going through it too

What it means  





Going through it too

What it means to me




Going through it too

Just exactly what my freedom means to me


And you know my mind is going through it too

I say I know just what I want to be



Hey hey hey hey  what-cha doing to me

You say what's it all supposed to mean



Hey hey hey look wot you dun

What's it mean  

What we don't agree






(1972)

Just exactly what it's all supposed to mean

Hey hey hey hey  what-cha doing to me  

Hey hey hey look wot you dun

___________________________________________________________________________________________________

	1970
"Know Who You Are"

Know who you are

Know where you're going to

Just take a look at the things

That make up a good living

Know where you are

And where you've been 

And where your going to

1971
"Get Down And Get With It

Well alright everybody, let your hair down

I want to see everybody get up off the seat

Clap your hands, stamp your feet

Get down and get with it

I said get down and get with it, and do the jerk

Come on baby, I'm gonna watch everybody work

I said ah c'mon baby watch everybody do the dance

I said get down and get with it, it's been a long long time

Yeh yeh yeh, I'm gonna watch everybody move 'round

I said c'mon baby, watch everybody make some time

Get down and get with it, it's alright

Yeh, yeh, yeh, my, my, my, my,

Oh baby its alright, my, my, my, my,

Everybody raise both your hands in the air

Everybody everywhere, I said clap your hands

Everybody clap your hands

Yeh, yeh, yeh, my, my, my, my,

Everybody clap your hands, my, my, my, my

I want to see everybody get your boots on

Everybody everywhere, I said stamp your feet

Come on and stamp your feet, yeh

Yeh, yeh, yeh, my, my, my, my

Everybody stamp your feet, my, my, my, my…


	1972

"The Whole World's Going Crazee"

I said we all get our kicks playin' in a rock 'n' roll band

There's nothin' like the feeling when you give it all you got

And people want to shake you by the hand

Blastin' thru your mind, breaking to your hands and feet

When the sound is getting wild

You're jumping up and dancing in the seat

The whole world's going crazee, 

crazee, crazee, crazee, crazee, crazee  (repeat)

I said yeh (yeah)  I said (yeah)

And don't you think its hard we're only in it for the money

Bring everyone back with you, we want to make you happy

Spread the feelin' all around the land

Forget your inhibitions, we've all come here to rock 'n' rave

Loosen up some more you got to get you in the mood

Get rid of all the blues that you have saved

"Cum On Feel The Noize"

Say I'm a scruff bag and its no disgrace

I ain't in no hurry 

So cum on feel the noize

Girls grab the boys

We get wild, wild, wild

1973

"Mama Weer All Crazee Now"

I don't want to drink my whiskey like you do

I don't need to spend my money but still do

Don't stop now, c'mon

Another drop now, c'mon

I wanna lot now, so c'mon

That's right, that's right

I said Mama weer all crazee now




	4.3.  BLACK SABBATH


	Ozzy Osbourne (vocals);  Tony Iommi (guitar);  Terry "Geezer" Butler (bass); 

Bill Ward (drums)


EARLY CHRONOLOGY:

1967: 
Originally titled Polka Turk, the lineup of Iommi, Butler and Ward advertise for a singer, and the position is filled by John Michael "Ozzy" Osbourne.  They changed their name to Earth Blues Company (later just Earth). The band's sound around this time is heavily blues and hard rock influenced.

1969:
Fuelled by Geezer Butler's interest in the occult they begin writing songs which are dark and brooding. The band eventually settles on the name Black Sabbath (after one of their songs, which is itself named after the 1930 Boris Karloff film). The band's sound is becoming increasingly "heavy metal" - a style emphasised with the band's first album 

1970:
They release their self-titled debut album in early 1970, and later the same year their platinum follow up album Paranoid. The "Paranoid" single, their biggest-ever hit, goes to No 1 in the UK and No 12 in the USA. 

1971:
Master Of Reality released

1972:
Volume 4  released

OTHER KEY RELEASES: 

(Original line-up only)

Sabbath Bloody Sabbath (1973);  Sabotage (1975);  We Sold Our Souls For Rock 'n' Roll (1976)

HEAVY METAL/GOTHIC SUBCULTURE and BLACK SABBATH:

* Audience Identification:  Heavy metal begins coalescing well before Black Sabbath arrive on the scene, but the band from Birmingham adds some entirely new twists. Instead of focusing on virtuosic displays and high-concept songwriting, they reduce rock to its most elemental appeal, stripping it down to a sludgy, throbbing, primordial ooze.  What the band lacks in sophistication it more than make up for in musical might. Osborne's keening vocals and deadpan earnestness impart the songs with a distinctive kind of anti-charisma. 


The initial sound they develop on their debut album (particularly the guitar) is largely the result of an accident. Tony Iommi lost the tips of his right-hand fingers in an industrial accident just before the band went into the studio. He was forced to use make-shift plastic thimbles and tune his guitar lower (thereby reducing string tension) in order to play the guitar. The result was a deep, sludgy sound that ideally matched the tone of the lyrics.


The band's primary audience is from the start young, white, male and predominantly working-class. The heavy metal/gothic subculture that forms around the band, along with other heavy metal groups (notably Judas Priest, Deep Purple and hard rock/metal band, Led Zeppelin), identifies with the band's image and ideology. As the immediate post-war generation, living in the shadow of the cold war and Vietnam, they seek to both escape through the fantasy world (other-worldness) heavy metal music offers, as well as articulate their concerns over the threat to real world existence (their opposition to war and the failure of religious institutions to offer solutions). 

*  Lyrics reflect:   Mostly penned by Butler, the lyrics to Black Sabbath's early songs focus mostly on topics such as the devil, wizardry, witchcraft, war and drugs. Rather than articulate the narcotic experience, they simply celebrate taking drugs ("Sweet Leaf," about marijuana; and "Snowblind," about cocaine). Instead of tapping into cosmology and Middle Earth, they shamelessly borrow horror movie imagery ("Children Of The Grave"); and oblivious to more bourgeois concerns such as ennui and angst, they dove right into alienation and escapism ("Into The Void"). 


Perhaps their most direct attack on politics is "War Pigs," which paints world leaders in an evil light, "just like witches at black masses." The satanic overtones in a large number of their songs, combined with the band's name, are deemed particularly offensive by conservative organisations and parent groups. This only gives them greater credibility among their fans.



The band's biggest-ever hit, "Paranoid," focuses it lyrics on the idea that the singer (Osbourne) cannot find happiness and believes that it is too late to ever think he will. The lyrics also helped begin fusing the identity of Osbourne as a wild madman in the minds of the mostly young and rebellious fans.

EARLY LYRICS:

"Paranoid"  

Finished with my woman 




Make a joke and I will sigh
'Cause she couldn't help me with my mind

And you will laugh and I will cry
People think I'm insane 





Happiness I cannot feel
Because I am frowning all the time



And love to me us so unreal


All day long I think of things 




Can you help me occupy my brain?
But nothing seems to satisfy




Oh yeah
Think I'll lose my mind 
If I don't find something to pacify 



And so as you hear these words











Telling you now of my state

Can you help me occupy my brain?


I tell you to enjoy life
Oh yeah 







I wish I could but it's too late

I need someone to show me 




 (1970)
The things in life that I can't find
I can't see the things that make true happiness, 

I must be blind 

______________________________________________________________________________________

	1970
"Black Sabbath"

Big black shape with eyes of fire
Telling people their desire
Satan's sitting there, he's smiling
Watches those flames get higher and higher
Oh no, no, please God help me!

Is it the end, my friend?  /  Satan's coming 'round the bend
people running 'cause they're scared

The people better go and beware!  /  No, no, please, no!

"Behind The Wall of Sleep"

Precious cups within the flower
Deadly petals with strange power
Faces shine a deadly smile
Back up on you at your trial

Chill and numbs from head to toe
Icy sun with frosty glow…


Take your walk of remorse  /  Take your body to a corpse
Take your body to a corpse  /  Take your body to a corpse
If you want all remorse  /  Take your body to a corpse…

1971

"After Forever"

Have you ever thought about your soul, can it be saved?
Or perhaps you think that when you're dead 
You just stay in your grave
Is God just a thought within your head, or is he a part of you
Is Christ just a name that you read in a book 
When you were in school

When you think about death  do you lose your breath 
Or do you keep your cool
Would you like to see the Pope on the end of a rope 
Do you think he's a fool
Well I have seen the truth…

	1971 cont…

Lord of this World

Your soul is ill but you will not find a cure.

Your world was made for you by someone above
But you chose evil ways instead of love.
You made me master of the world 
Where you exist the soul I took from you 
Was not even missed

Lord of this world  /  Evil possessor
Lord of this world  /  He's your confessor now!

1972

"Snowblind"

What you get and what you see, things that don't come easily
Feeling happy in my vein, icicles within my brain (cocaine)

Something blowin' in my head, winter's ice it soon will spread
Death would freeze my very soul

Makes me happy makes me cold

My eyes are blind but I can see

"Cornucopia"

You're gonna go insane  /  I'm trying to save your brain

I don't know what's happening  /  My head's all torn inside
People say I'm heavy  /  They don't know what I hide

Take a life, it's going cheap  /  Kill someone, no one will weep
Freedom's yours, just pay your dues / We just want your soul to use

"Under the Sun / Every Day Comes and Goes"

Well I don't want no demon  / To tell me what it's all about
No black magician telling me  /To get my soul out
Don't believe in violence,  /I don't even believe in peace
I've opened the door  / And my mind has been released

Well I don't want no preacher telling me

About the god in the sky
No I don't want no one to tell me 
Where I'm gonna go when I die



Midnight Oil and V Spy V Spy performed music in a similarly heavy vein. They shared the same management, often toured together, and while the Oils began almost ten years prior to Spys, both bands established a large support base in Australia through the mid to late 1980s.


Despite the fact that each band came from different backgrounds, and played to different subcultures in their very early days (Midnight Oil - surf culture) and Spys (rudeboys), both were politically motivated - and essentially found favour with audiences who identified with their message.


An analysis of the lyrics from both bands during their early recording careers - around the time each was deliberately directing their image (lyrics, music, public stance etc) towards political consciousness and Australiana - presents us with another opportunity to reflect upon the way performers use lyrics to establish and maintain an affiliation with their audience base.

	5.1.  MIDNIGHT OIL


	Peter Garrett (vocals);  James Moginie (guitar/keyboards);  Martin Rotsey (guitar); Andrew James * (bass/vocals) [* replaced by Peter Glifford, 1980]; Rob Hirst (drums/vocals)


EARLY CHRONOLOGY:

1972:
Sydney band, Farm, is formed by uni students Jim Moginie and Rob Hirst. Along with Andrew James they tour the Australian coastal towns during Uni holidays. Afterwards Farm play around Sydney's northern beaches, building a following through the local surf culture. Influences are progressive rock bands like: Jethro Tull, Yes, Focus.

1975:
The band expand their line-up with Martin Rotsey and Peter Garrett, and change their name to Midnight Oil. They are only a part time unit around this time, however, as Garrett is still completing his law degree in Canberra.

1976:
Now fulltime the Oils rule the North Shore, but are also playing gigs around the other areas of Sydney, notably university campuses and beachside venues. They begin their long-time business partnership with Gary Morris.

1977:
Begin playing gigs in other cities in Australia. Although not a punk band, in sense their increasing popularity is a result of the punk sound finding support with Australian audiences - the Oils mix punk with musicianship. 

1978:
Dissatisfied with the terms presented by the major labels, the Oils set up their own label, Powderworks  (the name comes from the road that leads from Narrabeen to Terry Hills). Their debut self-tilted album is recorded in 10 days and released in November. A series of benefit gigs held the same month heralds the beginning of the Oil's long relationship with political and social activism. 

1979:
Head Injuries, recorded in 10 weeks, is released. The band continue to refuse to perform on Countdown.
1980:
Constant touring causes health problems for Andrew James, and he is replaced by Peter Gifford. The Bird Noises EP sees the band finally gain mainstream radio airplay. One of the songs on the EP, "Weddingcake Island," is originally accompanied by a spoken assault on the record industry and media in general - including an attack on Molly Meldrum. The possibility of legal action forces them to release the song as an instrumental (if you listen very closely with headphones you an pick up some of  the words!).

1981:
The Oils record their third full length album, Place Without A Postcard with British producer, Glyn Johns (The Who).  The band's strong stance against conventional record company marketing strategies again holds them back. Although they are offered the opportunity to release the album on A&M, the condition that they record another single or two is untenable. They refuse and so the album is released in Australia only.

OTHER KEY RELEASES

10,9,8,7,6,5,4,3,2,1 (1982); Red Sails In The Sunset (1984); Species Deceases (EP, 1985); Diesel And Dust (1987); Blue Sky Mining, (1991); Scream In Blue  (Live, 1992)  Earth And Sun And Moon (1993); Breathe (1996); Redneck Wonderland (1998);  20,000 WATT RSL (Live, 1997);  The Real Thing (2000)

SYDNEY PUB ROCK SUBCULTURE and MIDNIGHT OIL (1978-81)

*  Audience Identification:   University educated / North Shore and Eastern Suburbs middle-class / surf subculture /  hippy and alternative subculture / Double JJ audience (later Triple J) / politically motivated audiences. Fiercely independent spirit combined with strong Australian identification.

*  Key venues: 
North Shore  Royal Antler, Narrabeen; Mona Vale Hotel; Manly Vale Hotel; Avalon RSL City/Eastern Suburbs  Bondi Lifesaver; French's (City);  Sydney Cove Tavern (City); Paddington Town Hall (City); Sydney University; University of NSW

*  Lyrics reflect :  Regarded as Australia's most politicised rock band. Entertainment becomes a message. Key themes are social and political issues, demonstrations, homeless, captains of industry and government control ("Profiteers" / "Stand In Line" / "Cold Cold Change" / "No Reaction" / "No Time For Games" / Don't  Wanna Be The One" / "Someone Else To Blame" / "Burnie") Middle-class affluence  - ie; financial ability and/or motivation to escape north to a mythical paradise ("Powderworks" / "Run By Night" / "Koala Sprint"  "Basement Flat"); drug use ("Surfing With A Spoon");  Local issues/contexts: North Shore (Powderworks Road / Chatswood); Eastern Suburbs (Bondi / City Town  Hall) Australia mythology ("If Ned Kelly Was King" / "Lucky Country" / "Armistice Day" /  "Quinella  Holiday")

EARLY LYRICS
"Section 5 (Bus To Bondi)"

(Rotsey/Hirst/Garrett/Moginie)

Push start that car  tomorrow


Then I'll stop the small talk

I'll take it to the tip yard



Then I'll stop the games

Well I'll leave it as a metal wreck

I'll show them that the plans

For cats to sleep




I've made aren’t wrong, what's wrong

Then I'll catch to bus to Bondi


Then I'll shop at New World

Swim the beach and wonder


Fill it up with real toys

Who can wear the fashion



Initiate a face-lift for the captains to corrupt

When it's oh so hot

I'm just part of this play





(1979)

I'm making an inroad on the one and only

I'm just part of this play

I've finally decided I'm here to stay

___________________________________________________________________________________________________

	1978
"Used And Abused"

I was taken downtown for my part in the demonstration

I was used and abused with the light in my eyes at the station

I said "No no! You got the wrong man"

"No no! Don't pick on me again

No no! I'm going home to my family and friends

"Surfing With A Spoon"

Working in the city from nine to five

Traffic on the highway gonna blow my mind

Surfing with a spoon all the rest of the time… 

You better find your way without me

'Cos I'm heading for the coast in June

Don't talk about me when I'm gone

You know I couldn't leave too soon

1979

"Stand In Line"
Oh get down, getting down, so much money in the ground

For the people who don't deserve it now

It's a circus, we're the clowns as the giant ones disown

Every bit of something we call home

Said it's a pity 'bout the middle-class Holden mass

We get a bit to play around with doesn't really matter

They kid us with their dole, kid us with the dope

But generally speaking nobody's got a hope….

Everything's set, everything's fine

You just got to stand in line


	                                     1979  (cont)

"Koala Sprint"

It's a long way from Chatswood to the top of the gulf

I'll be hitching pacific when the morning sun's up…

 Well there's a new world bricking in the old world charm

Suburbs highway pass cicada coloured farms

Buy a car, sell a car, lead a car away…

1980

"No Time For Games"
The raising of children, the rearing of young

Used to be simple but look what it's become

The choice of career, the proper vocation

Out of your hands - all for the needs of the nation

What opportunities the modern child?

Wasted passion and wasted mind

Some kids got no time for playtime

1981

"Basement Flat"

Must be time for second chance

I can't escape this basement flat

Writer's cramp and claustrophobia

Must be time for a better place

My sink leaks and the rats have won the race

Over and over…

Must be time for a new idea

Pack up my things and get away from here

They're never gonna trace me




	V SPY V SPY


	Craig Bloxom (vocals/bass);  Michael Weily (guitar/vocals);  Cliff Grigg (drums/vocals)


EARLY CHRONOLOGY:


American-born Craig Bloxom and English-born Michael Weily meet at Nelson Bay High school in the mid-1970s.

1980:
Bloxom forms the inner city punk band RAF. Before the band breaks up its singer/guitarist, ex-Armidale (NSW) resident, Simon Morgan gives the good word about passionate reggae/ska drummer, and another ex-Armidalian, Cliff Grigg. Bloxom and Weily, with no place to live move in with Grigg, who is squatting in a house in Glebe. They invite him to join their band. Spy V Spy is formed. The name is later changed to V Spy V Spy in order to avoid legal action from the publishers of Mad magazine, which featured the cartoon strip Spy Vs Spy.

1982:
Having signed with Sydney-based independent label, Green Records, V Spy V Spy release the single "Do What You Say," followed by Four Fresh Lemons EP. The band finds instant favour amongst the Sydney rudeboy subculture.

1983:
Health problems with Mike Weily (he is hospitalised for an extended period) and the loss of their equipment (stolen) sees the band break up. Bloxom joins The Numbers.

1984:
With Weily having recuperated the band reform and begin close relationship with Midnight Oil, which includes sharing the same management (Garry Morris). They release the 12" EP Meet Us Inside. The band changes is sound quite markedly. Now essentially a power trio, V Spy V Spy becomes known for its primal/hard rock pub style. 

1985:
Release Harry's Reasons. The album sees the band finally record their  own version of the classic TV theme, "Dangerman" which they have performed live almost since the band formed. They also form a close association with INXS, touring with the band several times.

1986:
Release A.O Mod TV Vers. 

OTHER KEY RELEASES:

Xenophobia (Why?) (1988);  Trash The Planet  (1989);  Spy File: The Best Of V Spy V Spy (1991);  Fossil (1994);  Because Bootlegger  (EP, recorded live on 4MMM, Bris);  Mugshot (1999);  Spitfires Demo 1979 (2000); Live At The Governors 1981 (2000)

V Spy V Spy have also released five albums (compilations/live recordings) that are available only in Brazil.

 AUSTRALIAN SUBURBAN PUB ROCK SUBCULTURE and V SPY V SPY (1982-1986):

Audience Identification: Cliff Grigg's influence sees the band initially adjust their musical style to a ska/punk style, and they subsequently find a solid fan base through the inner city rudeboy subculture. The band soon become a fixture at the city's Sussex (now demolished), which is itself at the centre of the mod subculture.


When the band reforms after their break in 1983, the hard rock pub style is accompanied by much stronger socio-political lyrics. The band's audience is still inner city/suburban, retaining a connection with rudeboy and 1980s mod revival subcultures, but also attracting increasing support from alternative / educated / middle-class / employed and politically motivated audiences (closely aligned with Midnight Oil support base).

*  Key venues: 
Sussex Hotel, Albert Hotel, Glasgow Arms Hotel, Sydney Trade Union Club.

*  Lyrics reflect : The title track from Harry's Reasons is inspired by a friends misuse of heroin (aka Harry the horse). "Give Us Something" (an attack on the media); and "Injustice (dedicated to the Aboriginal Arts Council). A.O. Mod TV Vers focuses its lyrics towards similar themes - "Don't Tear It Down"  attacks the rampant destruction of historic buildings in Sydney; "Sallie-Anne" is about prostitute Sallie-Anne Huckstep, who was murdered, allegedly by NSW police; and "Credit Cards" calling attention to 1980s greed.
EARLY LYRICS

"Don't Tear It Down"

Stonemasons






Don't tear it down, there's life in it yet

Are becoming things of the past


Don't tear it down, there's time for us

The modern age





There's life I  it yet

Is finally taking us over at last




Don't you wonder why




An expressway

They're tearing all the old houses down

Is planning to come thru our lounge

Can't they see






Eviction notes in business coats

That they're the best places around


Never renovate, just tear it down










A nation's heritage

Don't tear it down, there's life in it yet 

They want to bring down without a sound

Don't tear it down





Another new town










On top of the real town

History







Is written deep in the walls



Don't tear it down, there's life in it yet

But the march of progress



Don't tear it down, there's time for us

Wants to pour concrete over us all


Don't tear it down

Craftsmanship






The stone was cut by hand




        (1986)



   Bulldozers 



   Are taking over the land

___________________________________________________________________________________________________
	1982
"Brightside"

Your train is never on time  /  Neither was mine

You slam your front door but you've lock your keys inside

Well you try to laugh but you look like you could die

Look on the brightside

"Sofa"

Sitting on the sofa tryna get closer  I'm bored with you

You led me on and on  /  You've taken me round and round

You tell me a story

It's cold and raining, my mind is racing

I've got this feeling you're gonna throw me out

1984

"C.E.S Limbo"

Just a Monday, too long to Friday

Facing the world always working

Working but waiting for the sun to set…

 So won't you stop hesitating  /  And make a decision

Where Are We Going

I'm sick of watching what they're doing with our lives

Why are we forced to read these bad headlines

They say we're heading in the right direction

But I think there's some things that need correction

Where are we going /  Where are you taking us now

We're watching you closely / We're watching you blindly, but why


	1986

"Credit Cards"

Take me back  / Take me back

Before these modern times

I.D. cards and credit cards  

Plastic takes the paper's place

Feel a change  /  Feel a change

The number can become your name

What you rating is  /  Is it triple A

Are we told to do and say

Half a world with plastic cards

The other half left to starve

Can you hear the money talk…

"Sallie-Anne"

Disappointment always rears its ugly head

Expensive habits, expensive tastes

Lead you to bed Sallie-Anne…

They had their way we all know that was true

But meeting in the park was a silly thing to do

Suspicion doesn't age, nor memories of you

I've never been closer than a newspaper

But I feel for you Sallie-Anne

1987

Injustice

Injustice, we're hearing things about you

Injustice, we're seeing things that you do

 But you're making friends  /  And you're telling stories

You're trying harder every day

You're counting change, while holding dollars

You're laughing louder every day


1
18

