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INTRODUGTION

What a long, strange trip it’s been. At the end of 1994, the Top 40 completed

forty years of documenting the continuing history of our country’s pop
heritage. How in the world did we manage to survive the never-ending series of
contortions that took place in such a short period of time? We should congratulate
ourselves, since hardly anything else so explicitly shows our innate ability to
accept change. Year after year, musical trends burst out and subsequently fade
away, only to be replaced by another short-lived trend. The music charts are de-
signed to render popular songs obsolete after they have completed their shelf
lives, and most pop songs behave accordingly and fade away on cue. Still, some
display a remarkable ability to linger. Despite the fact that a song might not have
been “popular” for as long as forty years, there are instances in which they retain
their ability to surprise and please us. Why else would an obscure recording from
1959 that never reached any higher than #35 (such as “C’mon Everybody” by
Eddie Cochran) have greater relevance today than a record that reached #1 in the
same year (“Why” by Frankie Avalon)?

American Hit Radio attempts to encapsulate the changes that have taken place
in popular music by telling the story of a series of important songs, in chronologi-
cal order, that have impacted our collective consciousness since 1955. While dis-
pensing information and impressions of the various artists and their songs, this
book becomes, in effect, a sociological history of the modern age as told through
the development of popular music. Remember R&B and the days of early rock
and roll? Remember the British Invasion? Remember psychedelia? Remember
disco? Do you know what is happening on the contemporary charts? Why do some
songs linger while others disappear? How have they influenced those that fol-
lowed? What causes specific trends to become so popular, only to be replaced in a
short time by something else that is completely different?

A sense of history and nostalgia is inevitable, for the times How in the
as well as for the songs themselves, but what is more in- "
. : . world did
teresting is how some songs become old while remaining
very contemporary. WE manage to

Although we continue to hear these songs throughout
our lives, they are sometimes mistakenly heard as a part
of our past rather than as an active representation of never-ending
who we are and what our collective tastes are like. A series of
sample browsing through the titles ought to display just
how many of these songs have become signposts in most contortions
of our lives and have retained their relevance into the that have
present. Most everybody has at least a passing interest
in popular music, and everybody can name a handful of taken place in
favorite songs. Almost without fail, these songs are Top such a short
40 hits from the past four decades. Despite changing
times, we continue to love the favorites from our past. period of time?

survive the
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(S INTRODUCTION

The fact that they never went away proves that a good song will always be a
good song, despite trends or fashion.

e

'I'his book contains 500 critical essays on songs that appeared on Billboard’s
Top 40 singles chart between January 1955 and December 1994. Technical in-
formation regarding dates and chart position have been extracted from Joel
Whitburn’s wonderful and informative collection of books, which compile the in-
formation originally documented by Billboard. They were chosen not for their
chart positions but for their ability to remain timeless. This book doesn’t list the
top 500 selling singles. Instead, it contains what I believe to be the most artisti-
cally successful popular songs of the past forty years. They could have been accu-
rate mirrors of society at the time of their popularity, or they could have been
fresh and innovative, or they could have nothing more than a great melody with
the strength to defy the passage of time. Quite simply, these are my favorite 500
songs that made the Top 40, looked at from today’s perspective. No two people
would pick the same 500 songs, but the ultimate purpose of this book isn't to
dictate what the 500 best songs were. It is less important to dwell upon the 500
choices than to recognize the relationship between the titles and our popular
culture during the past forty years. There is quite a history behind the music that
we have made popular, and that is what I hope to have captured.

Choices were, by necessity, subjective. Some songs might have been extremely
relevant and interesting at the time of their release, but today they sound like old
warhorses. (I Am a Rock” by Simon and Garfunkel, “She Loves You” by the Beatles,
and “Hound Dog” by Elvis Presley come to mind.) Songs such as these have suf-
fered from age or overexposure, so I felt it necessary to avoid covering them in
detail. Others, in my opinion, maintain a freshness and relevance that transcend
their age. Some have even survived being played to death (“Maybelline” by Chuck
Berry and “Jumping Jack Flash” by the Rolling Stones). Of course, you might not
agree with my choices, but it is my hope to convince you otherwise. In some cases,
you might even find it more interesting (and amusing, at my expense) to read
about something that you despise and smirk while I do a song and dance in an
attempt to convince you why you ought to like it.

e

picking the bad songs was also a challenge, and a few disclaimers apply. First,
there are probably plenty of songs that are much worse than many of the tunes
on this list, but time has already given them the treatment they deserve. Since
history has ignored them (and because the task of familiarizing myself with ev-
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INTRODUCTION S/

ery bad song that made the Top 40 seemed like self-induced torture of the worst
kind), I figured that I might as well let sleeping dogs lie. Second, some artists
have entire catalogs that can cause spontaneous retching, so I usually decided
that it was unnecessary to belabor the point and limited myself to the one or two
titles that were most representative of their “unique artistry.” Last and probably
most important is the simple fact that “badness” is even more relative than good-
ness. I would prefer to think that these songs are utterly indefensible, but I can’t
deny that enough people disagreed with me to launch some of these losers to the
top of the country’s most prestigious music chart. Ah well, nobody’s perfect. All
too often, the records that sold the most copies were either trendy or formulaic,
giving them little relevance today. For example, the following are #1 hits whose
shortcomings are now quite apparent (or at least I hope they are):

"Disco Duck,” by Rick Dees and His Cast of Idiots
"Gonvoy,” by C.W. McCall
“The Streak,” by Ray Stevens
"Half-Breed,” by Cher
"The Yellow Rose of Texas,” by Mitch Miller

Must I elaborate? Well, they were all #1, so either a family member of the artist
bought a heck of a lot of copies or we all went collectively and temporarily insane.
I trust that your memory of these titles more than adequately confirms my point
that any list of the top 500 selling singles would be terribly inconsistent and
Justifies another means of gauging a song’s intrinsic value. Sometimes the best
way to realize the quality of a song is to compare it with the contemporary compe-
tition, so I have interspersed 250 of the most objectionable titles in their appro-
priate locations throughout the text, hoping that they will help put the times in
perspective.

A lot of very popular music is made up of immaculate production techniques
and technical displays of vocal virtuosity but contains little emotional invest-
ment. Like a beautifully designed building that serves no purpose, its shallow-
ness becomes more apparent with the passage of time. I
have deliberately attempted to avoid classifying songs that Sometimes
fall into this category. Much more offensive, though, are the best wa
the tactless remakes of classic recordings that have re- y
cently experienced a resurgence. Allow me to make an- to realize the
other architectural analogy. If somebody were to build a uality of a
papier-maché duplication of a Frank Lloyd Wright design 9 y
and display it in the center of Times Square, it could be song is to
considered cute or entertaining, but it would be hard to compare
consider it architecture, or even art. If, for reasons of ad- p
vertisement and promotion, it suddenly attracted more it with the
attention and received more adulation than the original contemporar
that inspired it, intelligent observers of culture would most porary
likely be horrified. Wright had the vision, the intellect, competition.
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2/ INTRODUCTION

the instinct, the patience, the talent, and the tremendous good taste to realize his
design. The copyist who built the papier-méaché model only had to mimic the con-
struction with lesser (albeit newer) materials. For the same reason, intelligent
music critics are right to be upset when somebody plunders the classic songs and
constructs papier-méaché models from our musical legacy. A song like “When a
Man Loves a Woman” was already perfected and belonged squarely in its time
and its place. To toy with the original is to steal a piece of something glorious from
subsequent generations, who may not ever be able to hear the greatness of the
original through the artlessness of the modernized copy. To move it elsewhere
lessens the impact. To use cheaper materials is demeaning. To pilfer the design,
i.e., the structure, is immoral. It is one thing to pay homage, it is another thing
entirely to plagiarize. This book most certainly does not avoid pointing fingers at
those “artists” who have crossed this boundary.

@ )

'|'he Top 40 was chosen as a cutoff point to prevent me from inserting obscure
personal favorites. My tastes can run to absurd distances, and I didn’t want to
load the book with unknown or unpopular songs that most people wouldn’t care to
hear. For example, if anything could qualify, I'd be inclined to include field record-
ings from the Ituri rainforest, the Bulgarian Women’s Choir, and early record-
ings of Enrico Caruso. This would be completely ridiculous, so I'll limit myself to
Western culture. OK, then, that would include Brahms’s Requiem, the field re-
cordings of the Lomax family, and almost everything recorded by Louis Armstrong
and Earl Hines. This is still much too vague, so let’s impose a time limit, say
1955, since that is generally acknowledged as the birth date of rock and roll and
is also the first year in which accurate and comprehensive chart information
became available. This then, could include the work of Brazilian artists Caetano
Veloso and Milton Nascimento, jazz innovators John Coltrane and Miles Davis,
the blues of Muddy Waters and Howlin’ Wolf, and relatively unknown modern
bands such as XTC and the American Music Club. As you can see, the criteria
still need to be filed down radically before I have anything that could be consid-
ered more than personal. By limiting myself to chart en-
Absolutely none tries, particularly Top 40 singles, I can tell the history of
of Elvis’s Sun the nation.’s popular music through some of the most popu-

lar recordings of our age.
recordings, Sometimes, though, limitations can be frustrating. Be-
cause songs that were released prior to the cutoff do not
arguably the best qualify, this eliminates the best portion of the hit catalog of
work he ever did, Nat “King” Cole (“Unforgettable,” “Mona Lisa”) and doo-
made the wop innovators such as the Orioles. Some of the most well-
written songs of all time, such as “Stardust,” “Night and
Top 40. Day,” and hundreds of others have either failed to chart in
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INTRODUCTION S

the past forty years or have charted only in versions that are reprehensible. Since
his popularity was at first basically regional and later releases never charted in
the Top 40, Hank Williams has no place in this book. How could a song as majes-
tic as “River Deep, Mountain High” by Ike and Tina Turner have failed to reach
the Top 40? Absolutely none of Elvis’s Sun recordings, arguably the best work he
ever did, made the Top 40. Why did the Who have such trouble charting their best
material? How in the world could a band as popular and talented as Pearl Jam
fail to be adequately recognized by the Top 40? All of these exceptions frustrated
me, but by sticking to my self-imposed limitations, I've managed to keep on track
and remain within the scope of my intentions.

/2

Before pop music became a national phenomenon, most music was regional in

its appeal. The Northeast, the South, the Midwest, and the Southwest all had
indigenous music styles that didn’t always interact. Big band music may have
been the rage in cities throughout the Northeast, but hillbilly music dominated
popular tastes in the South. Because urban areas had the largest population den-
sities, city dwellers’ tastes were usually reflected more often on popular charts.
By 1955, this began to change.

Consider that in 1945, big band music was all the rage, completely dominating
popular music charts. In ten years’ time, it was an afterthought, and by 1965
it was nearly nonexistent. Despite the intrinsic beauty of much of this music, it
only lasted for maybe ten years and is now all but forgotten. Of course, the aging
process will render certain styles obsolete as a generation grows older and is
replaced by another, but the transition that took place in the mid-’50s was both
too sudden and too absolute for that explanation to suffice. Consider that the
rock-and-roll songs that were popular in 1965 still enjoy regular rotation on easy-
listening radio, hit radio, oldies radio, etc. After nearly three decades, they’re still
on the airwaves. If it wasn’t for the disco remix of big band classics that many
deejays feel compelled to play at weddings, we might never hear
this music at all. What happened to make music before 1955 seem obsolete
while music that was released afterward retains more than a modicum of popu-
larity? Nineteen fifty-five saw not only the introduction of more comprehensive
music charts and the birth of rock and roll, but it also saw the 45 RPM, seven-
inch single begin to overtake the heavier, easily breakable, and more awkward 78
RPM, ten-inch disk. The sudden popularity of the 45 RPM disk hastened the rise
of Top 40 music. Before the popularity of records, most music income was gener-
ated through the sales of sheet music. Music publishers had little concern for
radio airplay, since most radio programs featured either drama, comedy, or live
music. Without much exposure from radio, sales of prerecorded music were mini-
mal. Technology changed all of this almost overnight. First, television became a
common fixture in American homes, causing radio to abandon its previous format
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and quickly turn to prerecorded music. Not so coincidentally, the music that
was being played on the radio had become available in seven-inch singles. The
new format was cheap, it was small, and it sounded better than the 78s. It
didn’t break as easily or wear out as quickly. It even increased the length of
playing time, however nominally. It was also the perfect format for the new
breed of popular music.

Rock and roll in particular benefited from the 45 RPM single. Because of its
disposable nature, the single suited a form of music whose lasting impact was
considered to be negligible. Simultaneously, the country began to experience an
age of casual wealth for the first time in years, maybe for the first time ever.
Teenagers found themselves with plenty of pocket money, thus giving rise to
youthful trends in popular music.

Another important factor that may have prompted a sudden change in the
style of popular music was the emergence and subsequent rise of Broadcast
Music Inc. (BMI). In the early part of the twentieth century, the American Soci-
ety of Composers, Authors, and Publishers (ASCAP) handled all publishing in-
come for its members by collecting tariffs from sources that relied on their songs
for income. As I said earlier, this had been mostly derived from sheet music
sales with secondary funds from variety shows, dance band programs, etc., that
aired on the radio. Once radio stations began playing prerecorded music, how-
ever, they became the single biggest source of income to ASCAP. The radio sta-
tions were less than pleased at being forced to pay ASCAP for what they consid-
ered to be free advertisement for their product, so they began to look elsewhere
for material. ASCAP, meanwhile, became haughty, likening themselves to the
guardians at the gate and the arbiters of good taste. Enter BML Created by the
National Association of Broadcasters, Broadcast Music Inc. was their means of
fighting back. While ASCAP could be personified as the man with tails and a
top hat, BMI was the guy with the straw hat and blue jeans. BMI picked up
virtually anything that ASCAP refused to touch. By grabbing the leftovers and
the rejects, it found itself with quite a few “hillbilly” and
“race” artists as members. In 1950, ASCAP brought the
issue to a head when it demanded a 100 percent increase
stations began in publishing fees. Radio stations balked, and many is-
sued a ban on all ASCAP recordings. By default, BMI
songs got all of that “free publicity.” By the time ASCAP
corded music, settled (for less money than it was originally earning),
BMI was a full-fledged competitor. “Hillbilly” and “race”
records might not have completely infiltrated middle-

became the class society, but they were certainly less foreign than
single biggest they had been previously. Resentment was intense at

ASCAP once rock and roll began to flourish. Suddenly,

source of BMI members were responsible for the lion’s share of ma-
income to terial that popular artists were recording, and ASCAP
members were horrified by the subsequent state of the

ASCAP. music scene. With the intent of damaging BMI’s reputa-

Dnce radio

playing prere-

however, they
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tion, ASCAP competitors accused BMI and its members of various illegalities,
and it was no coincidence that the payola scandals in rock and roll’s early days
came to light just as it became obvious that this new music was most certainly
a force to be reckoned with.

By the end of the next decade, the ideological differences between the pub-
lishers had become negligible. ASCAP by necessity pursued and nurtured new
talent, and BMI continued along the same lines. Their behind-the-scenes bick-
ering did serve one useful purpose, however: it led to the emergence of roots-
style recordings and the increased popularity of indigenous regional music, which
became the basis for most popular music in the 1950s and subsequently influ-

enced virtually all songs to follow.

“nless they were clairvoyant, artists at the inception of the Top 40 could not
have known that their songs would enjoy such longevity. Mostly, songs were
considered confections, something to be consumed and digested over the course of
a couple of weeks, then passed over and forgotten. Once a song fell from the charts,
it entered oldie oblivion. The most an artist could hope for was a few years of
stardom, after which they would open up a hairdresser’s salon or some such thing
(this was Ringo Starr’s stated ambition when asked what he hoped to do after the
Beatles fell from favor). But why didn’t this music just go away? Why do we hold
onto it like an heirloom? Is it unique to our time and our generation(s), or does it
have a palpable though previously overlooked quality that makes it as timeless
as a Duke Ellington composition or a Gershwin tune? Is it possible that pop mu-
sic from the past forty years might linger as long as a Louis Armstrong solo, even
a nineteenth-century symphony?

The early bands and singers of the Top 40 were lucky in the sense that they
weren’t conscious of any lingering importance being placed on what they did.
They sang to make money, get girls, or whatever, but no one really thought that it
would last. They were free to have fun and make money for as long as they could,
then hope that they had saved enough for a decent condo far away from the
elephant’s graveyard. Some, like Frankie Lymon and Little Willie John, didnt
make it and got stuck in the tar, while others, like Paul McCartney and Michael
Jackson, became corporate giants unto themselves. Either way, today’s artists
are aware that popular music is a potential key to immortality. They are also
intrinsically aware of the heritage that has preceded them. How could they not
be, with the tireless ability of the baby-boom generation to constantly recycle its
own culture and history for the generations that follow? This hurts today’s cre-
ative artists because they must carry the baggage of their own self-importance.
Their ideas are usually taken partly as a reaction to what they have been force-
fed by history, instead of as independent creations that can stand on their own
ground. This is much too complicated to last, much too cynical to propagate, and
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it explains why I feel certain that we are probably well overdue for another major
overhaul in popular styles. If this does come to pass, it is more than likely that it
will be unlike anything we have previously heard.

e

|n recent years, the Top 40 has become something of a pariah, which is a curious
contradiction since it supposedly gauges popular tastes. Still, aberrations have
always abounded. As I had mentioned, “River Deep, Mountain High” was a mas-
terwork, yet it never made the grade and caused Phil Spector to walk away from
the music industry. “Gloria,” by Van Morrison and Them, was somehow over-
looked and replaced by an obviously inferior cover version by the Shadows of
Knight. Pearl Jam, although one of the most popular modern-day bands, has not
pursued general popularity through conventional means, so a song as ubiquitous as
“Jeremy” has never qualified as a Top 40 hit. The faults are admittedly numerous.

By its nature, the Top 40 is beholden to the societal disposition of the nation, so
when a cultural backlash occurs, the Top 40 suffers. For example, in 1967 the
Beatles released Sgt. Pepper’s Lonely Hearts Club Band. The earth-shattering
effect of this long-playing album was so absolute that singles subsequently were
looked down upon, viewed as less worthy of critical attention than albums. As a
result, singles became almost irrelevant in the *70s. In the *90s, music has splin-
tered into so many subgroupings that the very idea of a general chart that crosses
all boundaries of taste has become questionable. Today, a song that tries to be-
come something to everyone means almost nothing to anybody.

At times, however, the pop charts have been on the cutting edge. Before Bill-
board magazine amended its method of compiling chart information in 1955, it
was documenting mile after mile of forgettable tripe. Then rock and roll infil-
trated the lists and challenged the boring status quo by establishing itself as the
new popular music. This was nothing short of revolutionary. Ten years later, al-
most any musical trend that was worth noting took place on the popular music
charts. From the English invasion to the establishment of American soul music,
from the decline of pure pop to the formative stages of psychedelia, all took place
right under our noses and right on the pop charts.

The point is that despite the era, popular music is always popular music. Some-
times we acknowledge what we love, and at other times we sublimate it. If the
country is in a state of denial, then the Top 40 suffers. If we are open-minded,
then it flourishes. You can read the mood of the nation simply by observing the
quality of what we call popular music.
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'I'he vinyl single has suffered recently and is now, for all intents and purposes,

extinct. With the ideal format no longer readily available, the whole idea of a
“single” can be brought into question. The technology that has given us the com-
pact disc and the compact cassette may have destroyed twelve-inch album sales,
but it totally annihilated the seven-inch single. Outside of specialty shops, seven-
inch singles have become nearly impossible to find. As a result, individual songs
cannot be marketed properly. New “single” releases are readily available on cas-
settes as “cassingles,” and on CDs as “CD singles,” but neither format adequately
replaces the seven-inch single. First of all, since space limitations are not a prob-
lem, both formats are often padded with an unbearably dull series of alternate
mixes. Worse, these “single” formats are identical in appearance to their full-
length counterparts, making them seem like a bad deal when compared to the
collection they are extracted from. Most buyers would surely opt for the whole
Magilla instead of settling for the less satisfying single. Besides, you can’t stack
‘’em. The most harmful aspect of this, though, is the resultant unavailability of
individual classic songs.

This marks a serious change in the way pop music is marketed. In the past, it
wasn’t unusual for a song to appear solely as a single with no album appearance
whatsoever. For example, many of the Beatles’ songs were originally marketed
strictly as singles. Today, it is rare indeed for a hit song not to be imbedded into a
full-length “album.” But what are music fans who want a copy of “My Love Is
Alive” or “To Sir with Love” supposed to do, particularly if they are reasonably
certain they don’t want to purchase a heavily padded, “greatest hits” collection of
either Gary Wright or Lulu on CD or cassette (provided that one is even avail-
able)? Although we hear this music every day, we can’t even figure out how to buy
it. What’s the deal here? Has this music become the exclusive property of radio? It
is something of a paradox that radio has become the last stronghold of classic pop
while it is simultaneously murdering it. Modern radio can no longer do justice to
these songs. In fact, sometimes it can kill a song outright.

For a long while, radio had a tendency to play mostly The past decade
what was current. Anything, say, four or five years old has given us an
was considered to be an oldie...until lately. The past de- L
cade has given us an ever-growing number of “lite” and ever-growing
“classic rock” stations, which rely on very tired and un- ber of “lite”
bearably predictable formatting. Both enforce strict ntmaer of “lite
playlist restrictions that make fun and exciting radio a and “classic
thing of the past. Unless you happen to be lucky enough rock” stations
to live within the broadcasting range of a progressive sta- ’
tion, the only way to hear diverse and stimulating radio which rely on
is to channel-surf through the dozens of restricted for- .
mats that now control the airwaves. A song like “Words very tired and
Get in the Way” by Miami Sound Machine or “Drive” by unbearahly
the Cars is latched onto by lite-format radio and played dictabl
every day, nonstop, until any feeling that we once felt for predictable
the song is sucked out of us. Some songs, like “Sometimes furmamng.
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When We Touch” by Dan Hill, won’t die because radio programmers refuse to let
it, and it then becomes even more despicable than it otherwise would be. This is
even worse if you are in a work environment that keeps a radio on the same
station (inevitably a “lite” station) all day. Since these stations play songs with
no concept at all of their original time frames, everything gets blurred. Michael
Bolton’s execrable version of “When a Man Loves a Woman” becomes interchange-
able with Percy Sledge’s original version, and subconsciously we let it happen.
Simply because the radio is on and we hear what it plays, we become comfort-
ably numb. Great music becomes homogenized with the forgettable and the trite,
and radio makes it easy not to notice.

e

'I'he dictionary defines “synergism” as “a cooperative action of discrete agencies
such that the total effect is greater than the sum of the effects taken indepen-
dently.” Simply put, synergy explains how seemingly disparate things can come
together to produce almost magical results. Because of the way he was exposed to
both country and “race” music, it was synergy that caused Elvis Presley to sing
the way he did. Because of the way they idolized their American songwriting
heroes, it was synergy that caused Lennon and McCartney to write their first song.
At other times, things seem to take forever to happen and are a lot more com-
plicated than they have to be. A candle burns a rope that is wrapped around a
pulley and tied to an anvil that dangles over a fulcrum that is set to strike a latch
that will release a ball to roll down a circuitous track until it falls into a cup that
pulls a string and trips a lever that strikes a match...you get the idea. R.H. Harris
left the Soul Stirrers, making room for Sam Cooke to take his place, bringing him
to the attention of producer Bumps Blackwell, who convinced him to make a pop
record, which inspired Aretha Franklin to make a pop record, which inspired an
entire generation of female vocalists to sing with gospel stylizations, which even-
tually led four like-minded girls from different cities to

It's important form a group called En Vogue, who then teamed up with a

to understand trio of hip-hop girls from Queens called Salt ‘n’ Pepa and
recorded one of the smartest and sexiest singles in years:

the relationship that’s complicated. These things are exactly what I hope
this book will convey to the reader. Sometimes it's syn-

between songs ergy, sometimes it’s complicated. It’s important to under-
if you care to stand the relationship between songs if you care to know
how and why popular music developed as it did. Either
subliminally or directly, each song has a subsequent ef-
why popular fect on those that follow. Most books on the subject of popu-
music devel- lar music fail to capture the synergy or complexity of this
relationship. At worst, they ignore it completely and al-
oped as it did. phabetize by artist, or they base a recording’s importance

know how and
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solely on its sales figures. At best, they concentrate on groups of artists that are
indicative of a particular trend or period in time. This by itself fails to acknowl-
edge that concurrent trends can overlap, form subgroups, etc. Who would guess
that members of the English punk-rock band the Clash would have nothing but
respect for the music of Swedish pop stars Abba? How else can you readily come
to terms with the postmodern, wry, and bitter humor of U2’s Vegas persona,
particularly after the group carved an image as painfully sincere artistes? How
else except in the context of its time can the immediacy of “I Want to Hold Your
Hand” be conveyed? In the real world, anything can happen. In the world of popu-
lar music, anything often does happen...

Which raises the ultimately frustrating point that writing about songs and
their history is all well and good, but it can never take the place of hearing them.
I'wish that I could enclose copies of these songs but that would probably make the
artists and publishers a bit litigious (just a hunch), so this book will have to suf-
fice until the CD-ROM is ready. Ultimately, the music speaks for itself. Whatever
I can say is possible only because the songs have lent themselves to my interpre-
tations. My only intention is to make the reader want to hear them again. If you
don’t recognize a title, I hope that you’ll be inspired to seek it out. None of these
songs deserves to languish, and familiarity is the best protection from obscurity.
I'm willing to bet that all of the songs on this list will experience enough longevity
to carry them well into the twenty-first century.

e

Music is the great equalizer. It is something that all of us, as a nation, experi-
ence together. Whether you live on the East Coast or the West, are rich or
poor, black or white, you name it, one thing that transcends all boundaries is
music, and for years the Top 40 has been our country’s means of gauging what we
like. Whether it was Aretha Franklin or the Beatles, common ground could al-
ways be found somewhere on the music charts.

Lying in bed as a child with an AM transistor radio pressed between the pillow
and your ear; driving down a two-lane highway on a cool fall day with the radio
on; spending a nervous evening at a popular nightspot with a new date as the
deejay plays great dance music all night long; sitting on the front porch with old
friends, listening to familiar songs—these are simple, irreplaceable pleasures that
are a part of our lives. I hope that this book will trigger similar memories, as well
as inspire you to listen to something that you may not have heard before.

Here’s to the next forty years. May they be as interesting, crazy, and all-con-
suming as the past forty.
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ABOUT THE TEXT

American Hit Radio contains a total of 1,250 song titles arranged in chronologi-
cal order, based upon the month in which they first appeared on the country’s
Top 40 charts. Five hundred titles are accompanied by text and are meant to
signify my choices for the best and/or most significant Top 40 singles of the forty-
year period between January 1955 and December 1994. An additional five hun-
dred titles (Great Hits) are scattered throughout as references (they could be
considered as my choices for #501-1,000) to help the reader recognize other music
that was relevant at that particular time. The remaining 250 titles (Great Misses)
are included to put the other songs in their proper perspective. They signify my
choices for the worst titles that reached the Top 40 during the past forty years.
The titles are arranged by the date they entered the Top 40 list. This date best
represents the time when most listeners first became familiar with the title. Songs
that appear in the same month are listed in descending order from #1 to #40.

e
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CHAPTER ONE: 1855-1959 =/

JULY 1355 #10 AIN'T THAT A SHAME—FATS DOMIND

'I'he year 1955 began ordinarily enough, with the standard musical trends of the
time firmly entrenched and no particular reason for change. Major music la-
bels were selling product that appealed to the masses, with little regard for artis-

tic or cultural relevance. Songs that the labels
deemed popular were often released in as many
as three or four competing versions. When a song
like “Unchained Melody” caught the interest of
record buyers, other labels would find a singer
from their own stable of artists, who would in
turn record a new interpretation of the same
song. Trends played a large part in determining
what songs should be recorded. When coonskin
caps and popguns were all the rage, four com-
peting singers reached the Top 40 with differing
versions of “The Ballad of Davy Crockett.” All in
all, music was predictable, safe, and expendable.

Rumblings could be heard on the horizon,
though. Rhythm-and-blues artists were begin-
ning to pull at the reins that confined them to
the “race” charts. More importantly, parts of the
white middle class began to pay attention. Many
mainstream record buyers became attracted to
the comparatively raw, urgent sound of rhythm
and blues, but these songs rarely were recog-
nized by the pop music charts, for various po-
litical and prejudicial reasons. When an origi-
nal rhythm-and-blues record was released, it
often had to compete against a Milquetoast cover
version that received significantly more expo-
sure and airplay. Because of the way the rating
system worked, the bland remake would often
chart higher than the original version, even if it
sold fewer copies. How else could it be explained
that “Ain’t That a Shame” by Fats Domino
reached #10 for one week while the same song
(hardly, if talent counts) by Pat Boone reached
#1 for two weeks? Actually, there is another rea-
son. White audiences were not yet comfortable
with the untamed rhythms and lyrics of black
rhythm and blues, and needed singers like Pat
Boone to interpret the songs in a less intimidat-
ing manner. In 1955, minorities accounted for
less than 10 percent of record sales. In other

e —

DECEMBER 1954 #t
EARTH ANGEL—THE PENBUINS
FEBRUARY 1855 #7
PLEDGING MY LOVE—JDHNNY ACE
MARCH 1955 #20
INCERELY—THE MODNGLOWS
MAY 1955 #
ROCK ARDUND THE CLOCK~
BILL HALEY AND THE COMETS

GREAT MISSES

JANUARY 1855 #3
EARTH ANGEL—THE CREW CUTS

JANUARY 1855 K
MELODY DF LOVE—THE FOUR ACES

FEBRUARY 1855 #1
THE BALLAD OF BAVY CROCKETT—
BILL HAYES

MARCH 1955 #5
THE BALLAD OF DAVY CROCKETT—

TENNESSEE ERNIE FORD

MAREGH 1855 o
THE BALLAD DF DAVY CROCKETT-
FESS PARKER

APRIL 1855 #14
THE BALLAD BF DAVY CROCKETT—
THE VOICES DF WALTER SCHUMANN

JULY 1955
AIN'T_THAT A SHAME—PAT BOONE
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words, most buyers were white, and most of them preferred to buy what was
familiar (i.e., white). A teenage-based counterculture was taking root, though,
with musical tastes far more adventurous than its mainstream counterpart. It
was this audience that finally put Fats Domino squarely at the center of popu-
lar music.

“Ain’t That a Shame” wasn’t Fats Domino’s first hit recording, but it was the
first to substantially dent the popular music charts. He had been recording for
years and, by 1955, already had a sizable number of hit records on the rhythm-
and-blues charts. It could be argued (in fact, it is likely) that the exposure the
song obtained from Pat Boone’s version actually helped Fats Domino’s original to
be recognized by Middle America. After all, Fats Domino’s style was straightfor-
ward enough to be taken at face value. The lyrics did not have any “vulgar” con-
notation, and his delivery was unthreatening to suspicious white record buyers.
Little Richard and Chuck Berry had the responsibility of confronting those barri-
ers. It is more than likely, then, that the burgeoning youth counterculture com-
bined with a number of mainstream record buyers to finally put rhythm and
blues (or “rock and roll”) on the popular music charts.

AUGUST 1955 #5 MAYBELLINE-CHUCK BERRY

Maybelline” is to rock and roll what Adam and Eve are to the Bible. Sure, rock-
and-roll-style songs predate it, but they were all hybrids. For example, the
only song on this list that predates “Maybelline,” “Ain’t That a Shame,” by Fats
Domino, is really a rhythm-and-blues song disguised as a rock-and-roll song. What
“Maybelline” says, essentially, is “accept no imitations, it all starts here.”

It is hard to overestimate just how influential Chuck Berry was. He was the
first guitarist/singer to reach the charts. He was also a songwriter/performer,
something relatively uncommon in 1955. He was the first rock-and-roll artist to
write words that were relevant and entertaining to his young, white audience
without alienating his core black audience. Fi-
nally, he achieved all of this with a driving rock-
and-roll rhythm that was, if not brand new, cer-

- tainly unique enough to be instantly recogniz-
AUGUST 1955
THE YELLOW ROSE OF TEXAS— able. For these reasons he, more than any other

GREAT MISSES

MITCH MILLER artist, is responsible for the direction of the popu-
lar music that followed. “Maybelline” was his
first single, and from then on, the pop charts

were permanently altered.

The recording of “Maybelline” wasn’t an accident at all, but a deliberate at-
tempt at musical alchemy. While Sam Phillips of Sun Records was busy trying to
find a white singer who sounded like a black man, Chuck Berry, a black man, was
endeavoring to write music that would appeal to the white kids who preferred
Pat Boone to Fats Domino. While playing at nightclubs around his hometown of
St. Louis, Berry intended to make an impression on his predominantly black au-
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dience. The most popular music in the area among whites was hillbilly music (now
country-western), and he thought it would be clever to incorporate some hillbilly
material into the usual set of blues standards. The crowd reaction was generally
favorable, and it wasn’t long before the white crowd got word of the “black hillbilly”
and started coming to shows. When performing this material, Berry made sure to
enunciate carefully, singing outside the standard blues realm, and he improvised
lyrics that caused the audience to pay closer attention to the budding star.

One night the great Muddy Waters was play-
ing in Chicago and Berry went to the show. Af-
terward, he tentatively stated his admiration
and mentioned that he hoped to make a record

. OCTOBER 1955 #5
of his own. Waters responded that he should see ONLY YOU—THE PLATTERS
Leonard Chess at Chess Records. Contrary to
popular legend, Berry did not play guitar with OCTOBER 1955 n7
Muddy Waters that night. The next business day, AT MY FRONT DDOR-
he was at Chess Records making arrangements THE EL DORADOS
for a recording session. Tl.le first song he re- DECEMBER 1955 ¥
corded was “Ida May,” which was changed to THE BREAT PRETENDER—
“Maybelline” at the suggestion of Leonard Chess. THE PLATTERS
The session was full of stops and starts—they
must have known they were on to something,
but they didn’t know what it was. The music was so new that “Maybelline” took
thirty-six takes before it was considered finished.

To help the song get airplay, two-thirds of the writing credits were given to
promoter/disc jockey Alan Freed and his associate Russ Fratto, something Berry
was unaware of until the song was published and released. The ethics were per-
haps suspect, but this surely gave Freed incentive to push “Maybelline.” It be-
came a national hit, reaching #5. It was then, in the summer of 1955, that the
rock-and-roll revolution began.

JANUARY 1956 #17 TUTTI FRUTTI—LITTLE RICHARD

WOp-bop-a-loo-bop, a-lop-bam-boom.” Is this onomatopoeia for “Wham, bam,
“thank you, ma’am™ I dunno. If it is, then it’s a “dirty” song. Ifit isn’t, then it’s
insane nonsense. In the ’50s, inquiring minds wanted to know. Either way, it’s raw
rock and roll at its finest. No holds barred, just let loose and scream. I wish I could
have a dollar for every button that kids popped off their pajamas while jumping up
and down on their beds singing along with Little Richard.

Richard Penniman grew up on a dirt street in an impoverished section of Ma-
con, Georgia. Music was everywhere. Street vendors and evangelists who paraded
down his block would sing as loud as they could, whether selling vegetables or
religion, to get the attention of the folks inside. All the neighborhood sang freely,
as well, improvising on spiritual songs to keep them company while they worked.
Some gospel singers, particularly Marion Williams of the Clara Ward Singers,
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Sister Rosetta Tharpe, and Mahalia Jackson also had a profound influence on

“little” Richard.

While growing up, Little Richard was close to impossible to control. He had an
infectious, hyperactive personality that was contagious and made him popular,
but it also got him into trouble. His homosexuality didn’t help matters, so one
night he left home with a traveling minstrel show. With his crazy antics and wild
style, he constantly drew attention to himself. Soon he was offered a contract
with RCA and recorded a minor local hit called “Every Hour.” A local musician
named Esquerita took an interest in Little Richard and taught him some piano
technique and maybe a thing or two about style. Then suddenly, in the winter of

3 1952, Little Richard’s father was murdered. He felt compelled to help support his
family, and took a job washing dishes at the local Greyhound bus station.

GREAT HITS

FEBRUARY 1956 L
WHY 00 FOOLS FALL IN LOVE-
FRANKIE LYMON AND THE TEENAGERS

FEBRUARY 1356 #
MACK THE KNIFE-LOUIS ARMSTRONG

FEBRUARY 1956 i
SPEEDD-THE CADILLACS

GREAT MISSES

JANUARY 1856 K2
NO, NOT MUGCH—THE FOUR LADS

FEBRUARY 1356 #12
TUTTI FRUTTI-PAT BOONE

RCA lost interest in its protégé, but Little Ri-
chard remained musically active and formed a
band called the Tempo Toppers. He was subse-
quently signed to Don Robey’s Peacock Records,
but the group recorded little of note. His next
band, the Upsetters, recorded a demo and sent it
off to Art Rupe of Specialty Records. Because the
demo was anything but spectacular, Rupe let a
few months pass. Little Richard called the label
relentlessly, though, and eventually Rupe decided
to take a chance. He arranged a recording ses-
sion at New Orleans’ J&M Studios, owned by
Cosimo Matassa and the home studio of Fats
Domino and Lloyd Price. Bumps Blackwell was,
for lack of a better title, the artistic supervisor at
Specialty Records, and it was his responsibility
to meet Little Richard and record the session.

Initially, Blackwell was no more successful
than his predecessors. The songs that Little Ri-
chard chose were generally slow blues, and
Blackwell felt that none of them were particu-
larly good. He called for a break, so Richard and

the band retired to the Dew Drop Inn. With a few people inside and an old upright
piano, Richard’s effusive personality got the best of him. He started playing like
crazy, singing loud, lewd, and hamming it up. Blackwell was stunned —why couldn’t
he record this? He got a local lyricist named Dorothy LaBostrie to clean up the
lyric, and they went back to J&M with only fifteen minutes remaining to their
session. “Tutti frutti, good booty” became “Tutti frutti, aw-rootie.” Three takes

later, it was in the bag.

“Tutti Frutti” became a big hit on the R&B charts. Once again, though, the
opportunistic white media took advantage, and once again, Pat Boone was en-
listed to sing a cover version. To hear Boone’s version today is simultaneously
hysterical and sobering. Little Richard generously credits Boone with inadvert-
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ently helping his own version cross over to the pop charts, and this is probably
true. Alot of kids never would have heard “Tutti Frutti” if Pat Boone hadn’t cov-
ered it, but one thing is for sure: when they were popping the buttons on their
pJ’s, Little Richard’s version was on the record player.

MARCH 1956 #1 HEARTBREAK HOTEL—ELVIS PRESLEY

“nless you were a big fan of country music in 1955, chances are youhad /4 .o

no idea who Elvis Presley was. While at Sun Records in Memphis, \
Tennessee, Elvis recorded just under a score of songs that today are among
the most seminal recordings of all time; but none of the Sun recordings ever 1|
made the Top 40 pop charts. In retrospect, this seems amazing considering #
the widespread effect these seventeen or so songs had on music. But at the time,
Elvis’s success on local radio seemed sufficient, and for a country boy it would have
been foolish to think that anything more than regional fame was within his grasp.
No major label was signing rock-and-roll or rhythm-and-blues artists, black or white,
so independent labels were picking up the slack. In this way, rock-and-roll music,
in the beginning, was more or less kept to a cottage industry:.

It is impossible to overemphasize the important role Sam Phillips played in
developing Elvis Presley’s original style and artistry. When Phillips started Sun
Records, his intention was to record the local blues artists who could not get a fair
deal at the other southern recording studios. After a time, Phillips began record-
ing white country artists who were interested

in trying something new. By combining their
country sound with a steady beat and adding m
the unrestrained qualities of rhythm and blues, MARCH 1956 »

anew, access%bl’e style resulted. If you fioubt the BLUE SUEDE SHOES—CARL PERKINS
success of Phillips’s formula, here are Jjust some

of the artists whose careers he launched within MARCH 1956 4
a year’s time: Johnny Cash, Jerry Lee Lewis, (YOU'VE GOT| THE MAGIC TOUCH-
Carl Perkins, Roy Orbison, and, of course, Elvis THE PLATTERS

Presley. Phillips knew what he was doing, and
the new style he and these country boys devel-
oped was dubbed “rockabilly.” The rockabilly sound eventually became nothing
more than a stylization of double-time beats with hiccup vocals drenched in echo,
but in its original form it was much more powerful. It was “blacker” than contem-
porary rockabilly with a definite feel for the lyrics.

The legacy of Elvis’s Sun recordings will probably last as long as the recorded
evidence exists. Unfortunately, though, his fame outgrew the label that spawned
him, and his new manager, Colonel Tom Parker, lured him into a contract with
RCA Records. RCA bought Elvis’s contract from Phillips for a total of $40,000,
with the intention of making Elvis Presley a pop star. His first single, “Heart-
break Hotel,” was released in early 1956, and suddenly Elvis Presley became the
embodiment of rock and roll. The song went to #1 on the national pop charts and

7
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stayed there for eight weeks. As far as Middle America was concerned, Elvis could
have come from Mars because nobody, especially a white nobody, had ever made
music like that. And that...that...“dancing” that he does, if you could call it danc-
ing, to that niggra jungle music...he’s a pervert... and on and on and blah, blah,
blah. Teenagers who were starving for a means of expression and suffocating at
the hands of an outdated morality were sensing liberation, and Elvis Presley
personified their sense of freedom.

“Heartbreak Hotel” was written by Mae Axton
(Hoyt Axton’s mother) with Tommy Dunden and
featured a rare songwriting credit to Elvis him-

i self. It had a dark, somber, bluesy mood that
MARER 183N E Elvis was able to capitalize on by singing with a
HOT DIGEITY |DOG DIGGITY BOOM|— . . . A
PERRY COMD dramatic flair, using a full range of dynamics to
get the point across. The atmosphere on this song
is so thick you could cut it with a knife. It really
does sound as though Elvis is singing in front of a blinking, neon Vacancy sign.
His voice is so far out front in the mix that if his talent was anything less than
extraordinary, the record would be a disaster. As it is, his vocal performance is
something to behold, and he flaunts the fact that he has no precedent. The record
sounds great as much for what it’s missing as for what it contains. A modern
studio could try for days, but the sound of records like this is simply not reproduc-
ible. The sound and lyrical content seem, in retrospect, to be quite mature for a
teenage anthem. It is great not just because it was Elvis’s first national hit, but
because it was a landmark performance. It established rock and roll (and every-
thing rock and roll stood for) as a force to be reckoned with.

GREAT MISSES

APRIL 1956 #6 LONG TALL SALLY—LITTLE RICHARD

fter Little Richard heard Pat Boone’s pale imitation of “Tutti Frutti,” he got

mad. When Boone’s version charted higher than his own, he decided to get
even. He and producer Bumps Blackwell determined to record a song so raucous,
so wild, so black, that Pat Boone wouldn’t be able to wrap his mouth around it. A
teenage fan from Mississippi named Enortis
Johnson supplied the lyrical idea. Writing about
catching her Uncle John running around behind
her sick Aunt Mary’s back, Johnson submitted
MAY 1956 #3 a few lines of lyric, hoping that Little Richard
I'MIN LOVE ABAIN—FATS DOMIND would be able to do the rest. If anybody was ca-
pable of completing a song about backdoor sexual
promiscuity, it was Little Richard. The song be-
came a lyrical masterpiece, but it was sung so fast that nobody understood it.
Even the Beatles, nearly a decade later, had to bluff their way through a line or
two. While most listeners assumed “Long Tall Sally” was another nonsense rhyme,
the lyrics were no such thing. They quite blatantly tell the tale of Uncle John
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messin’ with bald-head Sally (“she’s built for
speed”), and seeing “Aunt Mary comin’ so he
ducked back in the alley.”

. The song was sung at su<.:h a bI:eakneck pace STANDING ON THE CORNER—
it should have discouraged imitations. Yet, with THE FOUR LADS

the will of a man attempting to deny the forces
of his own nature, Pat Boone did record “Long APRIL 1856 i
Tall Sally”—or, more accurately, something re- LONG TALL SALLY-PAT BOONE
sembling it, with the same title and chord
changes. This time, though, Little Richard had
the edge, reaching #6 while Boone’s version nipped at his heels, holding at #8.

GREAT MISSES

APRIL 1956 #l

JUNE 1956 #31 MY BABY LEFT ME—ELVIS PRESLEY

lvis Presley was an interpretive singer, and as such, he relied on ‘-f‘

songwriters for virtually all of his material. But he had no shortage of
songs from which to choose. He picked from rhythm and blues, country-
western, Tin Pan Alley, and the emerging rock-and-roll writers. He was .t\'
capable of putting his mark on each style by making them all, unmistak- # #
ably, Elvis Presley songs. Elvis’s first-ever single, “That’s All Right, Mama,” was
an imaginative reworking of a song written by Arthur Crudup, an R&B artist
who happened to be a particular favorite of Presley’s. “My Baby Left Me” was
also written by Crudup. Presley taped his version during the second recording
session for his new label, RCA Records, and saw it relegated to the B side of his
second RCA release. The A side, “I Want You, I Need You, I Love You,” was a
very good song but seems awkward and stiff when compared to the frisky en-
ergy of “My Baby Left Me.” Still, promotional efforts were concentrated on the
safer “I Want You, I Need You, I Love You,” and
it easily reached #1 while “My Baby Left Me”
was lucky, as a B side, to chart at all—it reached m
#31. Such was his popularity that double-sided
hits became the rule and not the exception. :E':l[n:‘siiillll—ﬂ[ﬂ[ VINI:[N‘I”
Soon overshadowed by Elvis’s next double-sided o

smash, “Don’t Be Cruel”’“Hound Dog,” “My JUNE 1956 ¥18
Baby Left Me” became an obscurity and was ROLL OVER BEETHOVEN—
almost completely forgotten. GHUCK BERRY

Although it was Elvis’s most popular song, I
hesitate to include “Hound Dog” among his best
work, but not for the usual reasons that have been cited by uninformed purists of
blues and R&B. I am referring to the charge that Elvis stole “Hound Dog” from
Big Mama Thornton and was out of his league. First of all, the song was written
by Jerry Lieber and Mike Stoller, two East Coast Jewish kids, so it wasn't exactly
traditional Negro blues or spiritual music. Secondly, Elvis’s version is so far re-
moved from Big Mama Thornton’s that they might as well have different titles.
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Her version is frightening, loaded with blue notes and anger, while Elvis’s ver-
sion is goofy and playful. I happen to think that Thornton’s recording is better
because it sounds more real, perhaps even dangerous; but that doesn’t mean that
Elvis should get saddled with a reputation for pilfering recordings from black
artists. It was always his intention to give credit
where it was due, and he never hesitated to men-
tion the creators who were responsible for sup-
plying his material.

“My Baby Left Me” would have fit in comfort-
ably among Elvis’s early Sun material. It has all
of the classic stylings that make those songs so
crucial—from the confident, exaggerated vocals
to the rock-solid backing of band members Scotty Moore and Bill Black, augmented
by D.J. Fontana on drums. Since none of the earlier Sun records ever hit the Top
40, there is no better example of the birth of rockabilly on the pop charts than “My
Baby Left Me.” It displays all of the inventiveness those remarkable Sun record-
ings had and should be recognized as a part of Elvis’s most innovative work.

GREAT MISSES

JUNE 1856 HB

TRANSFUSION—NERVOUS NORVUS

JULY 1956 #24 FEVER—LITTLE WILLIE JOHN

en James Brown was scrapping around looking for a recording contract with
King Records, Little Willie John was the label’s resident star. Brown was
struggling for recognition, and he hoped that one day he could be as famous as
John. Fate played its role and gave James Brown all he asked for and then some,

but Little Willie John had a much bleaker destiny.
When he was a child growing up in Detroit, Little Willie John used to sneak
out of his house at night to sing for money on

street corners. When his daddy found out, he
gave Willie a good thrashing, figuring it was
JuLY 1956 i for his own good. Dizzy Gillespie (the Dizzy

MY PRAYER—THE PLATTERS Gillespie) had heard .Willie John sing at a tal-
ent contest and was impressed enough to talk

JuLy 1956 #5 to his parents, convincing them to support his
1;2::%3;" THE JUNGLE- talent. Willie’s father must have had a change

of heart bordering on an epiphany, because he
resigned from his job on the assembly line and
started driving his son to talent contests and
other engagements. Although he was originally rejected by King Records, Little
Willie John’s popularity grew steadily until 1955, when King reconsidered and
signed him to a recording contract.

Still in his teens, Willie John became a rhythm-and-blues star with his first
release, “All Around the World.” “Fever” was his third single, and it rose to #1 on
the R&B charts and remained there for six months! That type of popularity was
so overwhelming that the pop charts had to make a concession, and the song
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CHAPTER ONE: 1955-1959 Q

eventually reached #24. In 1956, the pop charts were alien territory to the likes of
Little Willie John. His music was usually intense and bluesy. It spoke directly of
the black experience (read “plight”), and the pop charts were not typically accom-
modating to that style...yet.

Publishing was not an exact science in the ’50s, and some half a dozen people
have claimed authorship of “Fever.” Also, Willie John was not the most respon-
sible performer, and his business and artistic interests were often neglected. This
trait worsened with the passage of time. Whether because of insecurity over his
diminutive stature (he was five feet, four inches tall) or a genuine need to protect
himself, he carried a knife. One day in 1966 he used it, killing a railroad em-
ployee in Seattle during an argument. In prison, his health worsened, and he
passed away on May 28, 1968.

“Fever” has since been revived a number of times, most memorably as a pop
song by Peggy Lee; but in 1956 it was considered to be “dangerous” race music,
pure and simple. In his short life, Little Willie John had a profound influence on
his contemporaries and lives on in memory as a catalyst who inspired some vital
changes in popular music.

AUGUST 1956 #1 DON'T BE CRUFL—ELVIS PRESLEY

'I'he story of Elvis Presley’s youth has been told so often by both casual 5
historians and dedicated fans that his past now exists somewhere be-
tween legend and myth. Like Paul Revere’s midnight ride, George
Washington’s cherry tree incident, Daniel Boone’s exploits with the Indi-
ans, and Johnny Appleseed’s legendary wanderings, Elvis’s early years have
been portrayed with a uniquely American blend of fact and fiction. In the mid-
’50s, America existed on two distinctly different planes, with the white middle-
class majority determining what truths would be embraced in its quasi-historical
tales, and the black (and every other nonwhite) minority finding their roles mini-
mized in these occasionally misinformed and highly edited stories.

In 1956, Elvis was certainly not the stuff white legends were made of. With
its tight, moralistic structure and rigid behavioral code, Middle America ap-
peared to be comfortably smug and self-righ-

teous, but its children weren’t quite as con-
vinced. Sam Phillips at Sun Records sensed this
discontent and deliberately set out to bring
AUBUST 1956 #

rhythm and blues to this audience. After all, OUND D5 -
the wild abandon and uninhibited expressive- AR ARE - ELV13 PRESLEY

ness that defined R&B were so fundamentally AUGUST 1956 #2
appealing that it ~ad to cross the color barrier— HONKY TONK—BILL BOGBETT

ovided that the duit , White,
provide a conduit was young, white SEPTEMBER 1956 -

handsome, and respectable. Although he might IN THE STILL OF THE NIGHT—
maintain otherwise, Phillips could never have FIVE SATINS

predicted the extent to which his foresight

n
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Allen toned would be correct. For example, I think it is no exaggera-

Eivis down by tion to say unequivocally that every single rock-and-roll

record that was released after “Don’t Be Cruel”/“Hound

asking him to Dog” was touched by Elvis’s influence in some way, shape,

sing "Hound or form. Through him, the black experience went main-

stream. Being a popular white singer who deliberately

Dog” to an co-opts African-American styles without condescension

actual droopy- is, in itself, no great achievement, but doing it well and

without pretense certainly is. The most amazing thing

eyed mutt. about Elvis was the ease with which he incorporated R&B

into his act. His moves were R&B, and the sound that

emanated from his mouth was R&B, and yet he never sounded derivative. His

stylization may have been taken from the black artists he was familiar with,

but his singing resembles no particular black performer of that period. He was,
pure and simple, Elvis.

Can any of us ever forget the first time we heard Elvis speak? The morally
righteous types who feigned disgust at the very sight of him must have been
just as aghast to discover that he was a soft-spoken, polite Southerner who
respected the opinions of his elders. My God, he was one of them! With his roots
firmly entrenched in white (albeit poor) culture, he became the embodiment of
black culture as perceived by whites. African-Americans, on the other hand,
knew that Elvis was a thinned-out version of the real thing, and they simulta-
neously resented and applauded him for his efforts. The fact that it took a white
man to achieve superstardom with black-inspired material says less about Elvis
than it does about America at that time. With a major conglomerate supporting
this “new” sound, white America was unwittingly seduced into incorporating
the black experience into their own mythology. “Don’t Be Cruel”/“Hound Dog”
became the single most popular record of the entire rock-and-roll era, and popu-
lar music was never the same again.

Elvis Aron Presley was born in East Tupelo, Mississippi, to parents Gladys
and Vernon on January 8, 1935. His twin brother, Jesse Garon, was stillborn,
destining Elvis to be raised as an only child. His father struggled to support the
family, and they moved constantly, eventually settling in Memphis. In his teens,
he got a job driving a truck and displayed an inclination to sing, initially with
no apparent professional ambitions. Then an advertisement caught his eye about
a recording studio in Memphis that would record nonprofessionals at a reason-
able rate and give them an acetate (a test pressing of a record) as a souvenir.
Although he was scared to death, Elvis eventually mustered up the courage to
enter the Memphis Recording Service and sing a couple of songs, with studio
receptionist Marion Keisker manning the controls (though some informed his-
torians are certain it was Phillips himself). She told Phillips of her encounter,
and the rest is history, or myth, or legend.

After leaving Sun and gaining access to the national distribution and adver-
tising power of RCA, Elvis proceeded to reinvent America’s image of itself. First,
and ferociously effective, were his television appearances, particularly those on
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the Steve Allen and Ed Sullivan shows. Sullivan received so many complaints
about Elvis’s hip thrusting that on his third TV appearance, he filmed him only
from the waist up. Allen toned Elvis down by making him sing “Hound Dog” to
an actual droopy-eyed mutt. Elvis soon became the stuff of legend and —consid-
ering the plethora of posthumous Elvis sightings, alien babies he allegedly fa-
thered, miracles caused by his spirit, etc.—he’s even more a part of our mythol-
ogy today. While alive, Elvis Presley was the most famous face in pop music. In
death, his likeness is easily among the most recognized of any human being
that has ever graced the planet Earth.

OCTOBER 1956 #17 | WALK THE LINE-JOHNNY GASH

n his autobiography, The Man in Black, Johnny Cash said, “I never did a concert

that I didn’t sing ‘I Walk the Line.’ And I never sang it that I didn’t mean it, or
that I didn’t want to mean it.” It shows, and if you listen to his performance on the
single, you can tell that he is singing from the heart about something that is
important to him. Cash recorded “I Walk the Line” for Sun Records in 1956, and
it was his first national hit, reaching #17.

Johnny Cash has a talent that is hard to figure. He possesses a voice with
very little range, yet it conveys strength and vulnerability simultaneously and
effortlessly. And he always sounds honest. Yet he lacks animation and in many
ways was the polar opposite of his pelvis-thrusting label mate, Elvis Presley.
The limited talents of his band, who barely
knew how to play their instruments, kept mu-
sicianship to a minimum, as well. But Sun
Records’ Sam Phillips could turn a shortcom-
ing into a virtue better than just about any-
body, and his use of slap-back echo made the
lack of musical ability and showmanship irrel- OCTOBER 1956 2
evant by emphasizing the vocals. This meth- BLUEBERRY HILL—FATS DOMIND
odology caused the character of the singer to
come into focus, and Johnny Cash was thus des-
tined to succeed. He would use this simple but effective formula for his entire
career, with little change.

“I Walk the Line” has a chord progression that was inspired by a backward
recording on a home tape recorder. Cash was haunted by the sound of the tape
and wrote chords to emulate the upside-down progression. The song has an
essentially repetitive structure, just verse after verse, with key changes intro-
ducing each new round. It’s so simple that it’s strange, particularly the way
Cash hums the root note before each verse, presumably to be sure he finds the
new key.

Johnny Cash ultimately had a more profound effect on country music than
rock and roll. But “I Walk the Line,” his heartfelt love song, had enough emo-
tional power to cross the Mason-Dixon line, and it made him a national star.

OCTOBER 1956 Ll
LOVE ME TENDER—ELVIS PRESLEY




Q@
NOVEMBER 1956 #1 SINGING THE BLUES—GUY MITGHELL

n 1979, the Clash released its classic punk-rock anthem “London Calling.” As

the song crashes to a grinding halt, vocalist Joe Strummer sputters, “I never felt
so much like a...” and that’s it. I recognized that shard of a phrase somehow, and
for a long while it haunted me until one day it suddenly came to me. He was
paraphrasing the lyric from “Singing the Blues™!

Guy Mitchell was the resident crooner at Columbia Records, which was then
controlled by A&R (artist-and-repertoire) man Mitch Miller. Miller’s primary
expectations of Mitchell were twofold: one, he was expected to fill the shoes of
the recently departed Frank Sinatra, and two, he was expected to follow orders.
In 1956, the job of the A&R man was self-explanatory. Miller would match a
song with an artist, and it was expected that the artist would record it, regard-
less of his own personal misgivings. Miller had a disdain for rock and roll that
was boundless, and he intended to have absolutely nothing to do with it. His
stable of artists, which included Rosemary Clooney, Tony Bennett, and Jo
Stafford, not to mention Miller’s own sing-along records, seemed to be ample
insurance against the noisy faddishness of rock and roll. Miller’s stubborn re-
sistance meant that Columbia would continue in the time-tested styles of tradi-
tional pop music.

Guy Mitchell was a talented singer, which gave Miller the raw material he
needed to work with, but the simple-minded, one-dimensional songs he was handed
kept him from reaching his potential. “Singing the Blues” was originally sung by
Marty Robbins (who later scored big with “El Paso”), and it was a #1 hit on the
country music charts. Better than most of his other song choices, Miller thought
“Singing the Blues” could be a big pop hit if Mitchell sung it, and boy was he ever
right. It held the #1 position for ten straight weeks.

The instrumental backing on the song sounds corny by today’s standards, with
a ukulele accompaniment and a whistling refrain, but Mitchell’s singing holds up
very well. His delivery sounds casual and comfortable, like someone who would
prefer blue jeans to dress slacks. The lack of formality makes the song endearing
and is the most likely reason that it still enjoys a modicum of popularity.

JANUARY 1957 #5 BANANA BOAT [DAY-0)—HARRY BELAFONTE

If you felt too old to tolerate rock and roll, but still wanted to be modern enough
to appreciate new sounds, ethnic music provided a viable option. Middle-class
couples bought Harry Belafonte records by the millions to play for their neigh-
bors on their new hi-fi record players, which they proudly displayed in living
rooms and finished basements across the country. The sophistication shown by
appreciating Harry Belafonte was impressive, considering the narrow tolerance
of the time, but Belafonte’s vocal talents and exoticism were not the only reasons
for his popularity. His striking good looks and smooth sensuality added to his
appeal, particularly with women.
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Before he was established as a successful actor, starring in the film Carmen
Jones, Belafonte began his music career singing folk songs in the nightclubs of
New York’s Greenwich Village. His native West Indian background brought him,
naturally enough, in contact with indigenous folk songs, and RCA Records, upon
signing him, intended to present Belafonte as a bona fide calypso artist. An al-
bum of Caribbean-based material, called Calypso, was released in 1956 and was
wildly successful, holding the #1 position for a whopping thirty-one weeks. The
companion singles released from the album were the brooding “Jamaica Fare-
well” and the startlingly original “Banana Boat (Day-0).”

A folk band called the Tarriers, featuring fu-
ture actor Alan Arkin, was presumably inspired
by the album Calypso and released its version m
of “Banal}a Boat” just weeks beforg Belafonte’s DECEMBER 1956 W2
own version charted. Both recordings reached SINCE | MET YOU BABY—
the Top 10. Later, another four versions (by Stan IVORY JOE HUNTER
Freberg, The Fontane Sisters, Steve Lawrence, S '
and Sarah Vaughan) reached the Top 40, pro- BE n
viding a clear indication of just how influential oIM DANDY ~LAVERN BAKER
Harry Belafonte had become. On his own ver-
sion, Belafonte made full use of his thespian
skills as well as his singing talent, thus capitalizing on his exotic accent to make
the song sound authentic. He made “Banana Boat” his own, and throughout the
years his version has been occasionally resurrected, most memorably when it
was used for a show-stopping scene in the movie Beetlejuice.

Belafonte’s career continues to this day, with sporadic television and concert
appearances. He has been and remains an active supporter of civil rights, and
performed at the 1963 March on Washington, where Martin Luther King told the
world, “I have a dream.” “We Are the World,” recorded for African famine relief,
was Belafonte’s brainchild.

JANUARY 1357 #20 AIN'T GOT NO HOME—CLARENGE FRDGMAN HENRY

By 1956, Chess Records had long been established as an innovative label, with
blues artists as reputable as Muddy Waters and rock and rollers as unique as
Chuck Berry. All over the country, novelty
records were beginning to interrupt rock and
roll's sovereignty, diluting its spirit with method
taking the place of inspiration as the essential
ingredient. Nevertheless, it sold records.
Clarence “Frogman” Henry didn’t need to use
gimmickry to reach the Top 40, as was proven FEBRUARY 1957 ng
by his 1961 Top 10 hit “(I Don’t Know Why I WITHOUT LOVE [THERE IS NOTHING)—
Love You) But I Do,” but they didn’t call him CLYDE McPHATTER
Frogman for nothing. His lower register was

JANUARY 1957 #5
BLUE MONDAY—FATS DOMIND
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so ridiculously guttural that his nickname was utterly appropriate. He also sang
in a falsetto that was two octaves above his froggy voice. Henry wrote and re-
corded “Aint Got No Home” to display this unique talent, but it’s not his range
that makes the song appealing. The complete inanity of the lyrics, when sung
over the driving New Orleans rhythm, is so wacky that it becomes irresistible.
Chess released “Ain’t Got No Home” on its subsidiary label, Argo, thus success-
fully cashing in on the novelty trend without
damaging the spirit or the reputation of the par-

GREAT MISSES ent label.
N ' No other city in the world embraces its indig-
VDUNE LOVE_TAR HUNTER enous musicians with the vigor of New Drleans.

In many cases, the embrace is so tight that they
cannot escape its grasp, destining them to a life-
time of local recognition with little acclaim else-
where. Artists as diverse and talented as Professor Longhair (a New Orleans de-
ity), Allen Toussaint, Irma Thomas, the Meters, Lee Dorsey, and Clarence “Frog-
man” Henry all suffered from this to some extent. Henry disappeared from the
national scene for five years, only to reappear for a short while in 1961 (sans froggy
voice) with the hit songs “But I Do” and “You Always Hurt the One You Love.”

MARCH 1957 #4 'M WALKIN'—FATS DOMIND

ats Domino was the only successful rhythm-and-blues artist who went on to

become a rock-and-roll star without any real change in his style. By 1963, he’'d
reached the Top 40 thirty-six times (!), and he eventually racked up more gold
records than any artist besides Elvis or the Beatles. His consistency was something
to behold. In many ways, “l'm Walkin™ was very much like most of his other record-
ings. As usual, it was written with and produced by Dave Bartholomew. It featured
the same crack band members, including drummer Earl Palmer and guitarist (and
brother-in-law) Harrison Verrett. “I'm Walkin”
stands out as one of Fats Domino’s best perfor-
mances mainly because of Palmer’s rollicking,
MARCH 1857 doublg-time drum beat, which propels the song
COME B0 WITH ME— from 1t§ opening right on through to the fade-milt
THE DELL-VIKINGS two minutes later. The band’s performance is
seamless and is a perfect representation of what
makes New Orleans musicians special.

Antoine Domino was born in New Orleans in 1928, one of nine children. His brother-
in-law, Harrison Verrett, who was twenty years his senior, taught young Antoine the
basics of piano playing, which he learned eagerly. His interest was strong enough for
him to leave school at fourteen and work days in a factory so he could perform at local
nightclubs. One night, bandleader and arranger Dave Bartholomew caught his act
at a local juke joint called the Hideaway Club and was impressed. He presented
young Fats to Imperial Records, where he was signed to a recording contract in 1949.
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His first single, “The Fat Man,” became a huge rhythm-and-blues hit and went on
to sell more than a million copies. Other R&B hits followed, and in 1955 he was the
first R&B artist to cross over to the mostly white pop Top 40, with “Ain’t That a
Shame.” Subsequent hits—such as “I'm in Love Again,” “Blueberry Hill” (his big-
gest), “Blue Monday,” and “I'm Walkin” —were all cut from the same mold and estab-
lished Fats Domino as the most consistent artist of the early rock-and-roll era.

MARCH 1957 #12 WALKIN' AFTER MIDNIGHT—PATSY CLINE

patsy Cline had one of the most pleasant singing voices in all of popular music.
Free of affectation and airs, her natural talent just flowed whenever she sang.
Her style of dress and her songs were Nashville, but her singing style was univer-
sal. Before Cline, country music was strictly regional in its appeal. Hank Wil-
liams made a minor dent in the pop charts but ultimately had little impact out-
side the South and Southwest. A few singers, including Tony Bennett (“Cold, Cold
Heart”) and Patti Page (“Tennessee Waltz”), had hits with country songs, but
they were pop artists, not country singers. It took Patsy Cline to make country
music broadly appealing on a national level.

Virginia Patterson Hensley was born on September 8, 1932. As a sign of things
to come, she was a talented and precocious child. While barely in her teens, she
approached her local radio station, WINC, and bluntly requested to sing. Her
unabashed personality got her the job. Young Virginia listened religiously to ra-
dio stations that broadcast the Grand Ole Opry. When a star from the Opry named
Wally Fowler came to town, she once again asserted herself by requesting an
audition, which earned her a place in his show. She hadn't performed at the Grand
Ole Opry yet, but she was developing a professionalism that matched her forth-
right confidence.

In 1953, she married, thus becoming Virginia Cline. At

the behest of her manager, she soon changed her name to In September
Patsy. In September 1954, an executive from Four Star 1954. an
Records, a small, regional company, heard Cline and hur- )

riedly signed her to a contract. The terms were harsh, executive from

though, as she could record only material that was ap-
proved by the label, and the contract would be renewable
in two years’ time if Four Star cared to pick up the option. Records, a
When Cline met legendary Nashville producer Owen
Bradley, she began recording at his recently constructed
and thoroughly modern facilities. Limited by Four Star’s company,
choice of material, Bradley experienced a great deal of dif- heard Cline
ficulty in establishing an identifiable sound for his spunky
and impulsive charge. For nearly two years, they labored and hurriedly
unsuccessfully for a hit. Four Star probably would have
let Cline’s contract expire, if it weren't for her and Bradley’s
final attempt to record a pop song, “Walkin’ After Mid- contract.

Four Star

small, regional

signed her to a
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night,” by Don Hecht. Preferring upbeat country-western swing, Cline hated it,
calling it “nothin’ but a li’l ole pop song.” The terms of her contract gave her little
choice, though, and Bradley managed to work wonders with the song, making
Cline sound every bit of a pop singer without betraying her country instincts.
Cline’s voice had a full tone and none of the nasal twang to which Northerners
objected. Convinced of her impending success, Four Star renewed its option, and
Cline became bound to another two years. She subsequently appeared on The
Arthur Godfrey Show and was such a success that she became a cast member.
Spurred by her TV appearances, “Walkin’ after Midnight” hit the charts, and
Cline finally got her invitation to appear at the Grand Ole Opry.

Unfortunately, Four Star became convinced by her crossover that she should
record only popular material, so they studiously avoided country trappings such
as the fiddle and steel guitar. Instead, they smothered her songs with strings,
choruses, and, in Owen Bradley’s words, “anything that stuck.” Also, Four Star
would not relent and insisted that she record only songs that it licensed, which
were generally inferior. As a result, Cline’s popularity nose-dived. It would be two
long years before she could escape her contract and begin her career anew.

APRIL 1957 #3 SCHOOL DAY—CHUCK BERRY

t’s strange to think that Chuck Berry, a man in his thirties, was capable of writ-

ing succinctly and accurately about the concerns and interests of teenagers. His
lyric writing and vocal delivery were as rhythmic as any other writer’s has been
before or since; and the subject matter—usually cars, girls, school, and music—
voiced the concerns and preoccupations of most teenagers. Since he incorporated
their manner of speech into his lyrics, he seemed to be a sympathetic friend who
was cool enough to know what they were thinking about. “School Day” is the
ultimate teenage anthem (at least when school
is in session), dealing with the frustration of a
typical school day and the relief experienced
when it finally ends.

APRIL 1957 H

ALL SHODK UP—ELVIS PRESLEY Essentially, the’song. is a one-man shoyv. A gui-

tar chord played in triplets announces it. Berry
APRIL 1957 #21 sings a measure with no accompaniment, and the
LOCILLE~LITTLE RICHARD band kicks in on the next measure. But mostly

what we hear is a guitar lick that mimics the vocal
line. This pattern continues throughout the en-
tire song, except for a few brief bars that feature a guitar solo. The job of the band
is simply to give the song a steady beat while Berry’s vocal rhythms and guitar
work carry it through. Somehow it never seems to sound redundant, probably be-
cause Berry varies his delivery each time he sings a new line. (Listen to how he
accents the line “drop the coin right into the slot.”) By the time he reaches the last
verse, singing “Hail, hail, rock and roll,” it is apparent that the song is more than
just a “school sucks” song, but a full-blown rock-and-roll anthem.
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Unfortunately, Berry didn’t seem to think that his records had any longevity,
and he treated them like perishable products. It was only a matter of time before
he dropped his band (allegedly because of excessive drinking) and started to play
live with unrehearsed backing musicians. His standard procedure was to have
the promoter make all arrangements, with different players in every town to
avoid the expense of traveling with a steady band. More often than not, he would
show up at a club or concert hall minutes before show time, get paid, then meet
the band if time allowed. If not, he’d go out on stage, tune his guitar, and then tell
the band to watch his leg for cues. The shows were usually disappointing to his
fans, and he has since developed a reputation for being more concerned with
saving a buck or two than pleasing his audience. Say what you will, he defined
what classic rock-and-roll guitar is, and through his songs he gave a voice to a
generation that was desperately in need of an outlet for expression.

MAY 1357 #2 BYE BYE LOVE—THE EVERLY BROTHERS

y the late *50s, rock and roll had begun to move away from the raw immediacy

of its early stars and became a vehicle for the banal contrivances of camera-
friendly faces singing songs about teenage romance. It had barely established
itself, yet rock and roll was losing its rebellious edge and drifting into the abyss,
becoming nothing more than a catchphrase for corporate-sponsored teen music with
a beat. Another unfortunate development was the resegregation that began to take
place. Previously, rock and roll made tremendous headway in breaking down the
barriers between the races, as exemplified by white artists. By the end of the de-
cade, this would become a memory, and the industry would regress to business as
usual. Pat Boone, Debby Reynolds, and Tab Hunter all had #1 hit records in 1957
with no crossover appeal, while only “safe” black acts like Johnny Mathis and Sam
Cooke also had #1 hits, with tame, lukewarm performances. More disturbingly, the
influence that R&B had on rock and roll and doo-wop all but
disappeared, with Tin Pan Alley and country music becom- Th
) X : e beautiful
ing the major sources for new material. All was not lost,
however, and even the most die-hard rock-and-roll fan had singularity of
to admit that the music charts were improved from the sorry their crystal-
state of 1955. It was just disheartening to see rock and roll y
inevitably fall prey to the corporate machinations that ma- clear harmo-
nipulated anarchy into formula.

Every rule has an exception, though, and in this case
there were two. Buddy Holly and the Everly Brothers, al- songs an
though less explosive than their rock-and-roll predeces- innocence that
sors, both brought something new and innovative to their
music. What they lacked in chaotic energy was more than made their
compensated for with their thoughtful lyrics that spoke
to the hearts and minds of teenagers, helping them come
to terms with the confusing contradictions of adolescence. sally appealing.

nies gave their

themes univer-
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The Everly Brothers in particular seemed to understand the frustrations of being a
teenager. Songs like “Problems,” “Bird Dog,” “Wake Up, Little Susie,” “Bye Bye
Love,” and a host of others all capture a segment of teenage life. The beautiful
singularity of their crystal-clear harmonies gave their songs an innocence that made
their themes universally appealing.

The Everly Brothers were the first act to introduce lead-vocal harmony to rock
and roll. The unearthly combination of Don and Phil Everly’s voices was so perfect,
so pure, that it seemed to emanate from a single source. “Bye Bye Love” was their
first single on the Top 40, reaching #2 in May 1957. Like nearly a dozen other hits
by the Everlys, the songwriting credits belonged to the husband-and-wife team of
Boudleaux and Felice Bryant. The roots for their songs were traceable to country
music and had no discernible R&B influences, but this did not handicap their ap-
peal. “Bye Bye Love” was considered to be as much of a rock-and-roll record as
anything by Elvis Presley or even Chuck Berry. Before “Bye Bye Love,” most rock-
and-roll lyrics were either moody (“Heartbreak Hotel,” “My Baby Left Me”), non-
sensical (“Tutti Frutti,” “Shake, Rattle, and Roll”), or blatant statements of love or
lust (“Don’t Be Cruel,” “Great Balls of Fire”). The country roots of “Bye Bye Love”
were certainly not unique, but only Chuck Berry shared the narrative lyric struc-
ture that the Bryants utilized. With less energy and more introspection, the Everly
Brothers were the first rock and rollers to give their teenage fans food for thought.

MAY 1857 # 14 WONDERFUL! WONDERFUL!—JOHNNY MATHIS

n 1957, Columbia Records was still smarting from the recent resurgence in Frank
Sinatra’s popularity, who was all but washed up a few years earlier when he
was under contract with Columbia. Simply put, the company needed to reestab-
lish itself as a leader in the music industry and Johnny Mathis proved to be the
key to their success. Older fans who appreciated the more traditional jazz vocal
stylings were appalled by his singing, but young

audiences flocked to him. Paradoxically, Colum-
bia filled a void in the youth market by giving
MAY 1857 . teenagers their own thoroughly modern version

" of Frank Sinatra.
m’_%ms Johnny Mathis was born on September 30,
1935, in San Francisco. His father was a vaude-
MAY 1957 3 ville musician who instilled an interest in mu-
%—'JM‘ sic in his son, but young Johnny was also inter-
ested in sports. He simultaneously sang in night-
clubs and followed athletic pursuits. His athletic

prowess was considerable, and Mathis soon be-
came eligible for the Olympic trials. At the same time, club owner Helen Noga
became impressed with his singing and signed on as his manager. After George
Avakian, who worked at Columbia, heard him sing, he offered Mathis a recording
contract, which presented a dilemma as much as an opportunity. If he went to the
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Olympic trials, he would miss his chance to sing professionally, and vice versa.
After some long, hard thinking, he decided to sing.

Columbia immediately set about recording Mathis in a jazz style without im-
mediate success. Although the title suggests otherwise, the song “Wonderful!
Wonderful!” did not appear on his first hit album, which finally painted Mathis as
a pop-style vocalist. Still the album yielded no hit singles and was not initially
successful. Mitch Miller, Columbia’s head of A&R, finally intervened and linked
him to the more popular style of mellow ballads. His first productive pop session
consisted of four songs: “Warm and Tender,” “When Sunny Gets Blue,” “It’s Not
for Me to Say,” and his first single release, “Wonderful! Wonderful!”

Written by Ben Raleigh and Sherman Edwards, “Wonderful! Wonderful!” be-
came Mathis’s first million-seller. Of course, the sudden success of the single
prompted many record buyers to purchase the album of the same name, and the
album Wonderful Wonderful was thrust into position #4 on the strength of a title
song that did not appear on it.

MAY 1957 #5 IT'S NOT FOR ME T0 SAY—JOHNNY MATHIS

l.lohnny Mathis’s second single, “It’s Not for Me to Say,” was recorded with the
Ray Conniff Orchestra at the same sessions as his first hit-single release, “Won-
derful! Wonderful!” It hit the Top 40 charts a scant two weeks after “Wonderful!
Wonderful!”, rising to position #5 and giving Mathis two concurrent hit singles.
“It’s Not for Me to Say” was written by Al Stillman and Robert Allen, the same
pair who wrote Mathis’s biggest hit single, “Chances Are.” The piano tinkling
that frames the song is simply beautiful, and it sounds as though it may have had
a significant role in suggesting the piano played by Ralph Sharon in “I Left My
Heart in San Francisco.”

The next year yielded seven additional hit records for Mathis. As a result, his
popularity became so great that his many obligations to perform in concert and
appear on television caused scheduling difficulties. Because time was scarce, he
found it impossible to record new material. Mitch Miller decided to fill the gap by
assembling the various hit records on one disk and releasing them together on an
album aptly titled Johnny’s Greatest Hits. This established the precedent for sub-
sequent greatest-hits packages. It moved onto the album charts in April 1958,
where it remained for an unprecedented and quite remarkable 490 weeks. This
record seemed unbeatable and remained untouched until Pink Floyd’s “Dark Side
of the Moon” took up permanent residence on the charts, lingering for 741 weeks.

JULY 1957 #3 WHOLE LOT OF SHAKIN' GOIN' ON—JERRY LEF LEWIS

Before artists like Jerry Lee Lewis and Little Richard became legends in their
own time, it was adequate for most rock and rollers to simply appear rebel-
lious. The image that artists presented was more important than their true dis-
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position, and usually the two were quite different. Jerry Lee Lewis, though, was
the real thing, and he had the temerity to prove it. With his long, blond hair
combed back, he would strut onstage, approach the piano with a swagger, then
pound out eighth notes while he attempted to seduce your daughter with his
arrogant sneer and suggestive lyrics. If his talent was anything less than abso-
lute, he would have been torn apart by the male contingent of the audience. Such
was the confidence of Jerry Lee Lewis that he never thought twice about it.

“Whole Lot of Shakin’ Goin’ On” was written by Dave Williams and Roy Hall,
a piano player who once hired Lewis to play in
his after-hours juke joint. Hall released his ver-
sion on Decca Records in 1955 after it was re-

corded by Big Maybelle. Other folks recorded
JuLY 1957 §27 . . .
SUZIE §-DALE HAWKINS it also, but it never went anywhere until it fell
into the hands of Lewis.

The opening measures sound as though he
might tear the keys off the piano. The song has
no bass player, just rollicking drums, an under-recorded guitar, Lewis’s voice, and
p-i-a-n-o. He gets full muscle power from the song by breaking it down nice and low
(“easy now”) in the bridge. He then exhorts the girl(s) to “wiggle it around just a
little bit, that’s when you've got somethin’. Yeea-yah.” (My God, just try to imagine
how lascivious and perverted this must have sounded in 1957.) Then Lewis lets it
rip. When he says “We ain’t fakin’,” it’s not only because it happens to rhyme with
“shakin’.” He means business. Fathers, lock up your daughters. America and rock
and roll did not and has not since seen the likes of Jerry Lee Lewis.

AUGUST 1957 #1 THAT'LL BE THE DAY—THE CRIGKETS

[or somebody who had only three Top 10 hits in his lifetime, Buddy Holly has
had a profound influence on popular music that by far exceeds his chart pres-
ence. He arrived on the music scene at a time when most rock and rollers were
beginning to sound predictable and formulaic. The major artists (Elvis Presley,
Little Richard, Fats Domino) had lost their ability to surprise their audience, and
their formats became contrived. “That’ll Be the
Day,” released in the summer of 1957, was a
breath of fresh air for a music scene that had
begun to grow stale. The solid-body Fender Tele-
caster guitar, which Holly played, and a new
instrument, the electric bass guitar, gave the
Crickets a thoroughly modern, unique look and
sound that eventually were used by virtually
every rock-and-roll band that followed.

Born September 7, 1936, in Lubbock, Texas, Buddy Holly learned to play the
guitar at a young age. At fifteen, he teamed up with his friend Bob Montgomery,
playing local shows as “Buddy and Bob,” and soon they had their own radio show.

AUGUST 1357 #6
MB. LEE-THE BOBETTES
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Decca Records, looking for a singer who could compete Holly never
with Elvis Presley, offered Holly a contract as a solo art- gave up beligy-
ist. At first he balked, but the supportive persuasion of
his partner, Bob, and his parents led him to accept the ing in his own
offer. At Decca’s insistence, Holly traveled to Nashville for abilities. and
his first recording session. Unfortunately, he soon learned !
that rock and roll was not what the Decca A&R people he decided to
wanted. Eager to please, Holly did as he was told, chang- " '
M X o . recut "That'll
ing his playing and singing style, but to no avail. The re-

sultant single bombed, and Decca subsequently refused Be the Day,”
torelease anything else. One good thing that resulted from ane of the
the Decca debacle was that it cemented the relationship
between Holly and his drummer, Jerry Allison. The rest songs that

of the band departed, so Holly and Allison returned to .
Texas and played local dances with their drums and gui- Decca originally
tar as the only instrumentation. waylaid.

Holly never gave up believing in his own abilities, and
he decided to recut “That’ll Be the Day,” one of the songs that Decca originally
waylaid. He completed his band by adding bass and rhythm guitar, then drove to
Norman Petty’s recording studio in Clovis, New Mexico. The atmosphere Petty
provided was light-years away from the manipulations Holly had suffered at the
hands of Decca. Petty allowed the group to record at a leisurely pace, taking as
payment a share of the resultant publishing royalties. Although Petty probably
had some creative input, this arrangement is most likely the reason so many
Buddy Holly songs have writing credits attributed to him.

Because Decca had the original “That’ll Be the Day,” it was determined to be
unwise to use Holly’s name in the credits. Grabbing a dictionary, they searched
for an appropriate group name and decided to release the song as the Crickets.
The tape fell into the hands of Bob Thiele at Coral Records, who loved the song,
but the label heads at Coral had no interest in rock and roll. Thiele then arranged
for Coral’s subsidiary label, Brunswick, to release “That’ll Be the Day.” By sheer
coincidence, both Coral and Brunswick were subsidiaries of Decca, so when the
song became a huge hit and Decca learned the true identity of the Crickets, a
lawsuit would have been ludicrous, since they would essentially be suing them-
selves. “That’ll Be the Day” eventually reached #1 on the pop charts, the only #1
hit of Buddy Holly’s abruptly truncated career.

OGTOBER 1957 #1 YOU SEND ME—SAM CODKE

Sam Cooke was one of eight children raised in a religious family and influenced
by his father, a Baptist preacher. He grew up singing in his father’s church
and, with his brother and sisters, formed the Singing Children. In his teens, he
formed a gospel group with his brother, and they toured the gospel circuit with
groups like the Soul Stirrers and the Pilgrim Travelers, who eventually featured
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Lou Rawls. In 1951, the lead singer of the Soul Stirrers, R.H. Harris, decided to
retire, and Cooke was given the opportunity to replace him. Recording for Specialty
Records, Sam Cooke became the new “face” in gospel music.

You might expect these early religious songs to display a germinating singer
with a style that required polishing, but Sam Cooke’s singing with the Soul Stirrers
was nothing less than magnificent. Already, he was a confident, graceful singer
with a full-blown talent. Cooke displayed a flair for writing music as well, judging
from such songs as “Touch the Hem of His Garment.” He attracted a much younger
audience than was usual for gospel shows, and it became obvious to most con-
cerned parties, including Specialty’s artistic director, Bumps Blackwell, that he
could quite easily cross over to pop music, simply by changing his inspiration and

the topic of his songs. Ambitious and willing,

Cooke tested the waters cautiously. His first pop
release, “Lovable,” was credited to Dale Cook, but
SEPTEMBER 1957 i with Cooke’s instantly recognizable voice, he

WAKE UP. LITTLE SUSIE— fooled no one. Meanwhile, Rupe was incensed that
THE EVERLY BROTHERS his gospel star was dabbling in pop music, con-

vinced that he would alienate his core gospel au-
SEPIEMBER 1857 fl dience. When he heard “You Send Me,” Rupe flatly

GHANGES ARE—JOHNNY MATHIS refused to release it. Blackwell was convinced of

its salability, so he bought Cooke’s contract from
Specialty and placed “You Send Me” with Keen
Records. The song became a hit almost instantaneously, rising to the #1 position,
where it remained for three weeks.

“You Send Me,” written by his brother, L.C. Cooke, contains much of the nu-
ance found in Sam Cooke’s best gospel performances, giving him plenty of free-
dom to soar all around the notes. The understated accompaniment puts all the
emphasis on his remarkable voice as he repeats key phrases (“I know, I know, I
know...”) over a lilting rhythm and an angelic female chorus. His pop material
can only suggest the talent he displayed in his gospel work, and it was mostly his
gospel singing that influenced the next generation of singers. It would be a mis-
take, though, to underappreciate Cooke’s crossover to pop music, because it paved
the way for other gospel singers, such as Aretha Franklin, to justify their own
transitions. Melding the expressiveness of gospel within the gentle melody of a
pop song, Cooke became the most obvious progenitor of what would soon be re-
ferred to as soul music.

OGTOBER 1957 #1 JAILHOUSE ROCK—ELVIS PRESLEY

No sooner had Elvis Presley become the center of attention for all youth /%
culture than he began to get involved with that bastion of cultural §
mediocrity, Hollywood. RCA had released only three of his singles—
“Heartbreak Hotel,” “I Want You, I Need You, I Love You,” and “Don’t Be
Cruel”“Hound Dog”—when his manager, Colonel Tom Parker, set up a L4
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three-picture deal with Paramount Studios. The effect on Elvis’s music was al-
most immediate.

More often than not, the songs that appeared in these motion pictures were
picked indiscriminately, with no relation at all to the story line. Usually, they
were inserted into the film for no better reason than to prove that Elvis could sing
better than he could act. Unfortunately, Hollywood requirements were not sym-
pathetic to his artistic abilities (neither were his agreements with Hill and Range,
the publishers of this nonsense), and the songs used in the films were sometimes
so awful that they were laughable. Every rule has one or two exceptions, though,
and “Jailhouse Rock” certainly stands out among a sea of mediocre material.
Written by Jerry Leiber and Mike Stoller, the song is a real rave-up rocker with
nonsensical lyrics about a coed prison dance party. How Elvis could sing the words
with conviction is a testament to the talent of the man. His singing has a power-
ful, raspy edge, which is the textbook standard used by later rockers as diverse as
John Lennon and Bruce Springsteen. This alone would be enough to earn the
song a place in this book, but the muscularity of his vocal is equaled by the energy
of the music. The band rocks.

Compared to the pulp that Elvis’s soundtracks contained, “Jailhouse Rock”
was not only captivating but addictive. By the time it was released, Elvis was no
longer the figurehead of youthful rebellion, but a player in the entertainment
business establishment. Nevertheless, on “Jailhouse Rock” he certainly proved
that he was capable of rocking better than anybody else.

OCTOBER 1957 #2 ALL THE WAY—FRANK SINATRA

Nineteen fifty-two was a year that Frank Sinatra would most likely prefer to
forget. His marriage to Ava Gardner was in shambles, he lost his movie con-
tract, television ignored him, he was let go by his record

company, and as the final insult, his agency dropped him. Linking Sinatra
Hundreds, perhaps thousands, of artists before and since
have experienced similar fates; falling into the dark void with conductor/
of has-beendom. Once caught in its clutches, it isn’t an arranger Nelson
easy destiny to escape. That Frank Sinatra did come back,

not only with a stronger voice but with a reinvented per- Hiddle proved
sona to match, is a testament to his strength of will and to be one of the
self-determination.

While Sinatra was at rock bottom, he managed to land most produc-
the non-singing role of Private Maggio in From Here to tive pairings in

Eternity. It gave him the one opportunity he needed to modern music
prove himself to a doubting public, and he played the role

as though his very life depended upon it, which, in a sense, history, but it
it did. If Sinatra wanted to continue his career as a vocal- almost didn’t
ist, however, he desperately needed to affiliate himself with
a record company. After his disastrous parting with Co- happen.
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There is nothing lumbia Records, companies were not exactly waiting in

disposable line to sign him. Capitol Records, in Los Angeles, had

grown from a small independent in 1942, into a company

about this fully capable of competing with major labels like Colum-

performance bia and RCA. Although Sinatra was considered to be a

) major risk, Capitol signed him, with unusually strict con-

and it certainly tract terms. He was to receive no advance for recording

ranks among fe’es,’and if he was unproductive, his contract would ex-

pire in twelve months. :

the best of his Linking Sinatra with conductor/arranger Nelson Riddle

recorded proved to be one of the most productive pairings in mod-

ern music history, but it almost didn’t happen. Sinatra

GEUVIE. wanted to continue working with Axel Stordahl, the man

responsible for his frothy, somewhat dated Columbia ses-

sions, but he was unavailable. Billy May, Sinatra’s second choice, was also bound

by previous obligations, so the task of handling what was hoped to be Sinatra’s

musical comeback fell into the hands of Riddle. Perhaps because he wanted to

please Sinatra, Riddle wrote four arrangements, two of which were identifiable

as his own and another two (“South of the Border” and “I Love You”) that deliber-

ately aped Billy May’s brassy, upbeat style. On the record, they were even cred-

ited to May. Sinatra’s single release, “Young at Heart,” became a best-seller, and

by March 1954, with a hit record and an Academy award for best supporting
actor, Sinatra once again was on top of the world.

Sinatra usually saved his best material for album releases, and his singles tended
to be paper-thin, disposable concoctions that would not stand up to repeated scru-
tiny if placed on a long-playing album. Hit singles like “Love and Marriage,” “(Love
Is) the Tender Trap,” and “Hey, Jealous Lover” all sold well but became tiresome
after repeated listening. “All the Way” was written by Jimmy Van Heusen and
Sammy Cahn for the film The Joker’s Wild. It won an Oscar for best film song in
1957, and it happened to be miles away from the disposable froth that usually
defined a Sinatra 45. As was common with their thematic work together, Nelson
Riddle’s sympathetic arrangement linked perfectly with Sinatra’s voice. It is an
older, more self-assured Sinatra who sings “All the Way.” There is nothing dispos-
able about this performance, and it certainly ranks among the best of his recorded
oeuvre. Sinatra championed himself with a stunning return to the limelight. After
churning out a seemingly endless amount of magnificent material and performances
of the same caliber as “All the Way,” he staked out a position whereby he would
reign permanently as the godfather of popular vocal music.

NOVEMBER 1957 #3 PEGGY SUE-BUDDY HOLLY

Buddy Holly and the Crickets had an unusual arrangement with their record
labels. Songs that required vocal backing were credited to the Crickets and
released on Brunswick, while solo vocal recordings were credited to Buddy Holly
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and released on Brunswick’s parent label, Coral. This was even more ridiculous
than it sounds, since the Crickets did not sing any of the backing vocals (except on
“That’ll Be the Day”), leaving that task to professional singing groups.

“Peggy Sue” was originally called “Cindy Lou” until drummer J erry Allison con-
vinced Holly that it would sound better if he sang the name of Allison’s girlfriend,
Peggy Sue. The rollicking rhythm reflected the interplay that had developed be-
tween Holly and Allison when they played as a duo for local dances. Rather than
play typical rock-and-roll rhythms, Allison had many original ideas and always
seemed to find a drum part that was sympathetic to Holly’s intentions. His rolling
sixteenth-note paradiddles (a standard drum exercise) are drenched in a rhythmic
echo that propels the song while Holly sings about
Peggy Sue, invoking her name over and over with
dozens of varying inflections.

As aresult of his untimely death, the image of
the twenty-two-year-old rocker with the horn- ROCK AND ROLL MUSIC—
rimmed glasses and the Fender guitar has be- CHUCK BERRY
come frozen in time. In “American Pie,” Don
McLean implies that February 3, 1959, was “the
day the music died.” Although future events proved this to be untrue, at the time it
really did seem that the plane crash that took the lives of Buddy Holly, Richie
Valens, J.P. Richardson (the Big Bopper), and pilot Roger Peterson took the spirit of
rock and roll with it. With Elvis Presley in the Army, Little Richard in sudden
retirement, and Jerry Lee Lewis banished for marrying his cousin, it already looked
(and sounded) like the beginning of the end for rock and roll. The plane crash sounded
the death knell, and for a while, the supposedly clairvoyant naysayers who had
predicted a quick death for rock and roll seemed to be correct. The first tidal wave
definitely ended, and the following ripple brought in the timid styles of Frankie
Avalon, Paul Anka, Fabian, Bobby Rydell, and Bobby Vee. The once wild stallion
that was rock and roll had become a tame, obedient plow horse.

NOVEMBER 1957 #8

DECEMBER 1957 #2 GREAT BALLS OF FIRE—JERRY LEE LEWIS

l.lerry Lee Lewis’s life has been and continues to be a never-ending saga, so it

would be ludicrous to attempt to summarize his biography here. You probably
already know the lurid, sensational details of his life, but if you don’t, it warrants
the attention of a book, and I can only suggest that you read Nick Tosches’s fine
biography, Hellfire. Actually, Tosches’ book is probably about due for a revised
edition, since it was published in 1982, and
Lewis’s story rolls on unabated. But I cannot
completely overlook the motherlode of interest-
ing stuff that makes up the life of J erry Lee, so

here is a snapshot synopsis: He was born Sep- UECEMBER 1557

AT THE HOP—
tember 29, 1935, in Ferriday, Louisiana. His DANNY AND THE JUNIGRS

older brother was killed by a drunk driver while
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his father was in prison. He grew up poor. His family was Pentecostal. He learned
to play piano alongside his cousins, Jimmy Swaggart and Mickey Gilley. He quit
school in the eighth grade and made money playing the piano. He got married at
sixteen. He became a preacher. He got married again at eighteen (no divorce,
though). He disowned his wife’s second child. He auditioned at Sun Records and
got signed. He recorded “Whole Lot of Shakin’ Goin’ On” and “Great Balls of Fire.”
He divorced his second wife and married his thirteen-year-old cousin, Myra Gale,
his bass player’s daughter. He traveled the world. The press found out about his
marriage(s) and ruthlessly discredited him. His first son with Myra drowned. He
became a country music star. He became addicted to alcohol and pills. He di-
vorced Myra. His son Jerry Lee Lewis Jr. was killed in an auto accident. He shot
his bass player in the chest. He was badly hurt in a car accident. He married and
divorced twice more. He was accused of murdering his wife. On and on. If you
read Lewis’s biography, you may decide that you don’t like the man, but there is
little doubt that he is the greatest living legend that rock and roll has to offer.

After a successful appearance on The Steve Allen Show, Lewis’s fame exploded.
He went into the studio two weeks later, in August 1957, and recorded “Great
Balls of Fire.” As previously noted, Lewis was raised a member of the Pentecostal
church and at one time, in an earlier incarnation, he was even a preacher. He
knew his God, or what his God wanted from him, and “Great Balls of Fire” most
certainly did not fit into the equation. Lewis had to choose between good and evil,
between God and the devil, and when he recorded “Great Balls of Fire,” he felt
sure that the devil had won the battle for his soul.

Otis Blackwell wrote the song around a title provided by a songwriter named
Jack Hammer. It had the same energy as Lewis’s previous hit, “Whole Lot of
Shakin’ Goin’ On,” and more importantly, it almost surpassed it for lascivious
content. The piano break is the defining moment of rock-and-roll piano, from the
double-time bass riff to the four repeated flourishes (glissandi, to purists) and
the three full measures of the same few pounded notes. Whew. He plays with
energy and conviction what has since been copied so often that to modern ears it
can sound clichéd. Listen closely, though, and you'll hear that this is no hack-
neyed performance, but a revelation. It is only too bad for Lewis that it wasn't the
revelation he was looking for.

JANUARY 1958 # 1 GET A JOB- THE SILHOUETTES

Sha nanana, sha nana nana (baa-doo) [REPEAT 4 X]
Dip dip dip dip dip dip dip dip bm-m-m-m-m-m, get a job.

o goes the chorus to the best sing-along song of the entire doo-wop era. You
don’t need to know how to sing harmony, and you don’t have to remember the
words, just nanana along for maximum effect. I warn you now, though, that de-
spite the infectiousness of the chorus, beware of the words to the verse. Besides
being nearly impossible to sing, they also are nearly impossible to understand
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unless, like me, you play the record two billion times. Then, horror of horrors, lyrics
that are both quite literate and more than a little subversive reveal themselves,
detailing not only the trials and tribulations of being unemployed, but also a nag-
ging woman who’s always “preachin’ and a-cryin’, tellin’ me that I'm lyin’‘bout a job
that I never could find.” Pretty heady stuff: then it’s back to the irresistible chorus.
With songs like this and the Coasters’ “Yakkety Yak,” which charted in June, you'd
be led to believe that young males had a hard time getting a word in edgewise
(except, of course, when they’re singing).
There’s not too much to say about the Silhou-
ettes themselves, other than that they came from
Philadelphia, wrote a hit, and disappeared. Like
so many other vocal groups, they started as gos-
pel singers and then changed to rhythm and
blues. “Get a Job” broke nationally when it was
played on Dick Clark’s hit TV program, Ameri-
can Bandstand. It went to #1 for two weeks and inspired a copycat response called
“Got a Job,” which was recorded by a very young Smokey Robinson with the Miracles.
Robinson’s answer record initiated a career that would continue through four de-
cades. While the Silhouettes vanished without a trace, their one hit record lives on,
as lively and entertaining today as it was intended to be almost forty years ago.

JANUARY 1358 #15
MAYBE~THE CHANTELS

JANUARY 1958 #6 WITCHGRAFT—-FRANK SINATRA

I:ans of modern music are well aware of what constitutes a theme album, but
most aren’t aware that Frank Sinatra pioneered the form. In the late ’40s,
when Sinatra was with Columbia, he—and for that matter all artists— was limited
to the three minutes allowed by a ten-inch 78 RPM disk. Technology changed,
and the 45 RPM single became the format of choice for rock and roll, champi-
oned by RCA Records. Meanwhile the 33!/s RPM, long-playing album was fa-
vored by the more “mature” artists and their labels, such as Frank Sinatra at
Capitol and Johnny Mathis at Columbia. In the early ’50s, the development of
the long-playing record coincided with Sinatra’s signing to Capitol, his home for
the duration of the decade. His first long-playing release was a ten-inch long
player called Songs for Young Lovers, an intelligent col-

lection of classic songs that were thematically sugges- Because of the
tive of the album title. Barring greatest-hits collections
and compilation albums, virtually every album Sinatra
released with Capitol was a theme album, the most ac- of his albums,
claimed being In the Wee Small Hours, a collection of
lonely, introspective songs, and Songs for Swingin’ Lov-
ers, a collection of upbeat, danceable love songs. The lat- of secondary
ter album contains Nelson Riddle’s simply unbeatable
original arrangement of “I've Got You under My Skin,”
which was revived note for note in 1993 for Sinatra’s Sinatra.

concern to

23



@ AMERICAN HIT RADID

nightmarishly bad duet with U2’s Bono (don’t blame Sinatra).

Because of the huge success of his albums, singles became of secondary con-
cern to Sinatra. Occasionally, though, a gem did come up on a 45, “Witchcraft”
was the follow-up single to his luxurious version of “All the Way,” and together
these songs re-established Sinatra as a reputable singles artist. Although it was
released three months after “All the Way,” “Witchcraft” was actually recorded
three months earlier. Written by Cy Coleman and Carolyn Leigh, it represents
Sinatra at his confident, swinging best. Coleman and Leigh supply some of the
most sophisticated, clever lyrics Sinatra ever tackled, and he makes it sound like
a piece of cake. Don't be fooled, though, because nobody else could sing this song
like Sinatra. Nobody else could sing the word “taboo” like Sinatra. It’s his show
all the way, although Riddle’s punchy arrangement gives him a run for his money.

They don’t make em like they used to. An imitator like Harry Connick Jr. may
attempt to make a career out of trying, but he sings more like Frank Sinatra Jr.
than the real McCoy. Music fans all over the world, please heed my advice: accept
no imitations. Hearing “Witchcraft” is all the convincing you’ll need.

FEBRUARY 1958 #10 G0OD GOLLY MISS MDLLY—LITTLE RIGHARD

ith “Good Golly Miss Molly,” Little Richard apparently decided to take off
the kid gloves. Although most of his previous hits made reference to sex, it was
always well-disguised. When Pat Boone covered
“Long Tall Sally,” singing about how she was

“built for speed, she’s got everything that Uncle
John needs,” he probably didn’t even know what
FEBRUARY 1358 h2 the song was about. “Good Golly Miss Molly” gets

SWEET LITTLE SIXTEEN—
CHUCK BERRY

MARCH 1358 #
TEQUILA—-THE CHAMPS

MARCH 1958 7
MAYBE BABY—THE GRICKETS

GREAT MISSES

FERRUARY 1958 #3
SHORT SHORTS—THE ROYAL TEENS

FEBRUARY 1958 K14
BALLAD OF A TEENAGE QUEEN—
JOHNNY CASH

right to the point with the first line: “Good Golly,
Miss Molly sure likes to ball. With your rocking
and rolling, you can’t hear your mama call.” How
in the world could he have gotten away with this,
considering the stifling morals of the ’50s? Simple.
White audiences didn’t know what “balling” was.
They probably figured, “you know, like ‘having a
ball,’ a good time.” Uh-huh. Maybe the lyrics went
over their heads, but the music hit them dead on.
Wherever Little Richard and the Upsetters played
live, they were showered with panties thrown by
girls in the audience. Perhaps the moralists had
good reason to flip out, but Little Richard made
himself out to be so outrageous that he appeared
to be as harmless as a cartoon.

He may have been an animated character, but
make no mistake, Little Richard was quite genu-
ine and immeasurably influential. Elvis picked
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up on the current, and Chuck Berry supplied the juice, but it was Little Richard
who plugged it in. The entire country became energized (or shocked) by the first
wild man of rock and roll. If rock and roll, as an art form, stands for pure expres-
sion, then Little Richard can be singled out as being its most important progenitor.

APRIL 1958 #1 TWILIGHT TIME—THE PLATTERS

'I'he golden years of doo-wop, or vocal harmony groups, occurred between 1948

and 1958, so a large percentage of songs that fall into this category predate the
1955 starting point of the Top 40. Songs like “Crying in the Chapel” by Sonny Til
and the Orioles (1953) or “One Mint Julep” by the Clovers (1952) are great, but
they are simply too old to be considered here. Most doo-wop material can be traced
as far back as the ’30s, to groups like the Ink Spots and the Mills Brothers. By the
’50s, black male vocal groups were multiplying like rabbits. Such a plethora of
groups with bird names, animal names, car names, and royalty names were pro-
liferating that fans of this genre could (and do) stay busy for the rest of their lives
searching for specific 45s.

Although their name didn't fall into one of the above categories, the Platters
were very much a part of the black vocal group
tradition, and they carried their style well into
the first half of the ’60s. One characteristic that m
made them unique was Zola Taylor, a rare fe-
male group member in a very male-dominated :'l'ln :lul:‘?[ﬂm 0018 10 [AM-"
genre. Mostly, though, they are remembered for mm!—
the talents of lead tenor Tony Williams. Their
hits—such as “Only You,” “The Great Pretender,” APRIL 1958 20
“My Prayer,” “Smoke Gets in Your Eyes,” and TALK T0 ME, TALK 10 ME~
“Twilight Time”—have a smoothness that most UTILE WILLIE Jee
of the other doo-wop groups could only dream
of. Although by anybody’s definition they fit into
the doo-wop category, that smoothness caused them to stand apart from the rest
of the pack. Whereas other bands sounded coarse or silly, singing shu-bop-a-doo-
dah, rama-lama-ding-dong or some such drivel, the Platters had a dignity about
them that made their songs classic. The verbal gymnastics that so many other
bands used were more of a novelty than a genuine musical breakthrough, and I
think this is the primary reason why so many people who were not around at that
time have difficulty appreciating doo-wop. By singing these phrases, most doo-
wop bands dated themselves, which is something the Platters managed to avoid.
It is also interesting that bands of this era that recorded up-tempo material tended
to be one-hit wonders (of course with a few exceptions, notably the Coasters).
Ballad performers usually had longer shelf lives. Classy ballads were certainly
the Platters’ mainstay, and this contributed to their longevity.

The emergence of beat-heavy rock and roll effectively snuffed out most of the
doo-wop groups, but Tony Williams and the Platters—under the aegis of their

di
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producer/manager/songwriter Buck Ram—-continued to have hits beyond the
end of the decade. With songs as good as “Twilight Time,” it’'s hard to imagine
that they would ever have been concerned about their future. “Twilight Time”
seems to represent a lifestyle that is out of reach (for me, anyway), except per-
haps on some elaborate vacation. It invokes images of women in backless gowns
with tuxedo-clad men sipping cocktails on the veranda at sunset. Aaaahh. Close
your eyes and dream. If we can't live like this on a daily basis, then at least
“Twilight Time” reminds us of what it would feel like if we could.

MAY 1958 #8 JOHNNY B. GOODE—CHUCK BERRY

sk the early rock and rollers who their favorite artist is, and you’ll usually get

the same reply. Elvis, Little Richard, and even Jerry Lee Lewis have all agreed
that Chuck Berry is the standard bearer. In the movie Hail, Hail, Rock and Roll,
Lewis tells the story of when his mother told him, “You may be good, but you’re no
Chuck Berry.” She was probably the only person on the planet who could have
said those words to Jerry Lee without getting a black eye, but deep down he knew
that his mama was right.

“Johnny B. Goode” is timeless in the sense that it is difficult to imagine a time
when it didn’t exist. There aren’t many songs that have more universal acclaim.
The guitar intro has become a classic part of our musical heritage, and the lyrics
(“Go! Go, Johnny, Go!”) are permanently etched into our collective brains. Most of
us have heard this song so often that it is almost impossible to listen with fresh
ears, but if you do manage to escape it for a while
(avoid wedding bands and bars with overaged
deejays), it will sound as good as new the next
WAY 1958 time you hear it. .
| WONDER WHY~ In the late *70s NASA launched a pair of space
DION AND THE BELMONTS vehicles to explore the outer reaches of our so-
lar system. Known as the Voyager program,
these technical wonders sailed away from earth
with the explicit purpose of sending back information and photographs of the
planets, as well as anything else that might be encountered along this intriguing
journey. As the Voyager spacecrafts complete their primary mission (and they
have done admirably well), an interesting possibility remains. With no practical
means of propelling the spacecrafts back toward earth, they will continue to travel
on a blind path to the ends of the universe (theoretically). On the outside chance
that other life forms might some day discover these odd space travelers, a two-
hour recording was placed on board to convey what life on earth was like at the
time these vehicles were launched. Included on the recording was a greeting in
nearly four dozen languages, something by J.S. Bach, and a recording of “Johnny
B. Goode.” Perhaps in seven or eight thousand years, an alien culture will inter-
cept the Voyager and examine the contents. Once they finish laughing at the
ridiculously obsolete technology of our planet, the word “hello” will probably sink

ki)
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in, and perhaps they will be impressed by the thoughtful artistry of J.S. Bach.
“Johnny B. Goode,” however, ought to be the surprise hit of the package. Imagine,
a rock and roll revolution on Alpha Centauri; “Go, Johnny Go!” indeed.

As a postscript, honorable mention should be made of the many great songs
that Chuck Berry (and subsequently hundreds of others) recorded but that never
reached the Top 40. Here are a few: “Little Queenie,” “Brown-Eyed Handsome
Man,” “Around and Around,” “You Can’t Catch Me,” and so many more. Some-
body ought to make a movie that includes these songs. I'm sure that at least the
soundtrack would be a hit.

JUNE 1958 #1 YAKKETY-YAK—THE COASTERS

Before their involvement with the Coasters, songwriters Jerry Leiber and Mike
Stoller already had a history of writing successful rhythm-and-blues material,
with songs such as “Hound Dog” and “Kansas City” (back then it was called “K.C.
Loving”). To broaden their interests, they decided to start their own company, Spark
Records, in 1953 with third partner Lester Sill. One of their first signings was a
vocal group called the Robins. Leiber and Stoller took over all the responsibilities
for the group, from writing their material to producing their records. Their songs
usually took the form of humorous, four-part narratives, and 1955 successively
yielded R&B hits like “Riot in Cell Block #9,” “Framed,” and “Smoky Joe’s Cafe.”

Duly impressed, another, albeit larger, independent label, Atlantic Records,
bought out Spark Records lock, stock, and barrel. Uncertain of their future, the
Robins were torn in half by the buyout. The two members who remained in Los
Angeles (and in the group) recruited two others, and Lester Sill became their
manager. Meanwhile, Atlantic had hired Leiber and Stoller, making them the
first independent producers of rock and roll. The label change brought a name
change, as well. Since the Robins came from the West Coast (Los Angeles) but
worked for an East Coast label, they dubbed themselves the Coasters.

Wasting no time, Leiber and Stoller wrote a double-sided hit for the Coasters
(“Searchin™/“Youngblood”), which maintained the formula the group had refined
at Spark. This time, Atlantic’s distribution aided the record’s
exposure, and both sides reached the pop charts simul- Most of the
taneously. Soon afterward, the Coasters changed coasts,
relocating to New York. This was significant because, be- words are sung
sides another personnel change, sax player King Curtis from the
became a member of the recording team. “Yakkety-Yak”
was the first and most successful hit the Coasters yielded perspective of
with Curtis. His sax became like a fifth voice, passing a
musical commentary on the comedic underpinnings of
the lyric. mother giving

Like most Coasters hits, the lyrics portray a short story orders to
or “playlet.” Most of the words are sung from the perspec-
tive of a frazzled mother giving orders to her child. All the her child.

a frazzled
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kid can manage to do is taunt her by saying, “Yakkety-Yak.” Here, the father
enters (played by the bass voice) saying, “Don’t talk back.” The mother then picks
up her rant and on and on. Since the kid can’t say much, the saxophone says it for
him. Curtis does the rest of the teasing with his riffing, adding another humorous
(or annoying, if you're the parent) touch.

The Coasters’ follow-up release, “Charlie Brown,” was essentially a musical
carbon of “Yakkety-Yak” with a different script. Leiber and Stoller’s “sketches”
continued successfully into the ’60s, with songs like “Shopping for Clothes” and
“Along Came Jones.” They also developed more serious romantic ballads that
were usually recorded (with a full string section) by the Drifters. Their success
ratio was phenomenal, and their work with the Coasters is, if not their best, then
certainly their most identifiable.

JUNE 1958 #11 FOR YOUR PRECIOUS LOVE—JERRY BUTLER

ongs about longing and desire are probably the most common genre on the Top
40, but rarely if ever are they as powerful as “For Your Precious Love.” The
song is obsessive and blindly passionate. The consequences of love are not men-
tioned because it is only the love itself that matters. When a love is all-consuming
and the song that expresses it is at your fingertips, the result is spine-tingling
bliss. I don’t know if Jerry Butler was actually

GREAT HITS experiencing a situation like this when he sang

“For Your Precious Love,” but he certainly makes

RAVE DN—-BUDDY HOLLY

GREAT MISSES

JUNE 1858

PURPLE PEOPLE EATER-
SHEB WODLEY/BEN GOLDER

JUNE 1958 K9 it sound real. With Curtis Mayfield and the Im-

WILLY AND THE HAND JIVE— pressions supporting his lead like a trio of pin-
THE JOHNNY OTIS SHOW .

ing angels, Butler sounds unearthly, as though

JUNE 1958 3 his love has disembodied his voice. It comes from

H MY SOUL—LITTLE RIGHARD a place so deep inside, so personal, that it is fas-

cinating to hear. It’s strange, then, to discover

JUNE 1958 a7 that Butler wrote “For Your Precious Love” as

an English composition assignment.

The Impressions (with Jerry Butler) formed
in 1957 when Butler met Curtis Mayfield sing-
ing at the Traveling Songs Spiritualistic Church
in Chicago. They were signed to Vee-Jay’s sub-
sidiary label, Falcon Records, and promptly re-
corded “For Your Precious Love.” Dissension de-
veloped almost immediately, however, when the
record was credited “Jerry Butler (and the Im-
pressions).” Butler left to pursue a solo career,

and the Impressions carried on with Mayfield. Mayfield and Butler remained
close, however, with Mayfield occasionally producing and cowriting songs with
Butler. The Impressions went on to a career highlighted by socially conscious and
relevant songs while Butler mostly stuck to soulful balladeering.
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Butler originally was going to start a career as a restaurateur until he became
involved with music. Restaurant management and, strangely enough, ice sculp-
ture, were among his talents. This ability, coupled with his easygoing, cool style,
earned him the nickname of “the ice man.” Peculiarly, although most of his later
recordings make the nomenclature appropriate, “For Your Precious Love” cap-
tures him at full heat. Only a handful of singers have allowed so much of their
own emotion to figure in a popular recording (Edith Piaf and Billie Holiday come
to mind), and Butler himself quickly cooled down the intensity of his passionate
style. Nevertheless, a good deal of the music audience found it fascinating to hear
such a powerful display of emotion. Soon confessional expression would be com-
monplace, and the vulnerable style of later soul songs could be traced back to the
powerful reading of Jerry Butler when he sang “For Your Precious Love.”

JUNE 1358 #11 | GUESS THINGS HAPPEN THAT WAY—JOHNNY CASH

poor Sam Phillips. After working patiently to develop budding talents and then
tirelessly recording and promoting their efforts, everything started to fall apart.
Major labels with a seemingly unlimited cash flow began to woo his coterie of
stars away, and the few who remained managed to self-destruct. Because of a
shortage of funds, Phillips sold Elvis Presley to RCA Records. Two years later,
Johnny Cash and Carl Perkins made clandestine agreements to sign with Colum-
bia Records when their Sun Records contracts expired. J erry Lee Lewis, Phillips’s
other major star, had no intention of leaving Sun,
but once he married his adolescent cousin, his
career took a nosedive. Phillips pressed on and

eventually moved Sun to a new location with JULY 1958 #
comparatively spacious, modern surroundings PODR LITTLE FODL—RICKY NELSON

and equipment. Hindsight being 20/20, this only
added to the company’s demise, since the studio
made famous by Presley, Cash, and Perkins was
abandoned and the new building lacked the aura
of the original site.

Long before the move, Phillips hired Jack
Clement to assist him as producer/engineer. By
1957, Clement had the responsibility of record-
ing most sessions at Sun, particularly those of
Johnny Cash and Jerry Lee Lewis. But since
Columbia had offered Cash more money for pub-
lishing royalties, he wanted to avoid recording his own songs at Sun and opted to
save them for his Columbia contract. Clement intended to sweeten Cash’s some-
what dour sound anyway and met little resistance when he suggested Cash record
other material, including some songs that Clement himself had written. One was
“Ballad of a Teenage Queen,” which has to be one of the dumbest songs I've ever
heard, with lyrics that could make you gag and a soprano voice that sounds as out

JULY 1958 #6
REBEL ROUSER—DUANE EDDY

GREAT MISSES

JULY 1958 9
GINGER BREAD—FRANKIE AVALON
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of place on a Johnny Cash record as a sitar. Another was “I Guess Things Happen
That Way,” which is everything that “Teenage Queen” is not. Although the song has
backing vocals that evoke images of cowboys wearing hula skirts, Cash’s transpar-
ent singing style makes it work. The lyrics are a bit of folk wisdom about facing up
to lost love, but Cash’s boomy, quavering voice makes the song sound positively
existential. The record doesn’t rely on riffs, repeated motifs, or any other unneces-
sary device. Cash and Clement hit upon something that could cut to the bone, and
a minute and forty-seven seconds is all it takes.

AUGUST 1958 #1 1T°S ALL IN THE GAME—TOMMY EDWARDS

nd now, ladies and gentlemen, a hit rock-and-roll recording by the vice presi-

dent of the United States....”

Strange, but true. “It’s All in the Game” was written by Charles Dawes, vice
president during the Calvin Coolidge administration (1925-1929). Tommy Edwards’s
professional music career also predates rock and roll, beginning in the early ’40s
with a radio program in his hometown of Richmond, Virginia. In the early '50s, he
was signed to MGM Records, where he recorded popular versions of “The Morning
Side of the Mountain,” “It’s All in the Game,” and “You Win Again.” The advent of
rock and roll made Edwards appear somewhat anachronistic, and his moderate
popularity waned. In a last-ditch attempt to reach the charts, he rerecorded a ver-
sion of “It’s All in the Game,” with slightly modernized instrumental backing and
support vocals. Voila, a #1 hit record for six weeks running. Stumbling onto what
seemed to be a lucrative formula, Edwards rerecorded almost all of his previous hit
songs with a modernized treatment, but none of them had the effect of “It’s All in
the Game.” Its qualifications as a true rock-and-roll record are suspect at best, but
that does nothing to diminish the ongoing universal appeal that it has earned.

Today, “It’s All in the Game” is seen not only as a previous #1 hit, but as a
definitive pop masterpiece. It has a sound that is instantly nostalgic. Everybody
who hears it seems to be taken back to a more innocent age. Even more so than
most other songs from this period, it is easy to imagine it playing from a jukebox
at a malt shop, or at a drive-in juke joint with girls in poodle skirts and saddle
shoes, or from a PA system at a senior prom in a gymnasium with papier-maché
decorations. By capturing a moment in time with dreamily romantic lyrics, “It’s
All in the Game” automatically generates that anticipatory feeling of life slipping
away right before your eyes.

AUGUST 1958 #1 NEL BLU DIPINTD DI BLU [VOLARE|-
DOMENIGO MODUGND

irst of all, ’'m not gonna call it “Nel Blu Dipinto Di Blu.” Who Does? It’s “Volare.”
How could a song this silly have gotten into the Top 40, and what in the world is
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it doing on a list of the best 500 songs? C’mon, admit it to yourself. Every time you
hear it, it makes you smile or even laugh out loud. Sometimes you try to sing along
in some make-believe language. The song is irresistible. How else can you explain
a song sung in a foreign tongue (you do know it’s Italian, don’t you?) reaching #1 on
the Top 40? For five weeks? I know, there was a scramble among the non-rock-and-
rollers to find “exotic” material to call their own (remember the Singing Nun?), but
this isn't exotic, it’s ridiculous. Ridiculous is OK, though. In fact, it’s fun. Dammit,
I like “Volare.” There, I've said it.

It starts like an episode of The Twilight Zone. By the time Mr. Modugno opens
his mouth and the Hammond organ makes its presence felt, it becomes painfully
obvious that the song is hopelessly European, shamelessly romantic, and down-
right schmaltzy. The song is so alien, so...wrong, that it’s dead on. By the time the
chorus rolls around, millions of silly Americans (like me) are singing along, reach-
ing for their wallets, and saying, “Where can I buy this?” Forget the bastardized
American covers by Dean Martin and Al Martino. Forget even Bobby Rydell’s pseudo-
hipster version. You can’t outcamp authenticity.

“Volare” was the biggest seller of 1958. It won Grammy awards for song of the
year and record of the year. I'm not making this up. Apparently the Grammies were
as inane and out of touch in their debut year as they are today. Sometimes, though,
Modugno’s version of “Volare” doesn’t seem campy at all. It can be just plain charm-
ing. Whether you are a hopeless romantic suffering from a lapse in taste or simply
enjoying a chuckle at a song that you think is silly, “Volare” is unforgettable. Cantare.

Trivia question: What does “Volare” mean?

To fly.

AUGUST 1358 #8 SUMMERTIME BLUES—EDDIE COCHRAN

[ddie Cochran was born October 3, 1938, in Oklahoma City, after which his fam-
ily relocated to Minnesota, then Los Angeles.

He had a passing interest in music and learned
to play drums, the clarinet, and guitar. He met m
another singing guitar player called Hank AUBUST 1958 "

Cochran (almost unbelievably, they were not re- TEARS ON MY PILLOW—
lated), and they formed a duo called the Cochran UTTLE ANTHONY
Brothers. Together, they recorded country and
rockabilly songs for Ekko Records. After per- AUBUST 1858 6
forming as an opening act for Elvis Presley on GHANTILLY LACE-THE BIG BOPPER
tbe Big D Jamboree, a traveling radio program AUBUST 1858 o
similar to the Grand Ole Opry broadcasts, DEVOTED 10 YOU-

Cochran’s life was changed. He was so impressed THE EVERLY BROTHERS

with Presley that he insisted on auditioning for
Sun Records, where he was summarily shown SEPTEMAER 1950 #a
the door. Hank and Eddie soon split, and Hank GARDL ~CHUCK BERRY

went on to become a songwriter of some note,
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with “A Little Bitty Tear” (Burl Ives), “Make the World Go Away” (Eddy Arnold),
and “I Fall to Pieces” (Patsy Cline). Eddie Cochran, meanwhile, got a deal record-
ing with Crest Records, which released his first single, “Skinny Jim,” cowritten
by Cochran and his friend and associate Jerry Capehart. Using “Skinny Jim” for
leverage, Cochran and Capehart approached Liberty Records and got an addi-
tional recording deal. Almost simultaneously and fortuitously, Cochran was asked
to appear in one of the better rock-and-roll exploitation movies, The Girl Can’t
Help It, singing “Twenty Flight Rock.” All the while, he was doing session work,
which helped him to master his recording and guitar technique, and he quickly
became a very multifaceted talent.
Overdubbing was a relatively new phenom-
enon, developed and perfected by artists and
experimenters like Les Paul. Cochran was fas-

GREAT MISSES

AUGUST 1358 K14

STUPID CUPID—CONNIE FRANCIS cinated with the possibilities of layering sounds
T DT and began to utilize his ideas on “Summertime
AUGUST 1958 #33 Blues.” In this sense, Cochran was a bit of a pio-
THE FREEZE-TONY AND JOE neer. This is apparent on “Summertime Blues,”
y , L judging by the multitracked percussion and gui-
SEPTEMBER 1958 #26

(RE-CHARTED AUGUST 1962 tar sounds that he used.

SUMMERTIME, SUMMERTIME- Teenage rebellion, with rock and roll as a
THE JAMIES stimulus, frightened Middle America. In the film

The Wild One, Marlon Brando portrays a hood-
lum biker who torments a small town. When
asked what he was rebelling against, Brando replies, “Waddya got?” Cochran
took a less radical stance. When he imitates the voice of authority, mimicking his
boss (“no dice, son, you gotta work late”), his father (“you can’t use the car ’cause
you didn’t work a lick”), and even his congressman (“I'd like to help you, son, but
you’re too young to vote”), he manages to be disrespectful without being overtly
rebellious.

In June, “Summertime Blues” is guaranteed to lift the spirits of schoolkids
until the end of time. While the song’s lyrics address the downside of summer
vacation, the music says, “HEY, NO SCHOOL, LET’S PARTY!” His next single,
“C’mon Everybody,” was the invitation.

DCTOBER 1958 #6 A LOVER'S QUESTION—CLYDE McPHATTER

[:lyde McPhatter is usually credited as the singer most responsible for bring
ing black gospel music styles to popular music. Other artists, such as Sam
Cooke and Ray Charles, did it later (and perhaps better), but McPhatter was
the first to display his gospel-based style, which he developed with the Mount
Lebanon Gospel Singers. In 1950, he joined Billy Ward’s Dominoes and sang
tenor in what was, at least originally, a bass-oriented vocal group, with songs
like “Sixty Minute Man.” Inexplicably, “Sixty Minute Man” managed to cross
over to the popular music charts and did not get banned, despite not-very-well-
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concealed references to the sexual prowess of the singer. Most likely, the white
record buyers simply didn’t have a clue concerning the lyrical content. When
the Dominoes required a lead tenor, taskmaster Billy Ward gave McPhatter the
job. Popular music fans were shocked to hear McPhatter wailing, swooping,
sobbing (literally sobbing), reaching for unreachable notes, and generally sound-
ing like a man who has lost control. The most bizarre and overwrought of these
early sides is “The Bells,” in which McPhatter sounds completely beside himself
as he tells of witnessing his girlfriend’s funeral. White audiences were at a com-
plete loss in coming to terms with this hysterical style, but they were not alone
in having difficulty warming up to him. A good segment of the black audience
took offense at McPhatter because they believed emotive singing was intended
for God, not secular matters. Vocal contortions represented a form of rapture,
which was a pure, religious experience. Applying this as a popular style was
often viewed as sacrilegious. White audiences, as was typical for the time, found
a safe substitute, and the overemotive shrieks of J ohnny Ray soon became popu-
lar. Black audiences were quicker to accept the change, and gospel-style influ-
ences soon became commonplace on the R&B charts. Gradually, popular music
in general succumbed, and today virtually all popular music has some gospel
influence.

Billy Ward ran the Dominoes with a military toughness, and he soon felt that
the independent-minded McPhatter was out of
step. McPhatter was sacked and replaced by a
fledgling Jackie Wilson. Ahmet Ertegun of At-
lantic Records wasted no time in locating

OCTOBER 1958 #

McPhatter, and after one false start, signed him 10 KNOW HIM IS T0 LOVE HIM—
and his new group, the Drifters. With his his- THE TEDDY BEARS

trionic vocals firmly in place, he recorded
“Money Honey,” “Such a Night,” “Honey Love,”
and “White Christmas” within one year’s time. McPhatter’s place in pop music
history was thus secured, but in 1954 he entered the U.S. Air Force, Special
Services Division. While on leave, he continued to record both as a Drifter and
as a solo act. In a wise business move, Atlantic Records restructured the Drift-
ers without McPhatter (the start of a trend, considering the hundreds of “Drift-
ers” who came and went since), and McPhatter became exclusively a solo artist.

As a soloist, his basic style remained fundamentally unchanged, with hits
like “Treasure of Love” and “Without Love (There Is Nothing).” A slight change
in style came in 1958, with “A Lover’s Question.” The song was structured simi-
larly to most vocal-group songs, however, with a strong bass rhythm and rhyth-
mic support from the harmonies. Yet the song is different, and it is the most
timeless of McPhatter’s songs because, for the first time, his singing does not
push the threshold. The a cappella intro lasts two bars into the verse, and then
rhythm guitars and harmonies joinin. As written, the lyrics simply wonder how
anyone can be certain of a partner’s love. McPhatter doesn’t sound excited, just
curious and tentative, which is exactly how he should sound, given the subject
matter. He displays confidence and restraint, yet he was still capable of display-
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ing emotion as well. With his broad vocal range intact, he never strays far from
the underlying melody. On “A Lover’s Question,” he discovered the relaxed for-
mula that gave him the biggest hit of his lifetime.

NOVEMBER 1958 #4 ONE NIGHT—ELVIS PRESLEY

l]n March 24, 1958, Elvis was inducted into the Army. RCA Records /45
and Elvis’s manager, Colonel Tom Parker, had plenty of advance
notice, so they kept him busy in the recording studio before he left,
giving the label plenty of material to release while he was overseas. Al- K‘
though Elvis was gone for one-and-a-half years, the hits kept coming as & 3
RCA released song after song from its stockpile, which a hungry public ate up
as though he had never left. “One Night” is easily the best of the songs released
in his absence.
Smiley Lewis, a rhythm and blues artist, wrote and recorded the original
version, which had slightly different lyrics, but that minor difference completely
altered the subject matter. The original line was

“One night of sin is what I'm now paying for.”
Hmm. Change “of sin” to “with you” and “pay-
ing” to “praying,” and you've got yourself a love

NSBI:::::[E“AIN!:'&[ES_I“[ l:ntsfsz song. It was a nifty thing for Elvis to do be-
cause it not only made the lyrics more palat-

NOVEMBER 1858 #2 able, but also made them identifiable to the
PROBLEMS~THE EVERLY BROTHERS average listener.

“One Night” is a modified blues song in trip-
let time with emotional substance—which is no
big deal, really, unless you compare it with the
BREAT MISSES balance of material that Elvis was recording. Of
course, Elvis fans (a motley blend of character
types if there ever was one) loved anything this
man did, so it became rare for him to bother to
NOVEMBER 1958 433 invest any real passion into his music, since his
core audience was undemanding to a fault. Ev-
ery now and then, Elvis couldn’t help himself
and put everything he could into his perfor-
mance. In his 1968 television special, he played before a small, live audience for
the first time in years and sang as though his very life depended upon it. If you
are an Elvis fan, or even if you are not an Elvis fan, you really ought to see this
show (it was released by HBO Video, titled One Night with You). The entire show
is fascinating, but the highlight of the set is the title song. Elvis fidgets, fools
around (perhaps nervously) with the crowd, and even has one or two false starts.
At one point his guitar plug gets pulled out, so they stop while he plugs himself
back in. I know that it sounds like a mess, but Elvis never looked better or seemed
more natural than he does here. At one point, he slips into the Smiley Lewis lyrics

NOVEMBER 1358 #4
BEEP BEEP—THE PLAYMATES
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and then catches himself. All of this taken together makes Elvis appear vulner-
able, and for a while it seems doubtful that he will bother to play the song to its
conclusion. Instead, he goes on, and the song builds until it becomes obvious that
this is a life-defining moment—the performance of a lifetime.

The 45 version isn’t as overwhelming as the TV special performance, but it is
still quite good and, for me, always conjures up the image of Elvis dressed in
leather, singing before an intimate crowd with more passion and intensity than
he would ever again prove himself to be capable of.

DECEMBER 1958 #1 SMOKE GETS IN YOUR EYES—THE PLATTERS

In 1958, it became obvious to most observers of music trends that the tide had
turned and black vocal groups were being washed up by rock and roll. The Plat-
ters, however, survived, mostly because of the quality of their material but also
because of the smooth vocals of lead tenor Tony Williams. “Smoke Gets in Your
Eyes” reached #1 in 1958. Hits continued for the Platters until 1961, when Wil-
liams left to pursue a solo career. His replacement, Sonny Turner, sang lead on two
hits in the mid-'60s, but by then their best material was obviously behind them.

“Smoke Gets in Your Eyes” stands out among the Platters’ recordings for two
reasons. First of all, a casual perusal of their hits reveals that the majority are in
a % time signature. The loping rhythms of “Twilight Time,” “The Magic Touch,”
“The Great Pretender,” and “Only You” are forsaken for a very deliberate % time,
which gives “Smoke Gets in Your Eyes” a strict cadence very different from the
group’s other hits. Secondly, the orchestration, which the Platters usually used
sparingly, is perhaps more integral to the mood of this recording than the vocal
harmonies. It is possible, even likely, that the lush arrangement served as an
inspirational prototype for budding record producer Phil Spector.

“Smoke Gets in Your Eyes” was written in 1933 by Jerome Kern and was a big
hit for Paul Whiteman and his orchestra. Even more so than his younger contem-
poraries Ira Gershwin and Cole Porter, Kern’s lyrics were aimed directly at the
New York upper-class smart set. Some of the best ideas in music are hybrids,
combining two seemingly incompatible styles. Hearing Williams soulfully deliver
such stiffly formal lyrics as “Now, laughing friends deride tears I cannot hide, so
I smile and say, when a lovely flame dies, smoke gets in your eyes” is a great
example of such a hybrid. Simply put, “Smoke Gets in Your Eyes” is a classy song
with a classy arrangement sung by a classy band.

DEGEMBER 1958 #7 LONELY TEARDROPS—JACKIE WILSON

l.lackie Wilson is a tough performer to get a grip on. His talent is obvious, but his

style is disconcerting. He did so much so well that he often confused his audj-
ence. In his recordings, his less-than-sympathetic producers almost always sty-
mied his attempts at soulful expression, so he wound up being misperceived and
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Wilson's veice
dips and swirls
all over the
place,
rebounding off
the walls of the
arrangement
and sounding
as though he
were
celebrating
some newfound
freedom.

pigeonholed as a pop singer when he had a voice that could
have done anything. Technically, Wilson could outsing them
all.

Jackie Wilson was born June 9, 1934, in Detroit. He was
interested in boxing and won an amateur Golden Gloves
title but backed away from it before he got very involved.
Like virtually every other black pop vocalist from the ’50s,
he started by singing gospel. Wilson had formidable vocal
chops that were simply undeniable, so once he began to sing
secular material, he got noticed very quickly. His vocal hero
was Clyde McPhatter of the Dominoes, and when he heard
rumor of McPhatter’s departure, he brashly approached the
group’s leader, Billy Ward, to apply for the position. He was
hired and remained with the Dominoes for the better part
of four years. Unfortunately, the group had run out of steam
commerecially, and very little of Wilson’s material with them
achieved any kind of commercial success.

Wilson left the Dominoes for a solo career on Brunswick
Records. His first release, “Reet Petite,” was a near-per-

fect single, but it never managed to cross over to the pop
charts, despite a blatantly commercial arrangement. In the early ’80s, it became
a huge hit in Europe as a rerelease, but the American pop charts once again
missed their cue. “Reet Petite” was written by Wilson’s cousin, Billy Davis (aka
Tyran Carlo), and a fledgling hustler by the name of Berry Gordy Jr., later of
Motown fame. The Dick Jacobs Orchestra (and, unfortunately, his chorus) were
the house band at Brunswick, and it fell into their hands to accompany Wilson.
“To Be Loved,” a pretty but maudlin song drastically overarranged by Jacobs,
became Wilson’s first single to reach the Top 40. The follow-up, “Lonely Tear-
drops,” reached #7 in December 1958. Thankfully, the arrangement was com-
paratively modest and did not tamper with Wilson’s vocal talent to the point of
ruination. To be fair, the quasi-big band arrangements didn’t hurt nearly so much
as the hopelessly white-sounding backup singers. If only these early monophonic
recordings could be remixed...ah, well. The song featured a muted and arpeggiated
(strummed one note at a time) guitar riff that sounded much more modern than
the heavy brass of his previous singles. Wilson’s voice dips and swirls all over the
place, rebounding off the walls of the arrangement and sounding as though he
were celebrating some newfound freedom. It seemed as though Wilson and his
accompanists were finally on the right track. Unfortunately, most of his later
releases would prove that this was far from the truth.

JANUARY 1959 #22 LA BAMBA—-RIGHIE VALENS

Hichard Valenzuela was born of Mexican and American Indian descent on May
1941, in Los Angeles. Growing up a minority in this city meant that Valenzuela
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was less privy to the host of amenities that surrounded him, but he found enough
strength in his heritage to succeed anyway and proved himself equal to the task
of being famous. Bob Keene, the owner of the Keen record label that recorded
Sam Cooke, heard in Valens a marketable talent, and in March 1958 Valens re-
corded “Come On, Let’s Go,” which peaked on the charts in November at #42. His
follow-up single, “Donna,” peaked at #2, which suddenly gave Valens national
exposure and earned him cameo appearances on television and in movies. The B
side of “Donna” was “La Bamba,” a knockoff performance of a slightly bowdler-
ized traditional Mexican folk song, which nonetheless charted at #22 in February
1959. To say that “La Bamba” lacked the ingredients of the standard pop-hit for-
mula is an understatement, but its infectious
rhythm and carefree delivery made it not only a
hit, but a rock-and-roll staple.
Valens’s sudden fame made him a likely pros-

. JANUARY 1958 #1
pect for an album release. It also earned him a STABGBER LEE—1LOYD PRICE
place on the “Winter Dance Party” tour with
Buddy Holly, Dion and the Belmonts, and the
Big Bopper. In one of rock and roll’s most publi-
cized and tragic accidents, Valens was killed on February 3, 1959, when the single-
engine plane he shared with Buddy Holly and J.P. Richardson (the Big Bopper)
crashed near Fargo, North Dakota. He was seventeen years old. Holly had char-
tered the plane so he could arrive with enough time before the next show to do his
laundry. The two remaining seats went to Valens and Richardson, who wanted to
avoid the grueling bus ride and had to convince Holly’s bass player, Waylon
Jennings, to surrender his seat on the plane.

As corny as it may sound, it is also very true to say that Valens’s career could
be likened to a shooting star on a summer night. If you blinked, you missed it, but
his immortality has far outlasted his own short life span.

JANUARY 1859 #35 C'MON EVERYBODY—EDDIE COCHRAN

[ddie Cochran’s last hit singles, “Summertime Blues” and “C’mon Everybody,”

have an overall sound and attitude so similar that unless you are a fan, they
can easily be mistaken for one another. This is the most likely reason that “C’'mon
Everybody” only reached #35, which is unfortunate, because it lives on as one of
the best party records of the rock-and-roll era. Both songs were written by Cochran
with his musical collaborator, J erry Capehart.

When the opportunity to play live in Europe arose, Cochran Jjumped at the
chance to affirm his popularity overseas. He signed on to a thirteen-week tour of
Great Britain with fellow rocker Gene Vincent, and the English rock-and-roll
fans went wild. This was the first genuine American rock-and-roll tour since J erry
Lee Lewis was sent packing, and its impact on the English kids cannot be over-
stated. Most English bands from the British Invasion—and even a healthy num-
ber from later on—always credit Cochran and Vincent as major influences.
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Sometime in the middle of touring, Cochran, his girlfriend Sharon Sheeley
(with whom he wrote “Somethin’ Else”), and Vincent were riding in a limousine
when a tire blew and the driver lost control of the car. The other passengers
sustained various injuries, but Cochran never regained consciousness. He passed
away on Easter Sunday, April 17, 1959.

FEBRUARY 1958 #3 IT'S JUST A MATTER OF TIME—BROOK BENTON

When Brook Benton was growing up in South Carolina, he gained singing experi-
ence by...guess what? Singing gospel music? Good guess. Separation of church
and state might be a part of America’s governmental constitution, but it certainly
does not apply to our music.

Once Benton had developed enough confidence in his talent, he moved to New
York and took odd jobs while striving for a career as a singer and/or songwriter.
He did get some of his songs placed with singers as established as Nat “King”
Cole and Clyde McPhatter (Benton wrote “A Lover’s Question”), and he was thus
encouraged to continue with his efforts. Vik Records offered him his own record-
ing contract, but Benton’s records didn’t get noticed. In 1959, Mercury signed
him, and almost immediately his luck changed. Three #1 R&B songs and five Top
40 songs charted in 1959 alone. His first, “It’s Just a Matter of Time,” reached #3
on the pop charts.

Benton’s deep baritone crooning was reminiscent of Nat “King” Cole’s, but it
was less jazz-inflected and more soulful. Unlike Cole, Benton’s smooth, laid-back
style was not particularly innovative, but effective. By design, his songwriting
suited his voice like a glove. The orchestration and accompaniment are never
overdone and play a significant role in the song’s appeal.

In 1960, Benton teamed up with Dinah Washington for a pair of duets, both of
which reached the Top 10. “Baby (You've Got What It Takes)” and “A Rockin’ Good
Way” were pleasant enough songs, but Benton and Washington were certainly not
up to their usual standards as solo artists. Washington in particular seemed to be
somewhat compromised by the material, yet their popularity as a duet was undeni-
able. Benton remained a top artist for Mercury, and by 1964 he could claim twenty-
one Top 40 recordings. By then, though, his popularity had evaporated. It would
not be until 1970 that he would briefly reappear on the Top 40.

MARCH 1959 #12 SINCE | DON'T HAVE YOU—THE SKYLINERS

've already mentioned the proclivity of white singers to cover black artists’
material with uninspired, workaday recordings, and I don’t mean to belabor the
point, but unless you were from the Northeast, white doo-wop was about as
unnatural as green hair. It was a style that could be adopted, but it sure wasn’t
in the roots. The Crewcuts (“Sh-boom”) and the Diamonds (“Little Darlin’,” “The
Stroll”) both hailed from Canada, that swingin’ doo-wop mecca, and became the
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most successful vocal groups of the genre with no discernible talent except the
ability to harmonize like a barbershop quartet on songs originated by black
groups such as the Chords (the original “Sh-Boom”) and the Gladiolas (the origi-
nal “Little Darlin™). Bill Randle, a Cleveland disc jockey and the nemesis of
Alan Freed, intended to further the cause of white rock and roll, and he actively
promoted the Crewcuts and the Diamonds as his discoveries. Because of his
connections, Randle was able to get access to new, original doo-wop songs in-
stantly, which were then rush-recorded by one of his “discoveries.” It was a simple
and profitable procedure, since the lame cover version usually got the most ex-
posure and raced up the charts before the original even had a chance. This
disgraceful practice of blatantly stealing songs became aptly known as “sham
rock.” I mention this only to highlight the contrast between the vocal music of
the Skyliners and the white doo-wop of the Crewcuts and the Diamonds.

The Skyliners were also a white vocal group, but they had absolutely nothing
in common with their Canadian counterparts.
Hailing from Pittsburgh, they were a totally
original act capable of writing and arranging
their own material. Their lineup consisted of
four backing vocalists (three guys and a girl)
and lead singer Jimmy Beaumont. Together,
they and their manager wrote “Since I Don’t
Have You,” and Calico Records, also based in
Pittsburgh, recorded the song with full orchestration. The group’s lush harmo-
nies combined with the classy addition of strings to support Beaumont’s mag-
nificent lead vocal. The overall effect of the finished product suggested the best
material of the Platters, without being even remotely derivative.

A few other hits followed (“This I Swear,” “It Happened Today,” and “Pennies
from Heaven”), but they lacked the magical inventiveness of “Since I Don’t Have
You.” Other white vocal groups—such as the Duprees, the Earls, the Elegants,
the Four Lads, the Four Aces, the Four Coins, and the Four Preps (actually, with
the exception of the Four Seasons and the Four Tops, the Four anything is usu-
ally highly suspect musically)—made records ranging from excellent to absurd
throughout the doo-wop years, but on “Since I Don’t Have You,” the Skyliners’
gorgeous originality transcended the expectations of their competition.

GREAT MISSES

FEBRUARY 1958 7
TALL PAUL—ANNETTE

MARGH 1953 #14 SEA CRUISE—FRANKIE FORD

New Orleans musicians knew something better than anybody else. Rock and
roll was not simply melding R&B to country—it had to be youthful, lively...fun!
The blues were intense and appealed to an older crowd, while rock and roll was
meant for the teenagers. In New Orleans, songs became rock and roll simply by
making the subject matter less serious.

Huey “Piano” Smith was a chief arranger at Cosimo Matassa’s J&M Studios,
and he saw quite a few characters pass through the doors, including Clarence “Frog-
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man” Henry and Little Richard. Guitar Slim
(“The Things I Used to Do”) was an early part-
ner of Smith who often dyed his hair outrageous

M" A::t“s;?ls:mm “m“["la colors to match his equally outrageous cloth-
BUDDY HOLLY ing. In 1957, a cross-dressing vocalist named

Bobby Marchan became the lead vocalist for
APRIL 1858 ) Huey “Piano” Smith and the Clowns. Together
KANSAS CITY-WILBERT HARRISON they had one Top 40 hit in 1958 with the rol-
APRIL 1858 "3 licking “Don’t You Just Know It,” but Smith
THAT'S WHY | LOVE YOU $0— grew tired of traveling and performing live. The
JACKIE WILSON band continued to perform with a replacement

while Smith dedicated most of his energy to
songwriting and studio sessions. Smith knew
firsthand that humorous material was money

APHIL 1958 #32
ALMOST GROWN—CHUCK BERRY

MAY 1959 #l in the bank so he continued to write in that
THE BATTLE OF NEW DRLEANS— style. This was the best thing that could have
JOHNNY HOBTON happened to Frankie Ford.

Ford was an Italian kid (born Frank Guzzo)
JONE 1959 #2 . .
THERE GOES MY BABY—THE DRIFTERS who the local impresarios thought could com-
pete with Elvis. They had recently attempted
a similar experiment with Jimmy Clanton and
had a #4 hit in 1958 with “Just a Dream.” Ace

GREAT MISSES Records chief Johnny Vincent heard Ford and
brought him to J&M, although he had no ma-
APRIL 1358 terial. Smith had written “Sea Cruise” and

TURN ME LODSE—FABIAN

wanted to keep it for himself, but Vincent some-
how finagled it from him. He took the record-
ing by Huey “Piano” Smith and the Clowns and
dubbed Frankie Ford over Smith’s vocal. Ford had a good voice for rock and roll,
and he sang the song well, but the fog horns, bells, rockin’ beat, and infectious
New Orleans rhythm virtually guaranteed the song hit status. “Sea Cruise” is
fun from beginning to end, and Frankie Ford sings it for all he’s worth. Pure
Crescent City lunacy. Hoo-wee, baby.

JUNE 1959 #8 WHAT A DIFFERENGE A DAY MAKES—DINAH WASHINGTON

l]inah Washington was called “the queen of the blues,” but this is something of a
misnomer. Sure, she was a great blues singer, but she was talented enough to
sing almost anything and make it sound fresh. It would be more appropriate to
consider her the spiritual link that connects Billie Holiday and Aretha Franklin.
Ballads and R&B, as well as the blues, were the standard fare of these vocalists,
and each of them dominated the music scene for at least a decade. Washington may
not have had the same impact, commercially or musically, but her talent was cer-
tainly comparable.
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Dinah Washington was born Ruth Jones in Chicago in 1924. She sang gospel
in a duo with her mother, who was also her music instructor, and she occasionally
performed secular songs in nightclubs. While working as a washroom attendant,
she was brought to the attention of Lionel Hampton, an alumnus of the Benny
Goodman Orchestra and a popular bandleader in his own right. He auditioned
her and hired her on the spot. After changing her name to Dinah Washington, she
toured with Hampton for two years. Strangely, though, she recorded almost noth-
ing during her tenure with him. It was jazz impresario Leonard Feather who
finally arranged a recording session. Washington subsequently recorded blues
tracks as a solo artist for Keynote and Apollo Records, but with only limited suc-
cess. In 1948, Mercury Records signed her to a recording contract that began her
domination of the the R&B charts for the next decade (she barely dented the
popular charts however; “I Wanna Be Loved”
was #22 in 1950 and “Teach Me Tonight” was
#23 in 1954). Washington proved her ability to m
handle everything from barrelhouse blues to

. . . . JUNE 1359 #2
straight pop, all sung with a voice that combined THERE BOES MY BABY—THE DRIFTERS
the best qualities of blues and gospel. She could -
sing even banal material with overwhelming
feeling and personal involvement, but she was
marketed exclusively for an R&B audience. It
took the standard “What a Difference a Day

GREAT MISSES

Made” (she recorded it as “What a Difference a
Day Makes”) to break “the queen of the blues”
onto the pop charts.

Although it is hardly a blues song, Washing-
ton sings “What a Difference a Day Makes” with

JUNE 1858
TIGER—FABIAN

JUNE 1958 #5

LIPSTICK ON YOUR COLLAR-
GONNIE FRANCIS

so much expression and personal vitality that it
almost qualifies. Blues and R&B purists often
bemoan the “crass” commercialization of Wash-
ington and hold her pop songs in disdain, but frankly, I think they completely
miss the point. She handles her pop songs in such a manner that they are blues of
a sort, and her singing certainly qualifies them as redoubtable R&B. Her emo-
tional pauses, sultry intonation, and gentle bends bring them to a much higher
level of sophistication. It was as though she had combined Billie Holiday’s world-
weary genius with Frank Sinatra’s smooth professionalism. Subsequent hits, such
as “This Bitter Earth” and “Unforgettable” (the only version I've heard that stands
up to Nat “King” Cole’s), continued in a similar vein until her untimely death.

Washington’s personal life belied the vulnerability of her voice and gave her
plenty of real-life experience to draw from. With seven marriages under her belt,
a reputation for hard drinking, and an explosive personality, she made quite sure
that she would be nobody’s fool. One night, finding it difficult to sleep, she alleg-
edly swallowed some sleeping pills after an evening of serious drinking. She never
woke up. She passed away December 14, 1963.
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JUNE 1959 #11 1 ONLY HAVE EVES FOR YOU—THE FLAMINGOS

“K, let’s see now...there were the Ravens, the Jayhawks, the Orioles, the Pen-
guins, the Robins, the Cardinals, the Falcons, and the Flamingos. Doo-woppers
loved bird names for their groups. Most doo-wop fanatics could easily name an-
other half dozen without hesitation, and most would also agree that the Flamingos
were among the best. Other groups had a looser, laid-back approach to harmony, an
attitude that worked just fine within the broad musical confines of pop and R&B,
but the Flamingos were sharp as a razor. Their harmonies were literally note per-
fect, and they had a reputation for exceptional showmanship that was abetted by
their instrumental talents (they were one of very few vocal groups that actually
played their own instruments). Their stage show provided inspiration for future
Motown greats the Temptations. Their talents were most visible on ballads, par-
ticularly those that required stop-on-a-dime phrasing.

“Doo-bop-sh-bop. Sing this as fast as you can. No, faster. C’mon, you can sing it
even faster than that. That’s not bad, but now I can’t understand the syllables...you've
got to enunciate.” The poor Flamingos must have
gone through something like this while rehears-

BREAT MISSES ing the background vocal to “I Only Have Eyes for

SENE 1858 - You.” “Doo-bop-sh-bop” is squeezed into the space

RONGD ROCK—PRESTON EPPS of a single Y8 note in triplet time. That translates

B to about one-half of a nanosecond per syllable. And

JUNE 1858 420 they say it over and over throughout the verses,
THE LITTLE SPACE GIRL- in precise syncopation and perfect harmony.

JESSE LEE TURNER “I Only Have Eyes for You” dates back to 1934,

when it was the last big hit for bandleader Ben
Selvin (he was on the charts more than a hun-
dred times in the early third of the century). In the hands of the Flamingos, it
sounds like mood music from Mars—which perfectly suits the lyrics, actually. If
you are so lost in love that you don’t know whether you're “in a garden or on a
crowded avenue,” then you're pretty far out there. The Platters, the Ravens, and
the Orioles had already combined Tin Pan Alley and doo-wop with classy results.
The Flamingos went one step further and made their songs sound ethereal. After
existing for years solely on the R&B charts, it took a brilliant reinvention of a tired
classic to finally bring them on to the Top 40 and to the attention of the sanitized
pop audience. In the process, they changed the pop audience’s impression of what
could be accomplished with a little imagination. The Flamingos took doo-wop so
far that by the time they got to where they were going, it was barely recognizable as
doo-wop. Mars must be a pretty romantic place.

JULY 1959 #2 SEA OF LOVE—PHIL PHILLIPS

11 I can say is, I'm glad this guy never fell in love with me. This has got to be
one of the spookiest love songs I've ever heard. Where the hell is the “Sea of
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Love” anyway? Would you want to go there with this guy? It sounds like he’s
trying to hypnotize his victim into submission. You're getting sleepy...veeee-rry
sleepy. “Come with me to the Sea of Love.” AAAAAAHH! The chorus of monsters
who sing the menacing “mmmmm”s barely pause to breathe while the “bum-bum-
bum”-ing bass singer definitely sounds as though he harbors an uncontrollable
(and unspeakable) predilection for flesh. I don’t know what Phillips and his cro-
nies had in mind after he and his intended reached the “Sea of Love,” but maybe
it’s best not to ask. If this is seduction, then bring on the saltpeter.

Perhaps the moody atmosphere is accidental. The vocals go off-key, but nobody
so much as blinks an eye, while the piano endlessly drones on and on. I'm afraid
this is beginning to sound as though I despise “Sea of Love,” but that is certainly
not my intention. All of these odd ingredients combine for a song that is both
original and moving (if you happen to think that Lon Chaney is cute), and it
works. Memorable covers were recorded by Del Shannon, Robert Plant (as the
Honeydrippers), and Tom Waits (for the movie of the same name), but Phil Phillips’s
version beats them all on ambiance alone. Plant prettified it with strings and
made it into a conventional love song. Waits took the Bela Lugosi aspect and ran
with it, but as scary as he can be, it is nowhere near as wig-liftingly weird as Phil
Phillips’s original.

JULY 1959 #6 WHAT'D 1 SAY—RAY CHARLES

As the United States began the second half of the twentieth century, there was
an inherent sense that the country was in a period of transition. Both economi-
cally and socially, change was on the horizon. With the end of World War II, the
conflict that had bound all Americans together, regardless of race, had been re-
solved, and individual citizens were suddenly free to resume personal interests
without guilt. More introspective members of our society took this opportunity to
question the moral direction of our nation, but unfortunately, a polarization of
the races and social classes once again overwhelmed the country. The arts, par-
ticularly music, held up a mirror to our society and reflected the current state of
affairs.

Big band music, which had been so popular during the
war with both “uptown” black society and “midtown” white
society, had lost its sense of direction. Attention was sud- particularly
denly being placed on the vocalists, and as a result, the music, held up
accompaniment often softened to mush. White middle- )
class fears of communism and a new, independent-minded a mirror to our
black society simultaneously emerged. Since they both
threatened the status quo, any cross-cultural performance
took on the appearance of being subversive. Thus totally reflected the
segregated (and unhampered) by Middle American restric-
tions and xenophobia, black music was free to flourish
while white popular music languished in the “safety” of its affairs.

The arts,

society and

current state of
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own self-imposed limitations. With a few exceptions, the pop music charts ignored
the innovative trends of black music and instead reflected a propensity for such
superficial nonsense as “(How Much is That) Doggie in the Window” and “Music!
Music! Music!”

Meanwhile, in the hands of black innovators, all sorts of developments were
taking place. Country blues became citified and electric. Gospel music begat doo-
wop. Most of the big bands broke up and splintered into smaller groups. Some
pursued highly personal visions and concentrated on the free form, soloing aspect
of band music which led to the emergence of a brand new type of jazz called be bop
that was almost unrecognizable when compared with its roots. Other groups con-
centrated on the rhythm and blues progressions of the big bands and were called,
appropriately enough, rhythm-and-blues groups. The black experience was the im-
petus for all of these musical forms, and since they were all rooted in the same
culture, they cross-pollinated and resulted in doz-
ens of musical hybrids.

Ray Charles is the personification of the place
where blues-meets-gospel-meets-jazz-meets-

JULY 1958 #28

ONLY SIXTEEN—SAM COOKE R&B. In his voice, all the major movements of

black musical culture were brought together. His
JuLy 1958 37 songs were the embodiment of them all. No bet-
BACK IN THE USA-CHUCK BERRY ter example of this blend exists on the pop charts

than “What’d I Say.” The result of a jam session
during a show in Pittsburgh, “What'd I Say” was
more than five minutes long, so it was cut in half and spread out on both sides of a
single. Virtually every ingredient of this record was innovative, from the rollicking,
funky rhythm to the churchy call-and-response vocals to the use of the electric
piano, which heretofore had never appeared on a pop song. Charles neatly summa-
rized where music was headed, and he did it instinctively. By encapsulating the
multitudinous black styles, he somehow made them more palatable to a broad au-
dience. The societal splintering that had steadily taken place since the end of World
War II slowly began to reverse, thanks in part to the instinctive genius of Ray
Charles. For years, the piano riff of “What’d I Say” would be a staple in the reper-
toire of rock-and-roll bands and would be used in different variations on dozens of
later recordings. Without ever deliberately conceding to the youth market or pop
culture in general, Ray Charles almost single-handedly rediscovered and salvaged
pop music’s means of expression and identification.

SEPTEMBER 1959 #7 MACK THE KNIFE—BOBBY DARIN

Walden Roberto Cassotto was born and raised in a tough part of the Bronx,
New York. His father died a few months before he was born, so he was raised
by his mother and older sister. Although he was a very sickly child, he devel-
oped a toughness and a will to succeed. He harbored a desire to get into show
business and taught himself to play a variety of musical instruments. When he
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was old enough, he played for a while with a dance band in the Catskill Mountains
resort area, and he took the stage name of Bobby Darin. For a short while, Darin
teamed up with future impresario Don Kirshner, and they cut a few demo record-
ings together. Eventually, Decca Records took an interest in Darin and signed him
to a solo contract. Kirshner, meanwhile, wished him luck and went on to start the
groundwork for what would soon become a multimillion-dollar publishing empire.

Decca had no luck with Darin and released him in 1957. Then his old friend
Kirshner approached Atlantic Records chief Ahmet Ertegun on his behalf, and Darin
was signed to their subsidiary label, Atco Records. His first three releases fared
miserably, however, and Darin became something of a pariah, since nobody at At-
lantic was willing to put their reputation in Jjeopardy and produce him. Undaunted,
he sold one of his recordings to his old label, Decca, under an alias and then went
directly to Ertegun, asking for another opportunity. Ertegun consented, named him-
self as producer, and allotted ninety minutes of studio time for Darin to prove him-
self. The deliberately juvenile “Splish Splash” and “Queen of the Hop” were re-
corded, and both became Top 10 hits. Novelty
rock-and-roll-style songs were the rage, and Darin
found a niche. But he preferred to sing more sub- GREAT MISSES
stantial fare, so in 1959 he wrote and recorded
“Dream Lover,” which reached #2. This was an
important hit for Darin because it moved him
away from the mold of being just another teen
idol who sang novelty records. How and why he
made the weird decision to record “Mack the Knife” as the follow-up to “Dream
Lover” is anyone’s guess, but it proved to be a very inspired choice.

Kurt Weill could never have known just how popular his character study for
Bertolt Brecht's Threepenny Opera would become. Weill wrote the song in 1928
with the original German title, “Moritat.” Translated into English and taken out of
context, the obscure references to real and fictional characters are rendered mean-
ingless, yet the song was revived and reached the charts six times in 1956 alone.
Louis Armstrong’s memorable interpretation served as Darin’s blueprint. Darin
sticks very close to Armstrong’s vocal line, but he adds a sophisticated, finger-snap-
ping cool that was perfect for the pseudo-hipster-cum-gangster lyrics. The steady
crescendo and key changes of the orchestra build and build until the near-riotous
swinging collapses, while the all-too-cool Darin adds the line, “Look out, o’ Mack is
back!” Nine weeks at #1 and a record that crossed generational lines was the re-
sult. Bobby Darin was no longer the singer of silly rock-and-roll songs, but the
purveyor of modern pop swing.

SEPTEMBER 1958 H7

DECK OF CARDS—WINK MARTINDALE

OCTOBER 1959 #12 MISTY—JOHNNY MATHIS

Although the jazz-derived style of Johnny Mathis’s early years was long forgot-
ten in 1959, he brought it back to the foreground to sing “Misty,” a beautiful
ballad that was written by West Coast pianist Erroll Garner, with words by Johnny

al



L/ AMERICAN HIT RADID

Burke. Despite the moans and groans of conservative-minded critics, the techni-
cal quality of Mathis’s voice is beyond reproach, and the only legitimate gripe
they might have would be his overt stylization. More staid listeners objected to
his lack of subtlety and his gliding, ethereal sound, but it perfectly suited the
romantic material that he usually favored. Besides, his adolescent fans found it
“dreamy.” Teenage parties would not be complete without some time dedicated to
the “make-out music” of Johnny Mathis.

Depending on your view, “Misty” contains either the best or the worst elements
of Mathis’s singing. The phrase “On my own” displays some of the most pyrotech-
nical styling that he ever devised, plunging from the floating whisper of a high
note to almost three octaves down within the space of a heartbeat. Through five
decades, Mathis’s distinct voice remains instantly recognizable. His longevity
proves the popularity (or at least the marketability) of his sound, but “Misty” has
more than a touch of the jazz singer that Mathis almost became.

e
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JANUARY 1360 #1 THEME FROM A SUMMER PLACE—PERCY FAITH

inally, my family is going on summer vacation. It feels like it has been centuries

waiting for this day, but it’s finally here. School is out, I passed with OK grades,
and I've got the entire summer ahead of me. Three whole months. It seems like a
lifetime, and I'm so excited that I'm giddy. The car is packed up, and I've even got
my own suitcase, which is filled with the clothes my mom made me pack plus all
the cool stuff I'm gonna need, like my comic book collection, my baseball mitt, and
a water pistol that I snuck in after my mom closed the suitcase. I climb into the
back seat of the Chevy Impala, dutifully carrying the book from my summer read-
ing assignment. As we back out of the driveway, my dad, as always, says, “Are
you suuu-ure you didn’t forget anything? If you
remember it later, it will be too late.” Duh, Dad.
Don’t worry about it. There will be plenty of
stores that sell cool junk if I need anything. We
pull onto the highway, and our three-hour jour-
ney to the shore begins.

An hour into the drive, I start getting rest-
less. My mom senses it so she turns on the ra-
dio, 77 WABC (ding). They play that jingle before every song, but it’s cool. “Sum-
mer in the City” comes on, and I try to sing along but I don’t know all the words.
“Hot time, summer in the city, backin’ my wreck da da dee dee dee.” I think how
lucky I am to be going to the Jersey shore for the summer instead of being stuck
in some hot apartment building with my boring aunt, like last year. The next
song that comes on is some kind of waltzy instrumental song, a really schmaltzy
kind of thing that I'd heard a million times, but I can’t remember the name. I
don’t know why, but the anticipation of arriving suddenly comes over me like a
wave. “I gotta go to the bathroom,” I say truthfully. Unwillingly, my Dad agrees to
pull into the next rest area on the parkway.

The deejay comes on (Harry Harrison sounds like a cool
guy) and says the song is called “Theme from A Summer
Place.” Two hours later, we get off the parkway, cross the The D.4.
bridge, and WAMMO, here we are! Ocean City, New Jer- comes on
sey. [ lower my window and feel the breeze hit me in the .
face. Check out that smell! It’s a summer smell all the [Harry Harrison
way. I wanna do everything all at once. I wanna get a char- sounds like a
broiled hamburger. I want a Philly cheese steak from the
hoagie shop. I want a lemonade and french fries on the cool guy| and
boardwalk. I want to play miniature golf. More important says the song
than anything, though, is talking my parents out of a few .
bucks so I can rent a bike and be mobile. is called

We pull up to the beach house and unpack the car. The "Theme From
place is kinda cozy with rinky-dink furniture, but I got
my own room on the top floor. It’s hot as hell, but at least A Summer
I'll have some privacy. I run downstairs and talk my par- Place.”

GREAT MISSES
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TEEN ANGEL—MARK DINNING
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It's dark at the ents into giving me three bucks. I take off like the Flash
for the boards and the bike-rental place.

Later, after dinner, I walk along the boardwalk with my
nobody’s on the parents, but ’'m completely mortified, ‘cause there’s a lot of

other kids around and I look like a real doofus. I kinda

beach, but the sorta hint that I want to go the other way, and my dad does

boardwalk is the coolest thing. He gives me another two bucks and says,
“Be back by nine.” See you later, and I'm off.

I'm excited so I walk fast, passing the noisy arcades

world. with the pinball machines and air hockey tables. It’s so

loud in there that it’s unbelievable. I figure I need change

anyway, so I buy a vanilla-chocolate swirl ice cream at the booth next to the store

that sells peanuts. It’s dark at the ocean and nobody’s on the beach, but the board-

walk is like another world. It seems to go on forever, and there’s millions of people.

I look out at the waves for a minute or two and decide to walk down to the amuse-

ment park at the end of the boardwalk. ]

When I get there, the place is full of stuff to do. There’s the roller coaster, but the
line’s too long, and the Ferris wheel (but that’s for kids). Maybe I can just walk
around for a while. “Light My Fire” is blaring over the sound system. The blinking
lights and noisy rides all combine and I feel heady. A bunch of kids, four guys and
two girls about my age, walk past and climb into the bumper cars. They seem to
know each other pretty well. My body kind of freezes. I feel funny and embarrassed
at being by myself. I turn around and pretend to look the other way until the ride
starts up. I watch them ride around for a while, but I still feel funny so I throw out
what’s left of my ice cream and walk out to the boardwalk. I lean on the rail and
stare at the moon hovering over the waves. The warm sea breezes hit my face, and
the salty brine fills my senses. The lights and the noise from the amusement park
blare away behind me, but the ocean looks so peaceful. The sound system starts
playing “Theme from A Summer Place.” Staring out at the dark sea, my eyes begin
to well up with tears. Inexplicably and uncontrollably, I start to cry.

like another

JANUARY 1960 #6 BEYOND THE SEA—BOBBY DARIN

Mack the Knife” redefined Bobby Darin’s image from a smarmy kid singing
about bathtubs to a smarmy adult singing about hoodlums. To keep the mo-
mentum going, “Beyond the Sea” was an excellent choice for a follow-up. Like “Mack
the Knife” it was also a foreign recording, originally a French hit in 1945 for
songwriter Charles Trenet. Modified and translated into English, “La Mer” became
“Beyond the Sea.” Also like “Mack the Knife,” the orchestra plays a crucial role in
propelling the song with key changes, and the excellent drum breaks help energize
the proceedings.

Darin continued to have hits with Atlantic Records, including “Artificial Flow-
ers” and “You Must Have Been a Beautiful Baby,” but he had his eye on the West
Coast. In the early '60s, every singer worth his weight was expected to pursue an
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acting career, and Darin was no exception. He changed record labels from East
Coast Atlantic to West Coast Capitol, married actress Sandra Dee, and moved to
California to follow offers for various acting roles. His acting wasn't too bad, but it
wasn’t too good either. Also, the distraction of acting sometimes caused his music to
suffer. Once Capitol signed the Beach Boys and
the Beatles, Darin quickly found himself over-
looked and outdated. The radical changes taking m
place in the music industry alienated Darin some-

. . JANUARY 1960 #d
what, so he slackened his style and his pace. In WHERE DR WHEN—
1966, he returned to Atlantic and the Top 10 with BION AND THE BELMENTS
“If1 Were a Carpenter.” He grew a mustache and
became a protest singer. Later, he returned to MARCH 1950 23
nightclub performing and started singing in Las MONEY-BARRETT STRONG
Vegas. His performances and intelligent invest-
ments made him a wealthy man, but his poor
health interfered. As a child he had suffered from rheumatic fever, and presumably
this left him with a weak heart. On December 10, 1973, while undergoing open-
heart surgery to repair a faulty valve, Darin passed away. He was 38 years old.

MARGH 1960 #16 THIS MAGIC MOMENT—THE DRIFTERS

'I'he Drifters are the most appropriately named group in rock-and-roll history. So
many members have drifted in and out of the band that you'd need a diagram
to keep track of their various comings and goings. In 1953, the group was formed
as a vehicle to showcase the talents of Clyde McPhatter, who had recently left
Billy Ward and the Dominoes. McPhatter was the Dominoes’ lead tenor so, natu-
rally enough, most fans assumed he was Billy Ward. Actually, Ward was the non-
singing director of the group, and one day he
saw fit to fire McPhatter. Sensing a potential
hitmaker, Ahmet Ertegun of Atlantic Records GREAT MISSES
tracked McPhatter down. Happy to be given the
chance to form his own group, McPhatter signed
with Atlantic. He called his group the Drifters
and scheduled their first recording session. When
things didn’t go as planned, he sacked everyone
and replaced them with four new members. This was the start of a trend for the
Drifters that occurred so often it became something of a ritual. New members An-
drew Thrasher, his brother Gerhart Thrasher, Bill Pinkney, and Willie Ferbie sup-
ported McPhatter’s lead on “Money Honey,” and together they yielded a #1 R&B
hit. “Such a Night,” “Honey Love,” and the holiday standard “White Christmas”
followed (as did various personnel changes) and firmly entrenched the Drifters in
the R&B market. When McPhatter was drafted, he discovered Jjust how vulnerable
he was when the group’s manager, George Treadwell, enlisted Johnny Moore as the
new lead singer. McPhatter, however, had plans to become a solo artist.

MARCH 1960

PUPPY LOVE-PAUL ANKA

a7
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Jerry Leiber and Mike Stoller, whom Atlantic had acquired with the Coasters,
were put to work writing and producing material for the Drifters. Their first hit
with Johnny Moore, “Ruby Baby,” became an influential hit on the R&B charts and
was later covered by Dion, Billy “Crash” Craddock, and Donald Fagen. At this point,
the only remaining member from McPhatter’s days was Gerhart Thrasher, who
had developed a reputation for drinking. The increasing unreliability of Thrasher
and the other Drifters’ penchant for complaining about their wages caused such
stress for Treadwell that in June 1958 he fired all of them. Right here is where the
story of the Drifters ought to end, but instead it became more of a beginning.

Jerry Wexler, a producer and A&R person at Atlantic, saw no need to lose such
valuable property as the name “The Drifters,” so he convinced Treadwell to sim-
ply apply the name to a brand new group. Their contractual obligations for live
performances could then be met, and no money would be forfeited. So Treadwell
hired Benjamin Nelson (later Ben E. King) and the Crowns (known as the Five
Crowns until 1958) and redubbed them the Drifters. With input from their origi-
nal manager, Lover Patterson, along with Treadwell, Leiber, Stoller, and a string
section, their first record was a bit of a mess. The kitchen-sink approach used on
“There Goes My Baby” makes the band seem unsure of whether it was a doo-wop
vocal group, an R&B group, or a pop-oriented outfit. No matter, because the pub-
lic ate it up. It went straight to #2 on the pop charts and was the first Top 40
record by a group using the name “The Drifters.”

Aprecedent was set that would be indicative of the group’s future output. “Dance
with Me,” backed with “True Love, True Love,” both charted in November 1959
and featured orchestral arrangements over otherwise conventional ballads. Leg-
endary songwriters Doc Pomus and Mort Shuman were adept at writing in a
variety of styles and were responsible for the Drifters’ next release. They wrote
“This Magic Moment” specifically for the group, and it became the perfect show-
case for the blend of styles that the band had been utilizing. “This Magic Mo-
ment” had a melody and lyrics that perfectly suited the pop market, while allow-
ing plenty of room for Ben E. King’s stylistic impressions. For the first time, King’s
soulful voice meshed perfectly with the string arrangement. As a result, “This
Magic Moment” became the magic moment in which the Drifters’ classic sound
snapped beautifully into place.

APRIL 1960 #15 DOGGIN' ARDUND—JACKIE WILSON

oggin’ Around” is a perfect example of a B side that totally outclasses the hit on

the other side. The A side was “Night,” which featured an operatic performance
based on an aria from Samson and Delilah that was so overdone it was laughable.
Nevertheless, it reached #4 on the charts while “Doggin’ Around” reached #15 in
spite of (not because of) the success of the A side. With its bending notes and tonsil-
banging delivery, “Doggin’ Around” could have been one of the best soul records of
the decade. Instead, it is a great performance with cloying accompaniment. The
person responsible for the dah-dahing female chorus should be arrested and tried
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for treason. It is a testament to Jackie Wilson’s vocal talent In 1961, a
that the song conveys any emotion at all.

Wilson’s records had little in common with his live confused
shows. On vinyl, he was manipulated and categorized into female fan
recording songs that served no particular purpose other
than to show off his voice and satisfy his publishing com- confronted
pany. His fans usually need to wade through a sea of lousy Wilson with a
productions—or explain away the trappings of the record-
ing—to get other potential fans to concentrate solely on gun, threaten-
his voice. On stage, though, it was Wilson who did the ing suicide.
manipulating, working the audience into a screaming, Instead. she
clawing frenzy. Like Sam Cooke, he knew his voice’s power. !
When he unleashed it onstage, he rarely held back, and somehow shet
his performances often climaxed into near riots. The hard-
core acts of the '80s and "90s, with their stage-diving an-
tics and audience manipulation, had nothing on Wilson. abdemen.
When the level of hysteria seemed to be at its peak, Wil-
son would not relent. Instead, he would push harder, sometimes jumping off the
stage into the flailing arms that longed to tear him to pieces.

In 1961, a confused female fan confronted Wilson with a gun, threatening
suicide. Instead, she somehow shot him in the abdomen. It didn’t kill him, but it
did put him out of commission for the better part of a year. When he returned to
making records, his hit comeback recording, “Baby Workout,” sounded forced
and anachronistic. In his absence, pop music had changed considerably, and he
subsequently fell from popularity until his surprise comeback in 1967.

him in the

MAY 1360 #1 CATHY'S CLOWN~—THE EVERLY BROTHERS

Isaac Donald Everly was born February 1, 1937, and his brother Philip followed
on January 19, 1939. Their parents had a radio program that could be heard in
several midwestern states, and as soon as the senior Everlys were able to discern
musical abilities in their children, Donald and Phil were brought onto the pro-
gram to sing country and gospel songs, in the process getting an invaluable musi-
cal education. In 1955, the brothers moved to Nashville in search of a recording
contract. After a seemingly endless series of rejections, Cadence Records signed
them in 1956. Their manager, Wesley Rose, was the son of the founder of the
Acuff-Rose Publishing Company, so they had access to quite a few songwriters.
The husband-and-wife team of Felice and Boudleaux Bryant was signed to Acuff-
Rose, and the Everlys recorded their song “Bye Bye Love” for their first single.
Family friend Chet Atkins arranged the session and played guitar on the record-
ing. It was an instant smash hit, reaching #2 on the pop charts, #1 on the country
charts, and even #5 on the R&B charts. Their following singles for Cadence were
a steady stream of hits, usually written by the Bryant team, and by the end of
1959, they had reached the Top 40 thirteen times.
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In early 1960, problems and confusion arose among Cadence Records, Acuff-
Rose Publishing, and the Everlys concerning artistic freedom, publishing nepo-
tism, and the like. Based on their status as reliable hit makers, Warner Broth-
ers offered the Everlys an unheard of ten-year contract, which they accepted in
February 1960. Their first single was the self-penned “Cathy’s Clown,” with
lyrics based on Don’s ex-girlfriend from high school and a chorus that was alleg-
edly derived from Grofé’s “Grand Canyon Suite.” Because of its intricate vocal
harmonies and melodic structure, “Cathy’s Clown” was the Everlys’ most imagi-
native outing yet and became their all-time biggest hit, holding the #1 position
for five consecutive weeks.

More hits followed, including a few Cadence
releases that were previously withheld and some
successful album releases. The brothers’ careers
were disrupted, though, when both of them

r:: Ilgg“l’kl! D00—dJESSIE H‘I'lzl“ joined the Marines. Upon their release, they at-

tempted to continue their singing, but personal
MAY 1960 433 problems, including divorces and drug depen-
THINK—JAMES BROWN dencies, interfered. The resultant pressures

caused Don to have a nervous breakdown while
touring England in 1963.

Although they haltingly continued their musi-
cal relationship for another ten years, their fa-
milial vocal harmony belied the underlying fric-
tion and acrimony that existed between the broth-
ers. Their frustration and bitterness came to a
head in the summer of 1973 while onstage at
Knott’s Berry Farm, a large California amuse-
ment park. Phil, disgusted by Don’s well-below-par performance, smashed his gui-
tar and stalked off the stage, leaving his dazed sibling alone to deal with the crowd’s
catealls. In response to the question “Where’s Phil?”, Don replied, “The Everly Broth-
ers died ten years ago.”

Stunned, most definitely, but dead, no, not really. Ten years later, the Everlys
were coaxed into reconciling their differences and performing at a reunion con-
cert at London’s Royal Albert Hall, which was a critical and commercial success.
With the assistance of Paul McCartney, the Everlys recorded an album of new
material and a companion single, “On the Wings of a Nightingale,” which dis-
played them at their full creative strength.

GREAT MISSES

WMAY 1960 #
PAPER RDSES—ANITA BRYANT

MAY 1960 #12 WONDERFUL WORLD—SAM GOOKE

like Clyde McPhatter before him, Sam Cooke’s background in gospel singing
was evident in his secular songs. But unlike McPhatter, Cooke maintained a
gentle intimacy in his voice that pulled the audience closer. Possessing perhaps
the most gorgeous voice of his generation and with handsome looks to match,
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Cooke held an audience in the palm of his hand. He knew how to manipulate and
excite a crowd, and he never hesitated to do so. His highly personal style con-
tained all of the expressiveness common to gospel singers. This lent his voice a
vulnerable, sincere quality that seduced listeners, particularly when his material
was a simple, plaintive love song. Gospel singing is a powerful form of expression;
a singer is expected to reach into the hearts and souls of the congregation, emo-
tionally captivating them as they become caught up in the singer’s emotional
purity. Various methods are used to pull the listener in, including repeating
phrases, building intensity and to induce something resembling a trance state,
and melisma (floating your voice around the root note without necessarily chang-
ing syllables). As a member of the Soul Stirrers, Cooke was quite adept at these
styles, and it was only natural for him to sing the same way for secular material.
Cooke wrote “Wonderful World” with Herb Alpert and Lou Adler, his label mates
at Keen Records, and it is perhaps one of the most beautifully crafted pop songs of
its time. His mellifluous phrasing combines elements of his gospel upbringing
with a very keen sense of commerciality. Although the lyrics are directly aimed at
school-age teenagers, the quality of Cooke’s singing gives the song a much broader
appeal, and its dozens of cover versions attest to its continuing popularity.

JUNE 1360 #2 ONLY THE LONELY—ROY DRBISON

Ithough Roy Orbison is frequently associated with Sun Records, the truth is

that he never reached the Top 40 until two-and-a-half years after he left that
label. His one minor hit for Sun was a trite rockabilly number called “Ooby Dooby,”
which was later covered by Creedence Clearwater Revival. Part of the problem at
Sun was that Orbison recorded halfhearted rock-and-roll and novelty songs. His
writing potential and extraordinary voice were grossly underutilized, and Orbison’s
frustration at being unable to record anything other than silly rockers like “Devil
Doll,” “I Like Love,” and “Chicken Hearted” led to his departure. After a brief and
unsuccessful year with RCA, he signed with
Monument Records, a small independent label
based in Washington, D.C.

Orbison started a songwriting partnership
with fellow Texan Joe Melson, and their first col- :'l:'lﬁ Is!:(BI:N[n BLUES—
laboration, “Uptown,” gave Orbison his biggest THE FENDERMEN
hit since “Ooby Dooby.” Encouraged by their
newfound success, they carefully constructed
their follow-up single. “Only the Lonely” was truly a well-crafted song, and it
stood apart from the standard rock and roll of its time. The melody was adventur-
ous, and Orbison’s voice caused it to soar. On his previous recordings, he usually
sang timidly. When high notes were required, he would switch to a breathy fal-
setto that made his singing voice seem quite ordinary. When he needs to reach a
note on “Only the Lonely,” he belts it out effortlessly. Suddenly, Orbison became a
singer with a powerful voice and an extended range. The strength of his voice was

61




L3/ AMERICAN HIT RADID

further exaggerated by the background vocalists, who quietly supported the rhyth-
mic melody, singing the remarkably “dum” but effective phrase, “Dum dum dum
dooby doo-wah, oh yay yay yay yeah,” etc. Then again, maybe it isn’t so terribly
dumb to offer a wordless commentary on the state of sublime solitude. Nobody
had previously been capable of embodying such a morose state in song and still
retain his sense of dignity. Orbison had arrived, bringing his newfound style of
classy rock and roll with him.

JULY 1960 #6 WALKIN' T0 NEW ORLEANS—FATS DOMIND

n 1989, the poster for the New Orleans Jazz and Heritage Festival (in its twen-

tieth anniversary year) was made up exclusively of four colored prints of Fats
Domino. When I saw the poster, I realized just how much of a deity he had be-
come in his hometown. No city in the world celebrates its indigenous talent with
more vigor than New Orleans, and Fats Domino was the most celebrated of them
all. All this praise was aimed at a man who hadn’t had a Top 40 hit in nearly
twenty years, but at home he remained as famous as ever.

Before 1989, I thought of “Walkin’ to New Orleans” as a kind of sappy tune with
anice, soulful feel, but compromised by the string
section, which Domino had adamantly resisted

for his previous releases. The song didn’t seem to
LY 1960 " fit tbe glassic formula of mt?st of: his repertoire,
WALK—DON'T RUN—THE VENTURES but in hgh!; of. the Jazz Festival, it beggn to take
on a new significance for me. In “Walkin’to New

JduLyY 1960 24 Orleans,” Domino was singing with love and rev-
THIS BITTER EARTH-— erence about the city that, in turn, loved and re-
BINAH WASHINGTON vered him.

Domino recorded almost all ofhis hits at Cosimo
Matassa’s legendary J&M Studios, and in his hey-
day he was seen as a hometown hero of sorts. Af-
ter the hits stopped coming, he spent a number of
years playing in the resorts of Las Vegas and Lake
Tahoe, but his home (his sprawling mansion, ac-
tually) was always in New Orleans. Although he
had never really left, his Jazz Festival performance
was viewed as a sort of homecoming, and “Walkin’
to New Orleans” provided the perfect soundtrack. It became an emotional anthem for
an immensely proud city, and local radio stations played it constantly.

The song took on new life as it further romanticized a city already drenched in
romanticism. Almost twenty years after its release, Domino fans could hear
“Walkin’ to New Orleans” and find it more moving than it had ever been. Unlike
his other hits, which were mostly famous for their rhythms, “Walkin’ to New
Orleans” added heartfelt lyrics to the equation, and Domino forever consummated
his ties to the Crescent City.

GREAT MISSES

JULY 1960

)

POLKADDT BIKINI-BRIAN HYLAND
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SEPTEMBER 1960 #1 SAVE THE LAST DANGE FOR ME—THE DRIFTERS

Atlantic Records had assigned the songwriting team Jerry Leiber and Mike
Stoller to be the Drifters’ producers, and, as usual, they preferred to continue
writing their own material for their sessions. After all, they had tremendous
success writing and producing humorous songs for the Coasters and anticipated
no difficulty with ballads. The near-ridiculous number of personnel changes the
Drifters had experienced made them completely malleable, so they adapted well
enough to Leiber and Stoller’s more serious songs, such as “Dance with Me.” In
time, though, Leiber and Stoller had to admit that they were more comfortable
writing in the entertaining style of their Coasters hits, so they searched ac-
tively for outside input. Doc Pomus and Mort Shuman had written the Drifters
single “This Magic Moment,” and although it

wasn’t their biggest hit, it was certainly their
most realized recording to date. Pomus and m
Shuman had earned a well-deserved reputation

. . . AUGUST 1960 #l
as songwriters par excellence with hits such as (ALSD NGVEMBER 1951 41
“Teenager in Love” (Dion), “Young Blood” (The THE TWIST—CHUBBY CHECKER

Coasters; written with Leiber and Stoller), and

“Mess of Blues” (Elvis Presley). They could AUGUST 1960 k2
write angst-ridden, sentimental ballads as well CHAIN GANG—SAM GOOKE

as anybody and better than most, so Leiber and AUBUST 1950 432
Stoller welcomed their input. Because the Drift- MESS OF BLUES—ELVIS PRESLEY

ers were intended to be ballad singers, the
Pomus-Shuman songs perfectly fit the formula,
?;:-d N}lgile more so than “Save the Last Dance GREAT MISSES

The group had introduced its trademark
combination of string arrangements over a
baion beat with a soulful ballad on “There Goes
My Baby,” and “Dance with Me” and “This
Magic Moment” furthered the experiment.
“Save the Last Dance for Me” is the masterpiece of this style. The Brazilian
baion rhythm is featured prominently here, and it became a feature of virtually
every Drifters recording since. This rhythm quietly bubbles under Ben E. King’s
near-whispery vocals, gently pushing and pulling the melody as it moves along;
he captures the generous and vulnerable spirit of the words and raises the song
to an unexpected emotional level. The instrumental break of orchestrated strings
is about as moving as rock-and-roll-style string arrangements can be. String
sections eventually became overused on some later soul records, but here they
were still new and made King’s emotional singing seem even more poignant.

Nearly everybody has fretted at one time or another about whether their mate
would humiliate them publicly. Any insecure teenager (and, really, who was not
an insecure teenager?) who ever went to a high-school dance could relate to the
song. It went to #1 for two weeks and became the Drifters’ biggest hit.
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OCTOBER 1960 #1 GEORGIA ON MY MIND—RAY CHARLES

Hay Charles Robinson was born September 23, 1930, in Albany, Georgia, and
raised in Greenville, Florida. He was born to a woman who was having an affair
with his father, but his father soon abandoned his wife and his mistress, leaving
the two women to band together and raise young Ray by themselves. Music became
an obsession, and he learned to play some piano from a neighbor who happened to
own an old upright. Living in a backwoods rural area that was thoroughly isolated
from urban amenities, life was often very harsh and could sometimes be cruel. At
age five, he witnessed the drowning of his younger brother. Soon after, his eyesight
began to slip away. Without proper medical care, his illness progressed irreversibly,
and within two years he was completely blind.

To assure that he’d learn to read and write, Charles was sent to the State School
for the Blind in St. Augustine. His mother instilled a sense of independence in him,
and despite his blindness, he managed to get by quite well, even learning to ride a
bicycle. He continued to pursue music, particularly the piano, and his instructors
taught him light classics as well as the popular songs of the day. When he was
fifteen, his mother died. Despondent and alone, he moved to Jacksonville and played
boogie-woogie and hillbilly songs in local union halls. He also learned to write ar-
rangements. At this time in his life, Charles was
barely scraping by. He worked in Orlando and
Tampa but needed a change. Deciding that Se-
SEPTEMBER 1960 " attle was about. as far from Florida as you can
| WANT T0 BE WANTED—BRENDA LEE get without leaving the country, he packed up and
headed northwest.

Work came fast in Seattle, and Charles soon
formed the McSon trio. To avoid any confusion
GREAT MISSES between himself and Sugar Ray Robinson, he
dropped his last name and became Ray Charles.
SEPTEMBER 1560 # Famous boxers, though, posed less of a threat
than did other famous singers. His early style
betrayed his emulation of Nat “King” Cole and
Charles Brown, as can be heard on his record-
ings from this time on Swingtime Records. His talent was obvious, but he had
yet to find his own voice. Meanwhile, Ahmet Ertegun and Herb Abramson with
Atlantic Records were actively expanding their roster of artists and offered
Swingtime the not inconsiderable sum of $2,500 to buy Ray Charles from his
contract.

Initial attempts at fitting Charles into the same mold as the other Atlantic
artists were less than successful. He was uncomfortable with the tight control
Ertegun and Abramson held, supplying all the material and arrangements for
his sessions, and he expressed a desire to operate with more independence. At-
lantic trusted his instinct and took a calculated risk in giving Charles a wide
berth. He immediately formed his own band and then took responsibility for his
arrangements. Soon enough, a definite style emerged.

MR. CUSTER—LARRY VERNE
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Part of Charles’s style proved to be controversial. His He was nat only
combination of sanctified gospel and wailing sexual blues

caused him problems with a segment of the R&B market using gospel

because they took offense to God’s music serving the devil’s stylization
purpose. To Charles, it was a natural extension of his abili- .

ties, but it didn’t help when he had the audacity to re- [which Clyde
write gospel standards with updated secular words. He McPhatter was

was not only using gospel stylization (which Clyde | . but
McPhatter was also using), but he was using their sacred also using], b
songs to sing about sexual relationships! Numerous R&B he was using
hits were the result, and it was only a matter of time be- their sacred
fore Charles found the right song and reached the pop Top

10 with “What’d I Say.” songs to sing

Charles had always harbored a desire to combine his about sexual
R&B sound with strings. Since he had achieved more than
a measure of success, he was able to do this. Jazz records, relationships!
big band recordings, and string arrangements all entered
his repertoire. The ballads in particular had a timeless quality that made his
versions definitive, no matter how shopworn the song may have been.

At the end of 1959, Charles signed with ABC Paramount, which swayed him
away from Atlantic with a better deal and the promise of the same artistic free-
dom. Picking up exactly where he left off with Atlantic, he recorded “Georgia on
My Mind,” which quickly became his first #1 record. “Georgia on My Mind” was
written by Hoagy Carmichael (“Stardust”) and Stuart Gorrell in 1930 and had
already been recorded innumerable times. No matter how many people may
have recorded it before Charles, however, the song is now forever his. “Soulful”
is not a strong enough word for his performance. It is transcendent. A few reck-
lessly foolish artists have attempted to rerecord “Georgia” since, but they sound
like pale imitators. Michael Bolton in particular deserves to be singled out for
his bald(ing) attempt to reproduce something that cannot be duplicated. Truly
an indigenous icon, Charles left his imprint on practically anything he sang.
Despite shoddy attempts by lesser artists to rewrite our musical legacy, Ray
Charles continues to outshine them all. No other version holds a candle to his
wondrous interpretation.

OCTOBER 1960 #6 NEW DRLEANS—GARY "UL.S.” BONDS

With “New Orleans,” Gary “U.S.” Bonds happened upon a rather unusual for-

mula that would serve him well for most of his career. The artless but lively
performance and loose “party” atmosphere combined with the recording’s lousy
sonic quality to yield a surprise hit record. The sound quality is so poor that it is
difficult to discern what instruments, other than the pounding drums and blaring
saxophone, appear on the track. What is the rhythm instrument on this record? Is
it a guitar? A piano? A zither? Is there any bass instrument? The poor sound shrouds
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the proceedings in a veil of mystery. The call-and-response vocals are contagious,
though, and the rocking saxophone distracts from whatever shortcomings the
muffled sound causes. In fact, it's likely that the lack of clarity is the best thing
about “New Orleans.” Every note comes rolling at you simultaneously in one gigan-
tic wave of noise. In many ways, it captures the spirit of Cosimo Matassa’s early
New Orleans recordings, which themselves were not exactly state of the art.

In the lyrics, Bonds gives us a tourist’s eye view of the Crescent City, but I some-
how doubt that he ever saw New Orleans for himself. (He gives himself away with
his mispronunciation. New Or-LEENZ don't cut it in N’Awlins.) But that isn’t re-
ally relevant. What is relevant is that it captures the spirit of the place. “New
Orleans” turns a shortcoming into an advantage because the noisy mud lends it
authenticity.

To everybody’s surprise, “New Orleans” reached #6, so Bonds put a great deal of
thought into what would make an appropriate follow-up. Assuming (rightfully) that
a compressed dynamic range helped make “New Orleans” a success, the producers
must have decided to pull out all the stops on the
next single, “Quarter to Three.” Other than a tape
I made in 1978 of the Allman Brothers Band from

the last row at the Nassau Coliseum, I don’t think
DGCTOBER 1960 #H . . « »
STAY_MAURICE WILLIAMS a worse recording exists. “Quarter to Three
AND THE ZODIACS makes the field recordings of John and Alan
Lomax sound like state-of-the-art digital. I'll bet
they deliberately replaced microphones with
Dixie cups and string. And to ensure a repeat of the party atmosphere, Bonds and
his producer must have advertised FREE BEER outside the recording studio. With
all those drunken strangers milling around and pouring beer into the Dixie cups,
it’s no wonder the song sounds like it was recorded under water. Despite, or rather
because of, the fact that you couldn’t hear a thing, it went to #1 for two weeks. Like
the scene presented in Jim Lowe’s hit “The Green Door,” it leaves you with the
impression that you're on the wrong side of the door at a really great party. Did you
ever try to fall asleep while a band of revelers, completely oblivious and inebriated,
carried on next door? That is the sound and spirit of “Quarter to Three.” Ironically,
today Bonds runs a recording studio where he must expend a lot of time and energy
helping fledgling musicians get a good sound. They should listen to his old records
and draw a lesson: it ain’t the sound quality, it’s the spirit that counts.

NOVEMBER 1960 #1 ARE YOU LONESOME TONIGHT?—ELVIS PRESLEY

When Elvis originally appeared on the national music scene in 1956, the
industry establishment stood by horrified. The major record labels, ;
publishers, songwriters, etc., wondered just how far this young upstart )
would go to destroy the basis of their livelihoods. Rock and roll did even-
tually upset the apple cart, but Elvis most certainly was not leading the
charge. A few years after his debut, he more or less changed sides and be-
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came a full-fledged member of the music establishment.

The change came in 1958-60 when Elvis was in Ger- Because of
many serving his term with the Army. The inevitable hair- popular de-
cut and blending in with the other privates had softened
his image. Upon his return to the states, this change in mand, Elvis
style became apparent in his material, judging from the continued to
songs that RCA Records chose to release. His first TV ap- f th
pearance after coming home was on a Frank Sinatra tele- LAUUL AL
vision special, where he sang mostly soft pop tunes while song later in
wearing a tuxedo. Elvis had definitely changed. If the Army his career. but
took the edge off his material, then his stint in Hollywood !
turned it into mush. “A Fool Such As I,” “Surrender,” and he was rarely
“It’s Now or Never” were miles away from the kid with able to keep a
the sideburns who sang “Blue Suede Shoes.” He was no
longer a rebellious rock-and-roll singer, but an actor in an straight face.
endless series of B-grade films, now known by their very
own subgenre as “Elvis Presley films” (not necessarily a complimentary term).

“Are You Lonesome Tonight” is very representative of the new, homogenized
Presley style, so to be honest I'm not so sure that this song is critically defensible.
It was written in the "20s, when it was a big hit for Henry Burr. Elvis took Burr’s
1926 version and recorded a note-for-note copy. Although it was plagiarized, no-
body remembered the original anyway so that wasn’t an issue. Besides, people
were probably still getting used to the fact that Elvis’s last #1 single, “It’s Now or
Never,” sounded exactly like “O Sole Mio.”

These are not normal sources of material for rock-and-roll singers, but Elvis
was no longer a rock-and-roll singer. His version of “Are You Lonesome Tonight”
is so outdated, so out of place, that it exists
somewhere outside of time. Ironically, it is also
one of the few Elvis records in which his anach-
ronistic backing vocalists, the Jordanaires,
sound like they belong. The romantic sadness Nw“nv"[:‘[:[l:;:ﬁnnv NIGHT— 4
of the lyrics is exaggerated by the echo-laden BERT KAEMPFERT
vocals, which make Elvis sound as though he
is standing alone in the middle of a huge room.
Singing from a whisper to a bellow, he manages to squeeze some nuance from
the ancient material.

Because of popular demand, Elvis continued to perform the song later in his
career, but he was rarely able to keep a straight face, particularly during the
narrative portion. The corniness of the speaking part is difficult to overcome,
and he usually wasn’t up to it (understandably). On vinyl he does get through
it, though I wonder how many takes were necessary. While singing something
that was hokey even by his own standards, Elvis created something very much
like art. Corny, out of touch, outdated, and yet somehow beautiful and emotion-
ally wrenching, “Are You Lonesome Tonight” fits Elvis (and the Jordanaires)
like a glove.
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OFCEMBER 1960 #1 WILL YOU LOVE ME TOMORROW?—THE SHIRELLES

'I'he Philadelphia pop artists such as Fabian, Frankie Avalon, and Bobby Rydell
did more than just render male vocal groups obsolete. They also proved that
exposure and image were adequate to achieve more than a measure of success.
Any song would do, so long as it had a teenage theme. The overwhelming popu-
larity of these performers did not go unnoticed by music publishers. In New
York, Don Kirshner and partner Al Nevins were hard at work building their
publishing company, Aldon Music, around a bevy of struggling songwriters. The
obvious intent was to have material available for the poster boys to sing, but
Kirshner did not want just any song to be distributed through his company. He
had (comparably) high standards and wanted his writers to be the industry
leaders. He succeeded. Neil Sedaka and Howie Greenfield came first, followed
shortly by Carole King and Gerry Goffin, Barry Mann and Cynthia Weil, Ellie
Greenwich and Jeff Barry, and eventually Neil Diamond. They all went on to
achieve phenomenal success. Aldon Music’s first #1 hit was with a song that
was given to Scepter Records called “Will You Love Me Tomorrow,” written by
Carole King and Gerry Goffin.

The Shirelles grew up in Passaic, New Jersey. Inspired by other girl groups,
such as the Chantels (“Maybe”) and the Bobettes (“Mr. Lee”), they started to write
songs and sing together while still in high school. A classmate heard them at a
school talent show and offered to introduce them to her mother, Florence
Greenburg, who ran a company known as Tiara Records. Greenburg was impressed
and signed them to a recording contract. In 1958, the Shirelles recorded their ode
to a week-long romance, called “I Met Him on a Sunday,” and made the pop charts
at #49. Subsequent releases were disappointing, so Greenburg brought in pro-
ducer Luther Dixon and started a new label called Scepter Records. The next
release, written by lead singer Shirley Owens and called “Tonight’s the Night,”
reached #39. “Will You Love Me Tomorrow” followed, and it rose straight to the

top of the charts and remained at #1 for two weeks.

“Will You Love It is impossible to imagine a better anthem to kick off
what became known as “the girl group” sound. The title
Me Tomorrow” poses a universal question endemic to all women, par-

ticularly to teenagers. The precoital time frame of the
lyric is, to say the least, provocative. The song accurately
shot that portrays that maddeningly exciting but frighteningly poi-
signaled the gnant moment. Meat Loaf later made a joke of it by por-
traying the male (chauvinist) perspective in “Paradise
arrival of a by the Dashboard Light,” which managed to be pander-
feminine ing, selfish, and sexually juvenile all at the same time.
“Will You Love Me Tomorrow” avoids these shortcomings
perspective in because of the inherently sincere lyrics and Shirley
Owens’s vocals. As such, “Will You Love Me Tomorrow”
was the salvo shot that signaled the arrival of a femi-
music. nine perspective in rock-and-roll music.

was the salvo

rock-and-roll
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DEGEMBER 1360 #2 SHOP ARDUND—THE MIRACLES

he sound of young America.” “Hitsville, USA.” More than any other label of
its time, Motown had a profound affect on the direction of American music. Its
tenacity was so indomitable that it remained a potent force in American music,
perhaps the potent force, throughout the 1960s. Styles came and went, but
Motown stood firmly at the forefront of popular culture, absorbing and reflect-
ing the times without flinching. Motown was about assimilation; it seamlessly
combined black and white musical styles and tastes while adjusting its sound
to fit the decade’s overwhelming societal upheavals. All the while, it remained
entertaining and relevant, thanks to president and founder Berry Gordy Jr.
Gordy grew up the second youngest of eight children in a comfortably middle-
class family with a proud work ethic. Not because he was lazy but because he
simply disliked it, the young Gordy wanted to avoid manual labor. Instead, he
sought a career as a boxer. His size notwithstanding (five feet, six inches tall and
112 pounds), he did well but soon found out the hard way that without connec-
tions, boxing was a lot of pain with little gain. After a stint in the Army, he re-
turned to his native Detroit and opened a store called the 3-D Record Mart. Gordy’s
musical tastes ran toward jazz, so naturally that’s what his shop specialized in,
often to the exclusion of other “less desirable” musical styles. When potential
customers came in and requested popular blues or R&B songs, the 3-D Record
Mart was often less than accommodating. The general public apparently didnt
share Gordy’s elitist musical taste, and by 1955 he was forced to close his doors.
By necessity, he found himself working on a Ford assem-
bly line, but not liking it one bit. To pass the time, he
hummed songs and discovered a latent talent for
songwriting. Anything was better than the assembly line, about assimila-
and the glamour of the music industry was particularly tion: it
appealing, so with typical verve Gordy shopped his songs !
tirelessly. Through a combination of effort, coincidence, seamlessly
and sheer luck, an old acquaintance from his boxing days combined hlack
who was now a successful stage performer came to De-
troit. Gordy approached this friend, Jackie Wilson, and and white
impressed his management sufficiently enough for Wil-
son to record one of Gordy’s songs. “Reet Petite” became
Wilson’s first solo chart entry and established a relation- and tastes
ship between Gordy and Wilson that would last until the
end of the fifties. Gordy would become a primary source of
material for the talented singer, cowriting some of Wilson’s its sound to fit
:l‘)Inggest hits, lnclucimg That’s Why I Love You So” and the decade’s
onely Teardrops.
Eventually, Gordy’s songwriting success made him overwhelming
want to produce his own songs. He would pitch the fin-
ished recordings to various record labels, which would
then handle distribution and control the financing. This upheavals.

Motown was

musical styles

while adjusting

societal
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process was often frustrating, however, since payment
The Matadors could be slow or even nonexistent. One of his early pro-
changed their ductions was for a group called the Matadors, which fea-
tured lead singer Smokey Robinson. Robinson suggested
name to the to Gordy that he consider forming his own record label.
Miracles and Meanwhile, Gordy’s sister Gwen and his songwriting
partner, Billy Davis, had teamed up to form Anna
Records. With a distribution deal from Chess Records in
Around” under Chicago, Anna Records was well-positioned for national
Bordy's exposure. Ironically,.their biggest hit was a song they
leased from Gordy, with the rather unsubtle title “Money
supervision. (That’s What I Want),” by Barrett Strong. After this hit,
it became obvious to Gordy that Robinson had the right
idea. With some financial assistance from his family, he set about founding
Motown. (Gordy has since mythologized that he started Motown on $700, but
exactly when and how much he borrowed from his family varies from source to
source.)

In addition to the Motown Record Corporation, Gordy founded Jobete Music
Publishing so he could control the rights to his company’s recordings. He also
established a series of record labels, the most notable of which were Tamla and
Motown. He then set about controlling every nuance of his organization, from
artist management and development to production, recording, and record press-
ing. He also continued to write songs, and when Robinson presented “Shop
Around,” Gordy offered some advice about the song structure and lyrics. Mean-
while, the Matadors changed their name to the Miracles and recorded “Shop
Around” under Gordy’s supervision. Something about the finished recording
bothered Gordy, though. Hours before the song was scheduled for national re-
lease, he awoke and realized what was wrong. In the wee hours of the morning,
Gordy called Robinson and told him to wake up the band and get everybody
down to the studio. They recut the song with a slightly up-tempo beat and a
new, forceful vocal by Robinson. This version replaced the initial release, and it
reached #2 on the pop charts.

Lawrence Welk kept “Shop Around” out of the #1 spot with his version of
“Calcutta.” This was symbolic, though, because it marked the end of the staid
musical establishment’s dominance of the charts. Who remembers Lawrence
Welk’s “Calcutta” Who doesn’t remember “Shop Around”? Motown was off and
running, about to prove that it was “the sound of young America.”

recorded "Shop

DECEMBER 1960 #28 RUBY—RAY CHARLES

he music that Ray Charles recorded for Atlantic Records was, for the most
part, grossly neglected by the pop music charts. “Mess Around,” “I Got a
Woman,” and “Drown in My Own Tears” were all top R&B hits, but being de-
fined as an R&B artist made it difficult to find a pop audience. The pop charts
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were forced to pay attention, however, when Atlantic released the joyous smash
“What’d I Say.” In 1959, Charles was now working for ABC Paramount and, as
a result, he changed more than record labels. The middle-of-the-road tendency
of his newfound recording home helped ease him squarely into the middle of
popular music. With his relocation, he also came to change the country’s under-
standing of what the term “popular music” could mean.

One of Charles’s first projects at ABC Paramount was to record a series of
hoary standards for album release, which was
a giant leap (or a far cry) from his usual reper-
toire of churchy R&B. Each song on the album
made reference to one of the United States. The
single “Georgia on My Mind” was a surprise ::';Ea[u:::nglgmm_m I'Ht:SN
hit and went straight to the top of the charts. I
His next album consisted of twelve songs with
girls’ names. “Ruby” was rush-released and
charted just two months after “Georgia.” Al-
though it was a beautiful song, it was forced to
compete with its predecessor and reached #28, DEGEMBER 1960
which was respectable enough, of course, but RUBBER BALL-BOBBY VEE
less successful than it ought to have been.

“Ruby” was the title theme from the movie
Ruby Gentry, and various versions of it had reached the pop charts six times in
1953 alone! All six were immediately rendered obsolete once Charles recorded
his version, however. He had a Midas touch, regardless of the material, and his
next project proved it when he recorded a megahit album of country-western
standards.

GREAT MISSES

JANUARY 1361 #10 SPANISH HARLEM—BEN E. KING

enjamin Earl Nelson (aka Ben E. King) was born in North Carolina but moved

to New York with his family when he was a boy. His father operated a lun-
cheonette in Harlem, where young Benjamin often manned the counter. Through
associations with customers who had grown accustomed to his constant singing,
he auditioned for a group called the Five Crowns and was awarded the job. When
the original Drifters disbanded, the Five Crowns were asked to replace them as
the new, “improved” Drifters. They took advantage of this opportunity and ac-
crued such hits as “There Goes My Baby,” “This Magic Moment,” and “Save the
Last Dance for Me.”

Despite the remarkable commercial success of these classics, Nelson was paid
only a straight salary. When he was unable to negotiate a better deal, he de-
cided to quit the band and begin a solo career. He changed his name to Ben E.
King, but everything else remained much the same. He continued to record for
Atlantic Records. Jerry Leiber and Mike Stoller handled most of the songwriting
and production for the Drifters, so they handled the same chores for Ben E.

n
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King. And who were those guys singing harmony behind
King? That wouldn't be his old bandmates, the Drifters,
syncopated would it? Simply put, just about the only thing differen-
tiating the Ben E. King record from the previous Drift-
melody s .

ers records was the artistic credit.
provides the At the time, Phil Spector was serving his apprentice-
ship under Leiber and Stoller. He cowrote “Spanish
framewark for Harlem” with Leiber and played a significant role in the
this unforget- song’s production. An ambitious, syncopated melody pro-
table piece of vides the framework for this unforgettable piece of music.
It may have been hard to realize it at the time, but “Span-
music. ish Harlem ” along with the other Drifters and Ben E. King
classics, is now as much of a standard as anything writ-
ten by Alec Wilder or Cole Porter, et al. Admittedly, judging the comparative note-
worthiness of songs from different genres can be a frustrating and fruitless task.
Suffice to say that “Spanish Harlem” will be around as long as...well, as long as

“T’ll Be Around.”

An ambitious,

MARCH 1961 #1 RUNAWAY—DEL SHANNON

By 1960, teenagers had absolutely and unequivocally taken over the popular
music scene. Since 1955, youth-oriented songs were on the rise, and some-
where in the late *50s, the money machine known as the record business figured
out how to exploit it. Rather than relying on inspiration for new ideas, contriv-
ance became the norm. It worked, too. Recording artists no longer had to be dis-
covered. They could be invented. All it took was one appearance on American
Bandstand while they lip-synched to a prefabricated recording. Material was no
problem either, since the hits of the "30s and ’40s could easily be recycled and
modernized. Amid this sea of posturing, Del Shannon stands out head and shoul-
ders above many of his peers. Shannon was not a manufactured product that
came in a fancy box called “an image.” He quite simply was a singer/songwriter
who let his material do the talking. One concession he did make to fabricating an
image came when he changed his name, originally Charles Westover, to the much
cooler-sounding Del Shannon. Other than that, he seemed content to write and
perform some very innovative material.

Shannon’s songs usually paired imaginative melodies with a quick-paced,
driving beat while he sang about running (he seems to do lot of running), alien-
ation, and abject fear. On “Runaway,” Shannon combines just about every hook
in the pop music songbook to cook up what became an instant hit. His tough
delivery and effortless falsetto (“I wa-wa-wa-wa-wonder...why, why-why-why-
why-why...”) combined with instrumentation that included guitar, bass, piano,
saxophone, and a musitron-affected keyboard (a now forgotten forerunner of
the synthesizer). The brilliant instrumental break, played through the musitron,
still sounds innovative in the '90s. Singing about a subject that any teenager
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could relate to and romanticize, “Runaway” was state-of-the-art pop music in
1961.

APRIL 1361 #1 MOTHER-IN-LAW—ERNIE K-DOE

[rnie Kador had been knocking around New Orleans since the early ’50s, look-
ing for a connection to the big time. His break came when he signed to Joe
Banashak’s newly formed Minit Records. Unlike many other small, regional labels,
Minit had a distribution deal with a larger label (Imperial), which guaranteed na-
tional availability of its hits. More importantly, though, Minit had Allen Toussaint
as musical director. Toussaint was a songwriter extraordinaire whose talents cov-
ered any number of styles. Anyone who studies New Orleans’ classic hits will find
constant references to the name Allen Toussaint—and to his mother’s maiden name,
Naomi Neville, which Toussaint used often. A mere sampling of Toussaint’s hits
include “Java” (Al Hirt), “All These Things” (Art Neville), “What Do You Want the
Boy to Do” (everybody but most notably by Boz Scaggs), “Ruler of My Heart” and
“It’s Raining” (both by Irma Thomas), “Working in the Coal Mine” and “Ride Your
Pony” (both by Lee Dorsey), “Fortune Teller” (Benny Spellman), “Whipped Cream”
(best known as The Dating Game theme song by Herb Alpert and the Tijuana Brass),
and...“Mother-in-Law.” Whew. This guy has been around, and if he didn’t write it,
then it’s highly plausible that he produced it. On “Mother-in-Law,” he did both.

The song is a real hoot. Taking the universally known stereotype of mother-
in-law interference as a theme, Toussaint writes some hysterically over-the-top
lyrics, such as “Satan should be her name, to me they’re about the same.” The
blatant obviousness of the joke and the playfully risqué topic are both silly and
clever. With credible vocalizing by Ernie K-Doe (a phonetic-style spelling of his
actual name) and Benny Spellman (he’s the guy who keeps singing “muh-utha-
in-law”), this song couldn’t miss. Dick Clark refused to air it on American Band-
stand, but no matter; “Mother-in-Law” was a #1 hit. Although he never again
reached the Top 40, Ernie K-Doe remains an active and popular performer in
his hometown of New Orleans.

MAY 1361 #4 STAND BY ME—BEN E. KING

B en E. King recorded “Stand by Me” at the same session that produced his pre-
vious hit, “Spanish Harlem.” King wrote the words, which were inspired by a
spiritual hymn and the music was by someone named Glick (those Leiber and
Stoller guys had some sense of humor, huh?). “Stand by Me” suitably demon-
strates just how sanctified soul music can be. Hundreds, if not thousands, of songs
could take on religious inclinations simply by replacing the words “baby” and
“darling” with “Lord” or “Jesus,” but none more so than “Stand by Me.” Except for
King’s extemporaneous pleading when he starts the chorus (“Darlin’, darlin™),
this song consists entirely of spiritual connotations.
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A thematic comparison with the Twenty-third Psalm bears this out: “Even
though I walk through the valley of the shadow of death, I fear no evil; for thou
art with me; thy rod and thy staff, they comfort me.” King nicely paraphrases this

as he sings, “If the sky that we look upon should

tumble and fall, or the mountains should
m crumble into the sea, I won’t cry, no I won’t shed
a tear, just as long as you stand by me.” The

Jﬂ::::l:?: lm THREE— i sentiment is essentially the same but with one

GARY "0.5.” BONDS significant difference. The author of the biblical
psalm is certain of his source of comfort. King,
JiNE 1961 7 on the other hand, is vulnerable. He feels com-

CUPID—SAM COBKE pelled to ask for reassurance, and if that doesn’t

adequately highlight the difference between a
centuries-old religion and modern religious am-
bivalence, then I don’t know what does. Either way, the message adds up to the
same thing: faith will see you through.

JULY 1961 #12 | FALL TO PIEGES—PATSY CLINE

ore than a few years had passed since March 1957, when Patsy Cline’s last

hit, “Walkin’ after Midnight,” reached #12 on the pop charts. Despite nu-
merous setbacks, she never thought of quitting. Her restrictive contract with
Four Star Records expired in 1960, and like a bad marriage, both parties were
relieved to be free of their obligations. Her producer and friend, Owen Bradley,
was affiliated with Decca, and since he had recorded her from the beginning, he
had a vested interest in Cline’s success. Although they often butted heads when
choosing appropriate songs, she trusted Bradley implicitly and accepted his ad-
vice by signing with the label.

Bradley heard “I Fall to Pieces,” written by Hank Cochran and Harlan Howard,
and he was sure it could be a hit. Yet he couldn’t seem to give it away. He finally
got Cline to agree to sing it, but even she was reluctant because she felt that
other “more famous” singers had already passed on it. Bradley had some produc-
tion ideas, and he knew the song’s potential. But Cline felt that up-tempo audi-
ence grabbers were her strong point and weepy ballads didn’t suit her. Trusting
Bradley, though, she recorded “I Fall to Pieces” at her first session for Decca.

Bradley’s thoughtfully arranged and tastefully rendered recording combines
with Cline’s expressive voice for a record that transcends the ingredients from
which it is made. It is, quite simply, a pop masterpiece that stands up after
hundreds of listenings. Cline may not have known it, but she had a voice per-
fectly suited to ballads, and with “I Fall to Pieces,” she became the standard-
bearer for country singing.

The song was released in January 1961, but at first it didn’t go anywhere
chartwise. Then one lone promo man, who doggedly refused to give up on the
song, fanned the embers relentlessly until sales finally caught fire. Although it
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first charted in July, it took until September (nine months after its release!) for
the song to reach its peak position of #12.

AUGUST 1361 #2 CRYING—ROY ORBISON

'I'he power and range of Roy Orbison’s voice are nowhere more apparent than
on “Crying.” He soars through the octaves with confidence and squeezes ev-
ery drop of emotion from a song that is drenched in sadness. The market for
lonesome love songs was in full force, and

Orbison not only filled the demand, but rede-
fined the formula. He gave his sadness the m
power of an operatic aria. The self-pitying lyr- SEPTEMBER HE1 fi

ics of songs like “ering” or “In D?eams” of@'er HIT THE ROAD JACK—RAY CHARLES
the listener the ability to personalize the pain.

While Orbison warbled, more than a handful SEPTEMBER 1961 7
of lovelorn teenagers would lock themselves in YA YA—LEE DORSEY

their bedrooms with nothing but his records for SEPTEMBER 1961 15
company.

TAKE FIVE—DAVE BRUBECK

Orbison looked the part of the loner. Wear-
ing dark, tinted glasses with Coke-bottle lenses,
he lacked the obvious sex appeal that was de
rigueur for his contemporaries. His jet-black pompadour and mysterious image
added to the stark impression he exuded. Fans interpreted his appearance to fit
his songwriting style, and with “Crying” he gave voice to millions of lonely hearts.

OCTOBER 1961 #1 RUNAROUND SUE—DION

While many of Dion’s contemporaries had sounds that were evocative of the
boardrooms where they were constructed, Dion had a sound that came straight
from the street. His first hit single with the Belmonts, “I Wonder Why,” was pure
street-corner doo-wop and was so complete it made the instrumentation extrane-
ous. The Belmonts were the real thing, not some studio-prepped imitation, but
unfortunately their record company often had difficulty supplying them with ma-
terial that fit their street-corner image. To be fair, Dion and the Belmonts didn’t
write many of their own songs, so they often were at the mercy of whatever hap-
pened to be available. In a sense, they were lucky that the people at Laurie Records
at least made a serious effort to find them suitable material. “Teenager in Love,”
written by Doc Pomus and Mort Shuman, is one good example. Its follow-up,
Rodgers and Hart’s “Where or When,” was perhaps an inappropriate choice for a
group of Bronx-born Italian gang members, but the Belmonts recorded the song
so beautifully that it hardly mattered. Only when they started to record and re-
lease songs like “When You Wish upon a Star” did it become obvious that they
were straying way out of line. Dion wanted no part of recycled schmaltz; he began

75



L/ AMERICAN HIT RADID

To settle a bet
with Del
Shannon over
the proper way
to deal with
wamen in song
lyrics, Dion

to harbor thoughts of a solo career. The events of the “Win-
ter Dance Party” tour did not help to make him particu-
larly comfortable with the state of affairs, either. If it were
not for the fact that he thought thirty-five bucks was a
little steep for a seat on an airplane, his name would have
been on the casualty list with Buddy Holly, Richie Valens,
and the Big Bopper. Tired of traipsing around the country
and going nowhere, Dion took the incident to be some-
thing of an omen and decided to go solo and record mate-
rial of his own choosing.

Going solo afforded Dion the opportunity to toughen his

wrote "Run-
around Sue”

sound and his image even further. To settle a bet with Del
Shannon over the proper way to deal with women in song
lyrics, Dion wrote “Runaround Sue” while Shannon wrote
“Hats offto Larry.” I'd say Dion won by about half a length.
Dion was “inspired” to write “Runaround Sue” by Gary
“U.S.” Bonds’s “Quarter to Three.” Parts of the melody and
progression are pretty much lifted straight from the Bonds
record, but “Quarter to Three” was itselflifted from a song
called “A Night with Daddy G.” In this way, a copy of a bastardization of a copy
became something brand new in and of itself.

“Runaround Sue” served as the musical prototype for Dion’s follow-up record-
ings, but lyrically he played both sides of the coin. His next hit, “The Wanderer,”
is hilarious if played back-to-back with “Runaround Sue.” After his lengthy criti-
cism of runaround Sue, he brags, “I'm the kind of guy who likes to run around....”
Hoo, boy. I don’t know what all of you little ladies might think about this, but it’s
apparently a guy thing anyway. Nod nod, wink wink.

while Shannon
wrote "Hats off
to Larry.”

OCTOBER 1961 #1 PLEASE MR. POSTMAN—THE MARVELETTES

he “girl group” trend continued to develop, and Motown was quick to pick up on

its commercial potential. The Marvelettes, featuring Gladys Horton, were
Motown’s first girl group to hit the charts, which they did with a resounding bang.
“Please Mr. Postman” was Motown’s first #1 record. It was also one of its most
influential, inspiring a rocking cover version by the Beatles and a dance craze called
the mashed potato. By today’s standards, the backing vocals are hopelessly raw
and unrefined, but in 1961 this lent the record a certain charm. A naive, “dumb”-
sounding singing style became an essential ingredient to most girl group records,
possibly because of “Please Mr. Postman.” The Marvelettes continued to have hits
at Motown for a few years, including “Beechwood 4-5789,” “Don’t Mess with Bill,”
and “The Hunter Gets Captured by the Game,” but their popularity began to fade
once the Supremes took over the charts.

A few months after the release of “Please Mr. Postman,” a singer named Dee
Dee Sharp released a record called “Mashed Potato Time,” which was nothing
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more than a rewrite of “Please Mr. Postman” with lyrics The arrival of
that were presumably inspired by a song called “Do the ,

Mashed Potato,” by Nat Kendricks and the Swans (James the ‘G0s
Brown in disguise). The arrival of the ’60s brought with brought with it
it a number of new trends, but the most prevalent was
the dance craze. The mashed potato, the swim, the pony,
the hully-gully, the monkey, and the jerk all vied for our new trends, but
attention, but none was more popular than the painful,

X ! . h ) the most
cramp-inducing twist. For a while, every human being
in America threw down their hula hoops and started prevalent was
screwing their torsos back and forth while shuffling in the dance
place. Hank Ballard of the Moonlighters wrote the song,
but when he failed to show up for a scheduled appear- craze.
ance on American Bandstand, local nobody Ernest Evans
was called in to learn the song and fill the vacated spot. Dick Clark’s wife dubbed
Evans Chubby Checker as a playful tribute to Fats Domino. He sang “The Twist”
on national television while America collectively lost its mind. It was an instant
#1 hit.

The subsequent demand for new dances became overwhelming. People were
contorting their bodies in some of the most ridiculous ways just to insure that
they were hip enough to know all the latest dances. Some of these dance songs,
like Little Eva’s “Do the Locomotion,” were legitimately good, but others.... You
don’t know what suffering is until you hear Tony and Joe gawk their way through
“The Freeze” or the Pastel Six plod mindlessly on “Cinnamon Cinder.” The fact
that these two records were released at all, not to mention that they charted, is
proof enough that somewhere in America a screw was loose. Overweight, middle-
aged dancers were learning just how out of shape they were during these dance-
party marathons. Chubby Checker was luckier than he could ever have imag-
ined. He attempted other dance records, including “The Hucklebuck,” “Pony Time,”
“The Fly,” and by the mid-'60s even a pathetic rip-off of a horrible song by Freddie
and the Dreamers that he called “Let’s Do the Freddie.” (Apparently, the word
“shame” was not in Chubby Checker’s vocabulary.) But the unbridled demand for
the twist just would not go away. Marketing people got wise and put the word
“twist” on anything that could be sold, and like a pack of dislocated zombies,
Americans ate it up. The Marvelettes got caught up in this fever when they re-
leased “Twistin’ Postman” (was that a ridiculous concept, or what?) as a single.
Checker had “Let’s Twist Again” and “Slow Twistin’,” but the capper was when,
one year afterward, a rerelease of “The Twist” went to #1 again. Had America no
shame either?

a number of

NOVEMBER 1961 #1 THE LION SLEEPS TONIGHT—THE TOKENS

0, you thought Paul Simon was the first artist to popularize South African folk
music, eh? “The Lion Sleeps Tonight” is based on a Zulu folk song called
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“Wimoweh” and was released by the Tokens in 1961. Ten years before that, how-
ever, the folk group the Weavers popularized the tune for our western culture
when they learned “Wimoweh” from African singer Miriam Makeba, and incorpo-
rated it into their repertoire.

Neil Sedaka was a charter member of the Tokens before he set out on his own
for a lifelong career as a singer/songwriter. After Sedaka’s departure, the To-
kens continued in earnest and scored a #15 hit with “Tonight I Fell in Love.”
They soon proved their capacity for invention with the arrangement of their
next single, “The Lion Sleeps Tonight.” There aren’t many things in this world
that would be less predictable than a doo-wop
version of a South African folk song becoming
a popular American hit, but here it is. Despite

structured formats, radio occasionally em-
N!III!VSEIMEB!![IR“IFH :‘[ ACH- braced ambitious music and the American pub-
SOLOMON BURKE lic did not back away from innovation—“The
Lion Sleeps Tonight” reached #1, where it
stayed for three weeks.

After the Tokens petered out as a recording entity, three members—Jay Siegal,
Mitch Margo, and Philip Margo—formed a band called Cross-Country. In 1973,
their eponymously titled album scratched and clawed its way onto the charts,
peaking at a rather embarrassing #198. They also enjoyed one hit (#30) with a
cover version of “In the Midnight Hour.” Another former Token, Hank Medress,
went on to work with Tony Orlando and Dawn.

Once the Tokens’ bizarre but beautiful recording of “The Lion Sleeps Tonight”
became known, all previous versions were forgotten. Artists as disparate as Brian
Eno and Robert John have since covered the song, and each time their arrange-
ment remained true to the Tokens’. In an interview I had with singer Lou Christie,
he said the Robert John version was actually his, but because of management prob-
lems that plagued Christie’s later career, his voice tracks were removed and re-
placed with John’s rather lackluster reading of the song. This is unfortunate, con-
sidering Christie’s natural flair for multi-octave singing, but I fear that it would
have ultimately remained an exercise. Today, John’s version is on the scrap heap of
forgotten Top 10 tunes, while the Tokens enjoy continuously renewed popularity.

You know, it wouldn't be a bad idea for Paul Simon to cover “The Lion Sleeps
Tonight”....

NOVEMBER 1961 #3 GRAZY—PATSY CLINE

[ven before the plane crash that took her life, Patsy Cline seemed doomed to
become a tragic figure. Consider the events of her life before she recorded “Crazy.”
It took years of dedication and conviction before her first hit record, “Walkin’
after Midnight,” hit the charts, and when it finally all came together, her profes-
sional and personal lives got in the way. It would be four long years until she
properly recovered and hit pay dirt again with “I Fall to Pieces,” her second hit
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single. Unfortunately, while the song was climbing the charts, Cline was nearly
killed in a head-on automobile collision. Instead of celebrating her renewed suc-
cess, she was lying in traction in a hospital bed, grateful to be alive. Her whole
life seemed to be a series of little steps forward, followed by circumstances that
threatened to take everything away.

After she recovered from the accident, Cline became more focused than she
had previously been. Perhaps it was because of the close call, or maybe the sud-
den realization that her voice was suited for
ballads, but her post-accident recordings are the
high watermark of her career. Nearly every song
she put her voice to became magical. Songwriter

Willie Nelson was shopping his material around ;’![!E[‘:‘!B:g[';lg'_nm 2
Nashville, and Cline’s producer, Owen Bradley,

heard “Crazy” and loved it, particularly the lyric. DECEMBER 1961 #3
Once again, though, Cline had to be convinced. | KNOW—BARBARA GEORGE

It is ironic that she resisted recording each of
her three biggest hits, but once the songs be-
came popular, she came to enjoy performing
them to a rapturous audience.

Cline’s life followed a pattern, though, and
fate would soon intervene. On March 5, 1963,
Cline and some of her entourage boarded a plane
piloted by her manager, Randy Hughes, for a
quick stopover performance. During the return
trip, they crashed just minutes away from their final destination. There were no
survivors. Cline was thirty years old. Of course, it is always a tragic thing for a
rising star, or anybody for that matter, to be suddenly snuffed out. Cline’s death
took her away just when the tides had turned in her favor. Now she is forever
frozen in time as a feisty young woman with enough life in her for a trainload of
people and a voice powerful enough to move millions.

GREAT MISSES

DECEMBER 1961 #23
ROCK-A-HULA BABY—ELVIS PRESLEY

JANUARY 1962 #4 BREAK IT TO ME GENTLY—BRENDA LEE

his four-foot, eleven-inch powerhouse certainly earned the name “Little Miss

Dynamite.” With her pepper-pot phrasing and syncopated singing style per-
fected before she even qualified as an adolescent, Brenda Lee was as natural a
talent as there ever was. She possessed a voice and a style that drastically con-
tradicted her age and size.

Lee was born December 11, 1944. After appearing in a talent contest when she
was six years old, she landed her own fifteen-minute television show. By 1956, she
was all over national television and had a regional hit with Hank Williams’s
“Jambalaya.” “Dynamite” (which resulted in her nickname) and “Let’s Jump the
Broomstick” followed and helped establish Little Brenda Lee as a pint-sized rocker.
Her recording of “Rockin’ around the Christmas Tree” remains one of the best rock-
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and-roll Christmas songs of all time. It was written by Johnny Marks, the same
man who wrote “Rudolph the Red-Nosed Reindeer,” and was recorded in 1958. Still,
it had to wait until December 1960 before it hit the Top 40.

Nineteen sixty was the year that everything broke wide open for Lee. In an
attempt to reach the popular charts, producer Owen Bradley rounded up a hand-
ful of ballads and toned-down rockabilly numbers for her next releases. In 1960,
“Sweet Nothin’s,” “I'm Sorry,” and “I Want to Be Wanted” all combined to keep her
at the top of the popular charts for most of the year. “I'm Sorry” is notable not only
because it was the biggest hit of Lee’s career, but also because it was the very first
Nashville recording to use a full string section. By the end of the decade, Nash-
ville would be swarming with people wearing
cowboy hats and carrying violins (“we call ’em
fiddles”) to recording sessions.

A constant run of Top 40 records followed,
JANUARY 1962 #1 : S
DUKE BF EARL—BENE CHANDLER but amazingly, none of Lee’s singles re;ached the
country charts. While the world considered her
to be a Nashville-based country singer, Nash-
ville considered her to be a pop/R&B singer. Per-
haps Nashville was judging her harshly, but her phrasing is as bluesy as some
of the best R&B performers and had much more in common with Ray Charles
than, say, Tex Ritter. “Break It to Me Gently” has all the ingredients of a typical
Ray Charles country song, from the lush string arrangement and support vo-
cals to the heartfelt R&B phrasing. Not yet eighteen years old, Lee sang with a
sadness and experience that would be more appropriate coming from a thirty
year old. The subject matter may have been over her head, but you would never
know it by listening to the pain in her voice. Her great range, excellent sense of
rhythmic phrasing, and even better ability to emote all combined to make “Break
It to Me Gently” her finest recording.

JANUARY 1962 #12 SMOKY PLACES—THE CORSAIRS

he Corsairs hailed from North Carolina and had sung together since high

school as the Gleems. Like the Beach Boys, the band consisted of three broth-
ers—dJay “Bird,” James, and Moses Uzzell—and their cousin, George Wooten,
but the similarity ends there. Unfortunately, none of this matters to anybody
today because hardly anybody remembers either the Corsairs or their fabulous
hit, “Smoky Places.” A song this good shouldn’t be neglected, though. So at the
risk of trying your patience, I'll make an argument for why I believe that if you
knew it, you would love it.

The Corsairs took a quickly dying form of music, doo-wop, and injected it with
a driving, R&B-influenced beat. To give it a broad appeal, they added a modern,
sophisticated soul sound that was reminiscent of the Drifters. Instead of a mess,
the result is a dense collage of styles that never sounds compromised. The Drift-
ers’ influence on the proceedings is fairly obvious, from the string-laden produc-
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tion right down to the Latin baion rhythm. The smooth and silky sound of lead
singer Jay “Bird” Uzzell is supported by imaginative harmonies and rhythmic
chants that play counterpoint to the melody. And could these guys sing! Jay “Bird™s
voice effortlessly soars around the octaves while the rest of the family never lets
you forget that they are talented, as well.

“OK,” I hear you saying, “so these guys are talented, but what about the song?
Talent is meaningless if the song is lame.” Any

song with illicit love for a theme is bound to be
fraught with emotion, and the Corsairs lose none m
of it on “Smoky Places.” They walk the tight- JANNARY 1862 o

rope, with overemoting on the left and BABY, [T'S YOU—SHIRELLES
underperforming on the right, without ever look- S
ing down or losing their balance. The song trans- JANUARY 1952 K28
ports you to a dark, smoky corner of some exotic TURN ON YOUR LOVELIGHT—
watering hole, and you sympathize with the GOBBY BLAND

entrapped couple. Simply put, the song works
on just about any level.

“Smoky Places” stopped short of the Top 10, reaching #12—not bad at all for a
debut effort. At the time, however, the Corsairs might have been perceived as a
poor man’s Drifters. I can’t say why they didn’t remain popular, but their next
release, “I'll Take You Home,” stalled at #68, and the Corsairs were not seen again
on the popular music charts. It’s a shame that this diverse and talented group
will be forever perceived as a one-hit wonder, if it is even perceived at all.

FEBRUARY 13962 #14 SHE'S GOT YOU—PATSY CLINE

With the tremendous crossover success of her previous two hit singles (“I Fall
to Pieces” and “Crazy”), Patsy Cline had

learned her lesson well. Ballads, which she had
considered herself unable to sing, had become
her bread. and putter. With her conSIderabl’e FEBRUARY 1962 "
energy reigned in, she could focus on the lyric TWISTIN' THE NIGHT AWAY—
and imbue it with autobiographical intimations. SAM CODKE

Cline’s fans could not help but be moved by her
confessional style. Also, her two hits appealed
to both country and pop fans alike. To capitalize
on this, Cline and producer Owen Bradley set GREAT MISSES
about finding other songs that could work

3 . . l F [ ! 14 ::
equally well in both markets. Their choices were "::: 2](:1'::‘0 l] Al;,lfn TWIST— -
both clever and appropriate. Cline recorded stun- BILLY JOE AND THE CHECKMATES
ningly beautiful versions of classic songs, such

as “San Antonio Rose,” “The Wayward Wind,” “I FEBRUARY 1962 K31
Love You So Much It Hurts,” and Cole Porter’s SURFER'S STOMP—THE MARKETTS
“True Love.”
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Her last single came from songwriter Hank Cochran, who also cowrote “I Fall
to Pieces” with Harlan Howard. “She’s Got You” had all the requisite ingredients
of their hit formula: it was a ballad, it wasn’t too country-ish, and it was previ-
ously unrecorded so it was perfect for single release. Once again, Cline sang the
song with such heartfelt intensity that a listener would have to be convinced
that she was not singing from experience. “She’s Got You” hit the popular charts
in February 1962 and reached #14.

MARCH 1962 #24 YOU BETTER MOVE ON—ARTHUR ALEXANDER

Iluite frankly, sometimes fate really stinks. After a remarkable flash-in-the-
pan career in the early ’60s, Arthur Alexander vanished from the charts. For the
next three decades, he was considered a spent force, despite the various artists who
were constantly interpreting his material. By the 90s, he was working as a school-
bus driver with little thought of returning to the music industry. At the behest of
his old friend and record producer Rick Hall, Alexander was persuaded to record
“Lonely Just Like Me,” his first collection of new material in twenty years. Six
months before he would have had the satisfaction of seeing “Lonely Just Like Me”
all over critics’ lists for the best of 93, he died of heart and kidney failure.

In his lifetime, Alexander had only one Top 40 hit, but a handful of his songs
entered the mainstream with other artists serving as the conduit. Songs like
“Anna” (the Beatles), “Every Day I Have to Cry” (the Bee Gees), and “You Better
Move On” (the Rolling Stones) all helped boost the fledgling careers of these
British artists who eventually became international superstars.

Sadly, Alexander lost the publishing rights to his songs early on and didn’t re-
ceive any of the profit that these recordings generated. As a black man from Muscle
Shoals, Alabama, Alexander wasn't exactly empowered to negotiate a fair deal for

himself. Rural southern blacks who could not develop a par-

In his ticular sense of urbanity were usually doomed to a pretty

tough life and Alexander’s business interests were ignored.
Nevertheless, he never betrayed any sense of bitterness in
Alexander had his music. Judging from his singing style and the texture
| Top 40 of his voice, Alexander was as much a country artist as a
anty one 10p rhythm-and-blues singer. This would make him quite an
hit, but a anomaly in the racist South. When the “Motortown Revue”

handful of hi passed through Alexander’s hometown on its first tour, the
andful of his group members often feared for their lives and were shocked
songs entered by the mistreatment and insults they faced, but they were
only visitors. This was where Alexander lived! Of course,
this atmosphere had an impact on his style. If, as many
with other people believe, rock and roll is a cross between hillbilly/
. . country and rhythm and blues, then Alexander surely quali-
artists serving fies as a bona fide rock-and-roll original. Whether or not
as the conduit. you subscribe to that rather suspect theory, Alexander cer-

lifetime,

the mainstream
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tainly did embody elements of each genre. His voice may have betrayed a country-
western influence, but his songwriting was pure soul. He is also credited with in-
troducing the word “girl” as a form of address into the pop music lexicon.

Few songwriters or artists, with the exception of Al Green, have been able to
duplicate the gentility that pervaded Alexander’s music. Nearly every song that
he wrote portrays a man who is unwilling to fight and who accepts his destiny
with a Zen-like discipline. Morality and decency are the subtext in almost all of
his songs. “You Better Move On” serves as a prime example of this. In it,
Alexander tells the story of a character who is attempting to bird-dog his only
true love. Instead of getting excited, he remains cool and resigns himself to fate.
He trusts that the girl will stay but exerts no influence whatsoever. Listen to
these lyrics: “You ask me to give up the only love I've ever had. Maybe I would,
but I love her so. I'll never never let her go. You'd better move on.”

There is a certain majesty at work there. Another man would just haul off and
punch the daylights out of the guy. The subtle conviction and self-control that
Alexander displays in this lyric are typical of his writing style, from “Anna” to
“Go Home, Girl.” Overlooked for most of his life, his songs live on after his death.
He will be sorely missed.

MAY 1362 #1 1 GAN'T STOP LOVING YOU—RAY CHARLES

Mixing musical styles is a lot like crossbreeding dogs. Every time you add an-
other mix, vital characteristics that defined the purity of the bloodline are
lost. Usually, though, mutts make better pets because of their friendly disposi-
tions. The same thing happened when Ray Charles started singing country music
classics. R&B purists might complain and country purists might not recognize
it, but the mix is undeniably pleasant. Here lies ample evidence, then, that
purity of essence is not necessarily better than a mixture of styles.

At first, Charles’s album Modern Sounds in Country-Western Music sounded
like a pretty bad idea to most people. You don’t mix molasses with vinegar. Well,
sometimes you do mix molasses and vinegar. “I Can’t Stop Loving You” was
written and originally recorded by Don Gibson (“Oh,

Lonesome Me”). Charles recorded it, then buried his ver- At first
sion near the end of side two. It was not scheduled for !
release as a single. Then actor and Elvis Presley wanna- Gharles’s album

be Tab Hunter released a version of it that was derived
from Charles’s arrangement. In order to head it off on Modern Sounds
the charts, ABC Paramount rush-released Charles’s ver- in Country-
sion. No contest. It went to #1 and sat there for five weeks.
“I Can’t Stop Loving You” became the biggest hit of his
long and varied career, while Hunter’s record never even sounded like a
charted. Charles’s B side, “Born to Lose,” was a great

single in its own right but failed to crack the Top 40, pretty bad idea
coming oh so close but stalling at #41. to mast people.

Western Music
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MAY 1962 #35 NIGHT TRAIN—JAMES BROWN

efore I write even one word about James Brown, I think it should be noted

that I lack one very important qualification: I'm not an African-American.
Being a white, middle-class kid from the suburbs means that I wasn’t exactly a
good representative of Brown’s target audience, and ninety-eight percent of what
he was achieving and what he stood for went completely over my head. Sure, I
knew the hits that everybody else knew, and I liked them. I even saw him on TV
a few times and became transfixed by his dancing, but for what I understood
about his language and style, he might as well have been from China. It wasn't
until I got older that I began to scratch the surface and discern the extraordi-
nary significance of this complex man. Brown has meant so much as a
sociopolitical phenomenon that his importance as a musician is sometimes con-
sidered secondary. For this reason, it would be negligent, if not impossible, to
discuss Brown’s music without making reference to the effect it had as a stimu-
lus for both unification and change.

White people were on the periphery while Brown exhorted his black audience
to know themselves, feel good, and be proud. Any white person with an open
mind could see the remarkable talent that this man possessed, and many who
did applauded him for it, but race was, by definition, a disqualifier. Songs like
“Get Up, Get into It, Get Involved,” “Soul Power,” “Brother Rapp,” and “Say It
Loud, I’'m Black and I'm Proud” were not addressed to white middle-class
America, but they had a cumulative social significance that today is as obvious
as their musical quality. While Motown, Atlantic, and other record labels affili-
ated with black artists made every attempt to appeal to Middle America, Brown
made no concessions. If you didn’t “get” it, then that’s OK, but don’t blame Brown,
since it is patently unfair to criticize something you don’t understand. You can’t
say “Mother Popcorn” is lyrically dumb if you don’t understand it, anymore than
you can say the French language is dumb if you don’t understand it.

Before any of this had relevance, Brown was a rhythm-and-blues singer with
a lot to prove. His own label head, Syd Nathan, had very little faith in Brown’s
abilities and constantly gave him grief over his material. In one particular in-
stance, he refused to release anything that Brown recorded until he more or
less had to because of advance orders caused by radio airplay. The last straw
came when Nathan refused to release Brown’s first instrumental piece, “(Do
the) Mashed Potatoes.” Instead, Brown took the song to Dade Records, which
overdubbed an additional vocal and released the song credited to Nat Kendrick
and the Swans. Brown’s next instrumental, “Night Train,” which featured him
on the drums, was recorded in February 1961 but was withheld from release
until March 1962. The song was a hit, but Brown felt that nobody could really
understand what he was about without an opportunity to at least hear his live
show. He approached Nathan, who again, predictably, balked. Using his own
money to finance the recording, Brown then recorded what is often considered
to be the most influential live album of all time, James Brown Live at the Apollo.
This album and singles like “Night Train” were essentially the warning shots
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for what was soon to follow. At the time, people were not aware of it, but these
recordings were defining a new type of music, called “funk.”

AUGUST 1962 #13 BRING IT ON HOME TD ME—SAM GODKE

“ne characteristic that Sam Cooke had in good supply was self-confidence. His
cocksure manner and business sense did an awful lot to keep him in the public
eye for his entire career, and with the help of his partner, J.W. Alexander, he re-
tained control of his music and his money. Cooke was one of the first black artists to
handle his own publishing, and when he was

made aware of the money his songs generated,
he promptly fired his manager, Bumps Blackwell, m
and sued his record label. Keen Records went

bankrupt because of the financial strain of the ST 1 ad
HAVING A PARTY—SAM CODKE
court settlement, and Cooke moved to RCA
Records. JUNE 1962 #7
Although the Italian cousins Luigi Creaturo TWIST AND SHOUT-
and Hugo Peretti produced Cooke at RCA, he THE ISLEY BROTHERS
more or less continued in the same vein he had TG 18 i
followed at Keen. His first self-penned RCA re- ANY DAY NOW [MY WILD BEAUTIFUL
lease was “Chain Gang,” a gimmicky song that BIRD]—CHUCK JACKSON h
became a huge hit. “Cupid,” released in 1961,
was a lightweight confection aimed squarely at JULY 1962 M
the pop music audience. In the hands of a lesser THE LOCOMOTION-LITTLE EVA
talent, these songs would have been, at best, JULY 1962 #5
trivial, but somehow Cooke’s voice rises above PARTY LIBHTS—CLAUDINE CLARK
the insipid commerciality of his lyrics. Nine-
teen sixty-two brought “Having a Party,” his
anthem to good times (as defined by middle-class America and television com-
mercials), which celebrates having plenty of soda in the icebox while “dancing
to the music on the radio.” The flip, though, is pure soul, without any of the
banal concessions he often made to the marketplace. “Bring It on Home” re-
unites Cooke with Lou Rawls, his friend from the gospel touring circuit, and
together they cross a healthy dose of gospel fire with bluesy soul for a record
that shows no sign of compromise. Although it is relegated to the B side, “Bring
It on Home” charted and proved that Cooke still had it down and that he would
have succeeded quite well without leaping headlong into the quagmire of ado-
lescent pop.

AUGUST 1962 42 YOU DON'T KNOW ME—RAY CHARLES

'I'he backup singers on Ray Charles’s orchestral songs tend to sound more like
the Ray Charles Singers than the Raeletts. Let me explain.
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The Ray Charles Singers have no relation to Ray Charles, the R&B performer,
but to an older director of easy listening records who happened to share the same
name. The R&B/soul/country/jazz artist Ray Charles had backup singers called
the Raeletts, which at various times included Margie Hendrix, Clydie King,
and Merry Clayton. The Raeletts were actually the original Cookies (not to be
confused with the later configuration who recorded “Chains” and “Don’t Say
Nothin’ Bad”), but they changed their name when they started to sing for Charles.
That wasn’t too confusing, was it? Well, anyway, it is apparent that a studio
group was used in lieu of the Raeletts on “You Don’t Know Me” and other of
Charles’s orchestrated recordings.

“You Don’t Know Me” was written by Cindy Walker and Eddy Arnold. It was
the second single from Modern Sounds in Coun-
try-Western Music, and although it didn’t achieve
the phenomenal success of its predecessor, “I
Can’t Stop Loving You,” it remains just as time-
less and definitive. For the next few years,
Charles would concentrate on applying his per-
sonal style to country-western classics in be-
tween his steady stream of R&B hits. He would
release Modern Sounds in Country-Western Music, Volume 2, and his later re-
leases would usually contain at least a smattering of country-western material.

Charles charted very well on the country charts, but it would be a leap of faith
to consider him a country-western artist in the true sense. Charlie Pride, a coun-
try singer with no discernible R&B inflections, became the only well-known black
country-western star. Pride (“Kiss an Angel Good Morning,” #21 in 1972) played
at the Grand Ole Opry in 1967, but Charles was more suited to play Carnegie
Hall, as he did in 1959. “Together Again,” “Crying Time,” and “Your Cheatin’ Heart”
are all fine examples of Charles’s country sound, but to be sure, that was only one
facet of his varied career. Hits continue to come well into the *90s (“Song for You”),
and there is no end in sight for the relevance of his artistry.

AUGUST 1962 #l
YOU BELONG 10 ME—THE DUPREES

SEPTEMBER 1962 #3 GREEN ONIONS—BOOKER T. AND THE MG'S

t the onset of the ’60s, Chess Records in Chicago began to lose its sense of

direction. Competition was arising both to the north, with Detroit’s burgeon-
ing Tamla/Motown empire, and to the south, with Memphis’s Stax Records. Since
Motown aimed at a broader market than Chess by “whitening” the products of
its artists, it wasn’t so much in direct competition with Chess as it was redirect-
ing the market. Stax, though, was just as much of a grits-and-soul label as
Chess, but with a new Memphis angle to its sound.

Jim Stewart, a white banker who was greatly impressed by the success of Sam
Phillips and Sun Records, was inspired enough to start his own label. With his
sister, Estelle Axton, as partner, he began Satellite Records. Initially, Stewart
and Axton focused mainly on rockabilly and country music, with the occasional
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black vocal group or R&B singer. But it wasn’t long before they realized that their
soul releases were faring much better commercially than their country counter-
parts, so they began to dedicate themselves exclusively to R&B.

The headquarters for Stax/Volt (Satellite was dropped as a moniker after some-
one else claimed name infringement) was an old movie theater in the heart of the
black section of Memphis, which inadvertently made it easier to attract local
talent. The lobby was converted into a record store that played new releases and,
occasionally, the latest studio project. This gave Stewart and Axton the ability to
test-market recent recordings before their official releases.

Carla and Rufus Thomas, a father/daughter team, provided the label’s first hit
and brought Satellite to the attention of Atlantic’s jack-of-all-trades, Jerry Wexler.
Wexler cut a distribution agreement that gave
Stax/Volt much needed access to the national
market. The companies’ first dual effort was a
syrupy love ballad by Carla Thomas called “Gee
Whiz,” and it became a #10 pop hit. The straight SHERRY—THE FOUR SEASONS
pop tune was hardly representative of the label’s -
future output, but it set off a chain reaction that
would soon identify Stax/Volt as the hottest
R&B/soul label in the country.

Meanwhile, Axton’s son Packy had been playing tenor sax in an all-white band
with the unfortunate moniker of the Royal Spades, which included guitarist Steve
Cropper and bassist Donald “Duck” Dunn. After a name change to the Mar-Keys,
they merged their talents with a few black session musicians to record a rudi-
mentary twelve-bar rhythm called “Last Night,” which, at first glance, seemed to
have little potential. Seeing as how Axton’s son was on the recording, the label
released the record, but Stewart was willing to wager $100 that it would flop.
When the racially integrated, horn-driven rhythmic groove reached #3 on the pop
charts, everybody involved was pleasantly surprised. Southern soul, or the Mem-
phis sound, had started to take root.

Stax/Volt put together a “house” band by extracting a
pair of Mar-Keys and pairing them with two session musi-
cians. Booker T. Jones played keyboards, Lewis Steinberg Time has since
(later replaced by Duck Dunn) played bass, Steve Cropper proven “Green
handled guitar, and Al Jackson Jr. was the drummer. The
band called itself Booker T. and the MG’s, for “Memphis Onions” to be
Group.” The Mar-Keys’ horn section eventually splintered perhaps the
off to become the Memphis Horns. The job of the MG’s was
to provide instrumental support for the various vocal art- mast popular
ists who recorded at the label. Once, while waiting for a .

X . : . and influential
singer to arrive, the band jammed on a blues progression
that Stewart surreptitiously recorded. He wanted to release instrumental
the song, called “Behave Yourself” and requested a B side. REB track ever
Jones and Cropper submitted a riff they had been practic-
ing and called the finished product “Green Onions.” It was released.

SEPTEMBER 1962 #

87



[/ AMERICAN HIT RADIO

a toss-off that, like “Last Night,” seemed of little consequence. Deejays immedi-
ately picked up on the B side, and the song shot to #3.

Time has since proven “Green Onions” to be perhaps the most popular and
influential instrumental R&B track ever released. Part R&B, part jazz, the groove
was as uncluttered as a rhythm section could get without disappearing altogether.
The deceptive sophistication of the playing consisted of a distillation of funky
ingredients that resulted in a pure, hypnotic track with timeless appeal. All the
MGQ’s musicians would have immeasurable influence on music in general, not
only for their pioneering and exceptional work with Wilson Pickett and Otis
Redding, but for the hundreds, if not thousands, of sessions that their individual
talents made special. They single-handedly become the focal point for an entire
genre of music called Memphis soul.

SEPTEMBER 1962 #3 DO YOU LOVE ME—THE CONTOURS

his is a Motown record? Yep, it sure is. Label founder Berry Gordy Jr. even

wrote and produced “Do You Love Me,” so you can’t get much more official than
that. But it’s so raunchy, so raucous, so...real. The Motown group of record labels
became a master of the smooth and the cool, so in retrospect, the Contours stand
out like a sore thumb. Back in 1962, though, hardly anybody knew what Motown
was. The Contours had their only Top 10 hit before anybody could possibly know
that an entire generation would one day identify itself with the records that ema-
nated from the Motor City. Only Edwin Starr or Jr. Walker and the All-Stars
would ever come close to the unbridled energy of the Contours, but even then the
similarities are mostly superficial. Lead singer Billy Gordon leaps and belches
his way through every dance routine that comes to mind with the passion of a
crazed evangelist. The rest of the band sounds like it is conducting a meeting of
Hyperactives Anonymous gone haywire. The result is one of the best dance records
of the period. “Do You Love Me” might be lacking in melody,
but it makes up for it with an unbridled energy that would
soak any dance floor with sweat. Best of all, it sounds just
remarkable as lively today.

Despite the remarkable sales of the Contours’ debut
single, the group soon found itself overlooked on Motown’s
Contours' debut priorities list. An unfortunate but inevitable result was
that they never again came anywhere near the Top 10
status of “Do You Love Me.” While they fell down the to-
group soon tem pole, Mary Wells, Martha and the Vandellas, Marvin
found itself Gaye, and the Miracles climbed over them, followed by

the Four Tops, the Temptations, and even that most hap-

gverlooked on less of girl groups (at least at first), the Supremes. Soon

Motown's enough, the Contours were completely buried under the
weight of the superstars above them.

priorities list. By the way, if you care to purchase this song, be certain

Despite the
sales of the

single, the
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to get it in its original full-length form, not in the poorly edited rerelease version
from the '80s. The original single has a fake fade-out that could charge a dance
floor like a jolt of electricity while the rerelease fades away, never to return. To
date, it remains one of the most potent and timeless production tricks from the
’60s (yes, including the effects-mad psychedelic period).

SEPTEMBER 1962 #13 L LEFT MY HEART IN SAN FRANCISCO-
TONY BENNETT

S ome songs follow their interpreters like a shadow, and Tony Bennett will prob-
ably never escape from his identification with “I Left My Heart in San Fran-
cisco.” Luckily for him, it is a beautiful song, and he claims that singing it has
never become a chore.

One characteristic that makes Bennett so special is that he has the talent and
confidence to demand the finest musicians and the best songs (meaning emotion-
ally satisfying and tunefully melodic, not necessarily popular or topical), yet he is
not an egotist. He always credits the genius of songwriters and musicians while
they, in turn, always compliment his interpretive skills and exquisite taste. How
can anyone not love a man who has had the humility to publicly acknowledge
artists as diverse as Duke Ellington and the Red Hot Chili Peppers? I'm not im-
plying that Bennett is reckless enough to put these artists into the same cat-
egory; I am merely stating that he always seems to find something pleasant to
say about his contemporaries. And his career has
been so long and continuously successful that
both the Duke and the Chili Peppers qualify as
contemporaries. Any artist capable of sustain-
ing a degree of relevance over such a lengthy PATCHES—DICKEY LEE
period of time deserves recognition simply for -
longevity, but Bennett has earned respect for
much more than his durability.

“I Left My Heart in San Francisco” notwithstanding, Bennett is not an artist
who needs to own a song (that is to say, sing it in a highly stylized manner). His
stylization is based, quite simply, on perfection. Bennett is not a great risk taker
in the sense that he doesn’t reinvent the intention of the songwriter—he perfects
it. His gift is his ability to convey a song at its best for what it is, not for his
peculiar interpretation. It’s not that he has rendered his talent invisible, but that
the music exists for itself, with its own purpose.

“I Left My Heart in San Francisco” earned three Grammy awards: for best
male solo vocal performance, best background arrangement (that’s a pretty weird
one, huh?), and record of the year. You’ve heard this song perhaps hundreds of
times. I only hope that you've listened. Bennett’s phrasing is not only impeccable,
but unchangeable. Imagine, for a moment, anyone else singing this song. It is
beyond the reach of most artists, and the very few who could pull it off wouldn’t

SEPTEMBER 1962
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dare because it would inevitably invoke comparison. And that piano riff! Music
coordinator/arranger Ralph Sharon speaks volumes with a handful of notes and a
pregnant pause. Sammy Cahn, while presenting Bennett with a lifetime achieve-
ment award, said it best: “The award is a valentine from the writers who are
grateful to Tony for making great songs sound even better.” That is all you have to
know about Tony Bennett.

OCTOBER 1962 #1 HE'S A REBEL—THE CRYSTALS

ecord producers come and record producers go, but only a very few have a

vision so unique that they become more famous than the artists with whom
they work. In the early *60s, Phil Spector stood the recording industry on its head
by implementing changes so profound that popular music would never again be
the same. For one thing, he proved that with enough capital and a string of suc-
cessful releases, he could operate with absolutely no assistance from the major
labels. This was unprecedented, since virtually every independent label had re-
lied on major labels for, at the very least, distribution. Another factor was his
disregard for economy, both financial and artistic.

Spector was born and raised in the Bronx. Following the death of his father,
his family relocated to Los Angeles. In high school, he formed the Teddy Bears
with schoolmates Marshall Leib and Annette Kleinbard. Based on the inscription
on his father’s tombstone, Spector wrote a song called “To Know Him Is to Love
Him.” The Teddy Bears recorded the song, and it was released on Dore Records, a
tiny West Coast label. The record became a surprise #1 hit. Empowered by his

newfound fame, Spector lobbied for and won the right to

In the early produce an album for his group. In the process, he met

'60s. Phil Lester Sill and Lee Hazlewood, the producers responsible

- for the echo-laden sound of Duane Eddy, and he went to

Spector stood work for them. He studied their techniques until there
was nothing left to learn and then wanted to take his edu-

the recording cation a bit further. Jerry Leiber and Mike Stoller were

industry on its the hottest songwriting/producing team going, so Spector

head by made arrangements to go to New York and work as their
understudy.

implementing Once there, Spector became enamored with the string

arrangements and Latin percussion that were common to
most Leiber/Stoller productions. It wasn’t long before he
profound that began to stand out as a unique and gifted talent who pos-
popular music sessed a rather potent Midas touch. He wrote “Spanish
Harlem” with Leiber and produced a string of hits, in-

would never cluding “Corinna Corinna” by Ray Peterson and “Pretty
again be the Little Angel Eyes” by Curtis Lee. On Gene Pitney’s “Ev-
ery Breath I Take,” Spector managed to raise a few eye-

same. brows when his bosses became aware of the $14,000 re-
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cording tab he had accrued, but he couldn’t be faulted once the record became a
hit. All of his productions yielded hits. Knowing nothing but success, he returned
to California and formed a record label with his original mentor, Lester Sill, and
they called it Philles Records.

The Crystals were the first “product” Spector hired, and he immediately pro-
duced two Top 40 hits for them, “There’s No Other (Like My Baby)” and “Up-
town.” Idiosyncratic (to say the least) and independent, Spector bought out Sill
and hired the best talent the West Coast had to offer. Although it cost him a
bundle, he was now at a vantage point from which he could conquer the world,
and like Napoleon with a recording console, he did just that.

When the profits from their first two hits fell far short of what they had ex-
pected, the Crystals grew suspicious of Spector’s intentions. They were not in a
position to change things, though, since Spector controlled virtually every aspect
of their career, including the name “the Crystals.” Matters got worse when he
insisted that they record the strangely masoch-
istic Goffin-King song called “He Hit Me (It Felt
Like a Kiss).” The Crystals had become alien-
ated by this pop Svengali who had no regard for

. .. OCTOBER 1962

their opinion, but Spector apparently could not BIG GIRLS DON'T CRY—
have cared less. He caught wind of a Gene Pitney THE FOUR SEASONS
composition called “He’s a Rebel,” which was
slated to be Vicki Carr’s debut release (some-
thing I consider myself blessed to have never heard). When he went into the
studio to rush-record his own version, he didn’t bother to notify the Crystals.
Instead, he called a group named the Blossoms, featuring Darlene Love, into the
studio. Since he owned the name, he released it credited to the Crystals. You can
imagine the original Crystals’ surprise when they learned they had a #1 record
on the charts that they had never heard. They needed to learn “He’s a Rebel” in a
hurry to accommodate fans who were clamoring to hear it at live shows. This
wasn't so easy, though, because of the tight, wordy phrasing and Love’s gospelly
ad libs toward the end.

There is more melody in the chorus of this song than all the other Pitney songs
put together. I don’t know what spurt of genius overcame him to write this inspired
piece of music, but Spector deserves credit as well for realizing its full potential.
With “He’s a Rebel,” Spector became the acknowledged master of girl-group pop.

NOVEMBER 1962 #1 TELSTAR—THE TORNADOES

B esides the dance crazes that were creeping up all over America like dandelions
on an unkempt lawn, instrumental rock and roll was breaking out all over as
well. The Surfaris (“Wipe Out”), Johnny and the Hurricanes (“Crossfire”), Duane
Eddy (“Rebel Rouser”), the Champs (“Tequila”), and the Ventures (“Walk —Don’t
Run”) were but a few of the notable non-singing performers who reached the
charts. Some of the weirdest instrumentals by far, though, came from a studio in

]|
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England that was run by Joe Meek. His production methods gave his songs a
sharp, futuristic sound and a dynamic range that other producers simply could
not duplicate.

Although mostly unknown in America, Meek was famous in his native En-
gland and was responsible for a batch of English hits. The Tornadoes, who were
originally the backing band for English pop star Billy Fury, acted as his house

band. Meek had an obsession with all things fu-

turistic and wrote “Telstar” after watching the
satellite of the same name launch on television.

He gave the song to the Tornadoes and added
NOVEMBER 1962 #b .
THE LONELY BULL—HERB ALPERT all sorts of modern sounds and effects to the mix.
AND THE TIJUANA BRASS Considering that it was recorded in an age well

before synthesizers and computer-generated
NOVEMBER 1362 HB sound, “Telstar” is a stunning exercise in inven-
RELEASE ME-ESTHER PHILLIPS tiveness. Meek shocked the world with his ul-

tramodern recording, and “Telstar” became a #1

hit in America as well as in England.

A few English hits followed for Meek, but his contrived modernism began to
fall from fashion. Known to be moody and insular, he was often depressed and
prone to violent outbursts. In 1967, he made all the English tabloids after a hor-
ribly violent incident wherein he shot and killed a female neighbor during an
argument, then turned the gun on himself.

It is both amusing and charming to hear “Telstar” today. When it was released,
it brought to mind visions of space travel and people wearing silver-colored space
clothing while floating around the universe. Today, it sounds more like a proto-
typical theme song for a decades-old science fiction TV show. The optimism of the
“brave new world” ’60s didn’t last, but “Telstar” captures the mood of a planet
pretending to be on the brink of scientific perfection. Ironically, instead of futuris-
tic visions, “Telstar” now inspires nostalgia for the good old days.

DEGEMBER 1962 #5 UP ON THE ROOF—THE DRIFTERS

l]epending on how and whom you count, the Drifters by now had a half dozen
lead vocalists, and the number of backup singers was equivalent to the popula-
tion of downtown Baltimore. It is no wonder then that the band lacked a specific
image. Ben E. King, the previous lead singer, left
after a monetary dispute with the Drifters’ man-
ager, George Treadwell, and was promptly re-
placed by Rudy Lewis, previously with the Clara

DECEMBER 1362 4

Ward Singers. Several forgettable hits followed
TELL HIM—THE EXCITERS 4

such as “Some Kind of Wonderful,” “Please Stay,”
BECEMBER 1962 4239 and “Sweets for My Sweet.” None had the impact

YOUR CHEATIN' HEART—RAY CHARLES of King’s hit recordings. The group’s next few re-
leases fared even worse, barely reaching the

32
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charts at all, and once again it appeared as though the Drifters might fade into
oblivion. But with a resiliency that was unprecedented, they bounced back from
their decline virtually unscathed when they recorded an ode to Tar Beach called
“Up on the Roof.” It was written by Gerry Goffin and Carole King, and it became
the Drifters’third Top 10 single. Bustling crowds and daily hassles are a part of life
for city dwellers, and the thought of the roof as an escape hatch had a therapeutic
appeal. With dozens of successful songs to their name, it seemed as though Goffin
and King could turn out relevant hit records for just about anybody at the blink of
an eye. James Taylor later recorded a pleasant if lackluster cover version and had
a hit, but the original recording by the Drifters remains definitive.

JANUARY 1963 #1 WALK LIKE A MAN—THE FOUR SEASONS

'I'he vocal group tradition that had blanketed the metropolitan Northeast since
the ’50s was rooted in the African-American and eventually Italian cultures.
Francis Castelluccio was born and raised in Newark, New Jersey, and he was
nourished on the sounds of doo-wop. In the ethnic neighborhoods where they con-
gregated, groups would often be seen practicing on subway platforms and at-
tempting to “cut” (outsing) each other on street corners. Johnny Mastrangelo was
the first acknowledged star of Italian doo-wop. Singing lead with a mixed-heri-
tage group called the Crests as Johnny Maestro, he achieved national fame with
“Sixteen Candles” when it reached #2 in February, 1959.

“16 Candles” wasn’t necessarily on the cutting edge of vo-
cal music, but it represented one of the first successful
attempts by an Italian-American to sound authentic in
this R&B-based genre. In 1958, Dion Dimucci furthered
the cause with his Bronx-based group, the Belmonts. “I
Wonder Why” brought toughness and street smarts to the
music. These songs and their progeny were all over the
Northeast, and Frankie Castelluccio sprouted right in the
thick of it.

He had begun performing as early as 1952, singing with
a band called the Varietones, who metamorphosed into
the Four Lovers. Castelluccio also changed his own moni-
ker to Frankie Valli. RCA handled the group’s releases,
but none of them entered the mainstream. When
songwriter Bob Crewe met Valli and they decided to col-
laborate, things began to change for the better. Just as
fortuitous an addition was when Bob Gaudio joined forces
with Crewe and Valli. Gaudio was a singer who brought
with him a professional sheen, having been the person
responsible (in every sense of the word) for “Short Shorts”
by the Royal Teens. Crewe and Gaudio became songwriting
partners while the group sang at a multitude of recording

"16 Candles”
wasn't neces-
sarily on the
cutting edge of
vocal music,
but it repre-
sented one of
the first
successful
attempts by an
Italian-American
to sound
authentic in
this REB-based
genre.
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Before the sessions. They performed on more than two dozen singles
under a slew of different names, and Gaudio’s “Sherry”
was simply another record with a casually chosen moni-
wiped away ker. It was released on VeeJay Records and just happened
to be credited to the Four Seasons. “Sherry” rocketed to
#1, where it remained for five weeks, bolstered by the Four
its path, many Seasons’ appearance on American Bandstand. Valli’s pow-
erful falsetto took over the airwaves. The groundwork that
was laid by such falsetto-style tenors as Maurice Williams

Four Seasons and the Zodiacs (“Stay”), Frankie Lymon and the Teenag-

as the hands- ers (“Why Do Fools Fall in Love”—more pre-pubescent

than falsetto, really) and Little Anthony and the Imperi-
down winners. als (“Tears on My Pillow”) came to a uvula-rattling head.
“Big Girls Don’t Cry” followed and duplicated the remark-

able success of “Sherry” when it also reached #1 for five consecutive weeks.

In late 1962, while the Four Seasons were dominating the American record
charts, the Beatles were making similar inroads in the United Kingdom. Gaudio
convinced VeeJay to import the music of these British stars for American release.
Ironically, this only added to the label’s undoing, since they were incapable of
handling two superstar acts simultaneously. After both bands departed for other
labels, Veejay released the now very rare Beatles vs. the Four Seasons album.
Before the British Invasion wiped away everything in its path, many perceived
the Four Seasons as the hands-down winners. The long hair, effeminate suits,
and girl group songs of the Beatles (“Chains,” “Baby, It’s You,” etc.) made them
laughable to the proud Italians. Notwithstanding the fact that Valli could “sing
like a girl,” “Walk Like a Man” emboldened the machismo of Italian doo-wop, and
for a while at least, the Beatles couldn’t compare.

«“Walk Like a Man” was the Four Seasons’ third single and their first for Phillips
Records. It also went to #1, this time for three weeks. Within the space of a half-
year, the Four Seasons held the #1 position for fully half of that time, a total of
thirteen weeks. “Walk Like a Man” brought with it a “band” sound that made it
contemporary and innovative. While Valli’s voice soared into the nether regions
one minute, it growled the next; sometimes it soared and growled simultaneously.
Crewe’s production was quickly becoming a dominant factor, as well. The band’s
crisp sound, notably the percussion, broadened the song’s appeal well beyond
vocal-group aficionados. For the time being, the Four Seasons continued their
reign as the most popular band in the world.

British Invasion

everything in

perceived the

JANUARY 1963 #8 YOU'VE REALLY GOT A HOLD ON ME-THE MIRAGLES

William “Smokey” Robinson grew up in Detroit and formed his first vocal group
in junior high school with Pete Moore, Ron White, and brothers Bobby and
Sonny Rogers. They called themselves the Matadors and sang at various talent
shows and school dances. After high school, Robinson got word of an audition that
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Jackie Wilson’s management was holding. Sonny Rogers left the group days be-
fore they were supposed to play and by necessity was replaced by his sister and
future Mrs. Robinson, Claudette. At the time, Berry Gordy Jr. was affiliated with
Wilson (he wrote Wilson’s “Reet Petite” and “Lonely Teardrops,” among others)
and was present at the audition. Wilson’s manager passed on the group, but Gordy
was impressed enough to keep them in mind. When he began to produce his own
material, Gordy called on the Matadors. They changed their name to the Miracles
and recorded an answer song to the Silhouettes’ “Get a J ob,” called “Got a Job.”
Some great singles, such as “Bad Girl” and “Way over There” followed, but the
Miracles had to wait until 1961 before they broke
the national charts wide open with “Shop
Around.” Emboldened by the success of his com-
posmqns, Robinson contlpued to write !fus own JANUARY 1863 &
material, often coproducing the recording ses- WILD WEEKEND—THE REBELS

sions as well. Two more Top 40 hits resulted, S
and in 1963 the Miracles had their second Top
10 hit with “You've Really Got a Hold on Me.”

This song establishes the blueprint for the lyri- GREAT MISSES
cal formula Robinson would often employ. He sets
up a situational dichotomy that shows the inher- JANUARY 1963

ent contradictions of a love relationship. With GINAMMON GINDER
lines like “I don't like you, but I love you” and (IT'S A VERY NICE DANGE|—
later, “I don’t want you, but I need you,” we hear
the words of a man who knows that he must suc-
cumb to his desire, whether he wants to or not.

For an early Motown song, “You've Really Got a Hold on Me” is very sophisti-
cated. It neglects the usually blatant teenage themes of most popular music of
the time. The vocal performance is awe-inspiring and was itself inspired by an-
other high tenor, Clyde McPhatter. When the Beatles later covered the song, John
Lennon gave the lead vocal a muscular edge, but the blue notes and soaring tenor
of the original performance were out of Lennon’s grasp. In live performance,
Robinson’s fragile voice often strained, but in the studio nobody could beat his
expressive passion and gentle authority.

PASTEL SIX

JANUARY 1363 #21 DON'T MAKE ME OVER—DIONNE WARWICKE

I] on’t Make Me Over” was the first and most powerful song of Dionne Warwicke’s
career. For a debut, it was hardly indicative of the later work she would pro-
duce with Burt Bacharach and Hal David. The unconventional staccato rhythms
of those songs are nowhere to be found. Nor is the cool, sophisticated atmosphere.

Warwicke was born and raised in New Jersey to a family steeped in gospel tradi-
tion. She received musical training at a young age while singing in the church choir
and with various vocal groups. She attended Hartt College of Music and worked
occasionally as a backing vocalist. At this time, Bacharach Jjoined a production team
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led by Jerry Leiber and Mike Stoller at Atlantic Records, which at the time was
attempting to revive the career of the Drifters. In the early ’60s, songwriters often
worked out of an office (usually in or around the Brill Building in New York), either
for a publishing company or a record label. Their material was presented to the
artists on the companies’ rosters, who in turn worked with arrangers and produc-
ers for a finished product. While working in this capacity at a recording session for
the Drifters, Bacharach happened to meet Dionne and Dee Dee Warwicke and was
suitably impressed. He was eager to develop his songs from scratch right through
to the finished product and thought Dionne would make an excellent solo artist.
When a producer attempted to direct Warwicke, she chided him by saying, “Don’t
make me over.” Bacharach felt he had found an ideal voice for his material and set
out to write a song for her based on her own comment.

In the song, Warwicke’s vocal stands naked and vulnerable against orchestra-
tion that plies emotion from every nuance of her delivery. The melody forces her
hand dynamically. When she sings, “Accept me for what I am, accept me for the
things that I do,” her emotional display is so powerful that it is easy to imagine
her falling to her knees with clenched fists. Young and ambitious, the singer and
the songwriter combined talents for one emotionally wrenching performance.

FEBRUARY 1963 #1 OUR DAY WILL COME—RUBY AND THE ROMANTIGS

Before Ruby Nash joined this male quartet in 1962, the name of the group was
the Supremes, but when Nash joined, they changed it to Ruby and the Roman-
tics. I guess the Supremes didn't sound commercial enough. Adding a female lead
helped them to stand out among a sea of male-dominated vocal groups, and per-
haps it was a coincidence, but the new girl-group boom didn’t hurt their chances

either. Ironically, between Nash’s lead vocal and

the Hammond organ that accompanies her, “Our
m Day Will Come” features such an ambient pro-
FERRUARY 1863 i duction that the male voices are entirely expend-

i able. Although these touches veer dangerously
END OF TBE WORLD--SKEFTER 0AVIS close to Lawrence Welk territory, “Our Day Will
FEBRUARY 1963 14 Come” emerges with enough romanticism intact
| WANNA BE ARDUND—TONY BENNETT to validate the overall scheme.
FEBRUARY 1963 - J There’s nothing g'roundbrgakmg her’e, :]ust a
CAST YOUR FATE T0 THE WIND— reamy soundscape that suits the optimism of
THE VINCE GUARALD! TRID the lyrics. Nash’s delivery of the lines “Our
dreams have magic because we’ll always stay in
love this way” is enough to set even a war-torn
veteran of love’s battlefield adrift on memory bliss. The song pushed all the right
buttons, and that was enough to yield a #1 record for Nash and the boys. They hung
around the charts for a little while longer (“My Summer Love” and “Hey There,
Lonely Boy” both made the Top 40 in 1963), but by year’s end, they had slipped
back into obscurity.
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FEBRUARY 1363 #7 IN DREAMS—ROY DRBISON

n the early "60s, Roy Orbison’s popularity had become so great that Elvis, upon

his discharge from the Army, told the press that he considered Orbison to be his
toughest competition. After “In Dreams” was released, Orbison went to England
for a series of performances, where his warm-up band was none other than the
Beatles. Orbison was certainly a star, and with Presley’s own fame reaching monu-
mental heights and Johnny Cash still reaching the pop charts, Sam Phillips of
Sun Records must have wondered how they all managed to get away.

David Lynch used “In Dreams” to chillingly bizarre effect in his chillingly bi-
zarre movie “Blue Velvet.” Orbison’s otherworldly croon on lyrics like “The candy-
colored clown they call the sandman tiptoes in my room most every night” (wha...?)
makes the action on the screen seem all too real by comparison, giving the scene
a very palpable sense of fear.

It is sadly poignant that the man who sang such melancholy songs as “Crying”
and “In Dreams” was destined to experience personal tragedies that by far eclipsed
the sadness of his music.

MARCH 1963 #1 HE'S S0 FINE-THE CHIFFONS

he Chiffons enjoyed their first big hit with “He’s So Fine.” Songwriter Ronnie

Mack’s lyrics had a conversational lilt that resembled prose more than poetry.
Lead singer Judy Craig captures the youthful exuberance of his lyrics about a
teenager who is completely dedicated to the one she loves. The doo-lang, doo-
lang-ing Chiffons confirm her adolescence. For a more vivid description of what I
mean, imagine Dionne Warwicke singing this song over a chorus of “doo-lang,
doo-lang, doo-lang.” The image is ludicrous. “He’s So Fine” is a teenage girl’s an-
them sung by teenage girls. Mack saw the appropriateness of this when he hired
the Chiffons. Together, they exemplified some of the best that pop music had to
offer in 1963.

Before the girl group era came into its own, women artists accounted for some-
where around fifteen percent of charted singles. In 1963, just before the Beatles
and their countrymen attacked our shores, the girl group trend peaked, and fe-
males represented a full forty percent of the Top 100. It is ironic that the male-
dominated British groups crushed the trend, often with material provided by the
American girl groups they displaced. The Beatles covered a number of girl-group
songs, including “Chains,” “Baby, It's You,” “Boys,” and “Please Mr. Postman.”
The Chiffons must have never forgotten how these Brits stole their fire. Ten years
later, they would take revenge on the Beatles, particularly George Harrison, when
they sued him for plagiarizing “My Sweet Lord” from “He’s So Fine.”

This had to be one of the most ludicrous court cases in the history of rock and
roll, yet they won! Think about this for a moment: hum “He’s So Fine.” Now, hum
“My Sweet Lord.” Okay, the melodies of the titles are spot-on, but so what?
Harrison’s “Hare Hare, Krishna Krishna” chant is certainly not identical to “doo-
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Almost every lang, doo-lang, doo-lang,” and unless I've lost my senses,

popular song the slide guitar refrain that serves as the fundamental

basis for Harrison’s composition (that’s right, Harrison’s

has been composition) is never even suggested on “He’s So Fine.”

influenced in So what gives? Rock and roll is often nothing more than

three chords and an attitude, and although an infinite

some shape or number of variations can result, similarities and over-

form by i laps are bound to occur. Furthermore, almost every popu-

yits . .

lar song has been influenced in some shape or form by

predecessors its predecessors (That’s a major point of this book, for

' cryin’ out loud!). In some cases the “inspiration” has been

{That's a major painfully obvious, but that was usually understood to be

point of this the nature of the beast. Regardless, the court decided

hook, far cryin’ that Harrison would have to surrender all royalties re-

) ceived from “My Sweet Lord” to the publishers of “He’s

out loud!]. So Fine,” and the publishers of “He’s So Fine” would re-

tain rights to all future royalties the song generated. The

potential aftermath that could have resulted from this decision is mind-bog-

gling. Taken to its natural conclusion, the guy who holds publishing rights to

the first twelve-bar blues song may deserve all the money in the world that was

ever earned for any blues song that came afterward. I've been counting other

instances in which this law could be brought to bear on some poor perpetrator,

but I stopped when I ran out of fingers and toes. Just don’t mention any of this
to Steve Miller, or the poor guy might go into cardiac arrest.

As a postscript, the Chiffons took an unchallenged first place in the “Don’t
We Have Chutzpah” contest when they released their own version of “My Sweet
Lord,” thus generating royalties with a song that the court system says is right-
fully theirs.

MARCH 1963 #2 CAN'T GET USEQ T0 LOSING YOU—ANDY WILLIAMS

Andy Williams occupies a point in the road that is perfectly equidistant from
either of the two yellow lines that run down the middle. He plays it so safe that
it is impossible to imagine his style offending anybody, but it is equally impossible
toimagine him genuinely moving anybody;, either.
Since his vocals are about as stimulating as a
sleeping pill, the relevance of his recordings can
only be determined by the quality of the mate-

m;ﬂ;gf“ ARVIN BAYE pas rial that he chooses to sing. When the songwriters

are Doc Pomus and Mort Shuman, he has already
won half the battle. “Can’t Get Used to Losing
You” is such an original-sounding composition
that if it doesn’t qualify as high art, it certainly qualifies as first-class entertain-
ment. The entire arrangement is hinged upon the sound of the pizzicato strings
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(plucked, not bowed) and muted strumming. This goes a long way toward giving
the song a unique, identifiable sound unlike anything else on the pop charts.

Williams was among the stable of artists whom Columbia Records enlisted to
stave off the unruly and unwelcome attack that rock and roll had launched on the
music industry in the late *50s. How in the world they got the impression that
this could be done by recording syrupy show tunes and moldy Tin Pan Alley fluff
is completely beyond me. But this was the mind-set at Columbia, and it survived
Just fine without jumping onto the youth-market bandwagon. By 1963, rock and
roll had lost its bite anyway and was closing ground on the territory that Will-
iams occupied. A steady diet of this stuff would have about the same effect as
swallowing a bottle of syrup of ipecac, but occasionally, and in small doses, it
went down very nicely.

Williams does not get high marks for his hipness quotient (we're talking about
the guy responsible for showcasing the Osmonds on national television), but the
right song at the right time might fool you. “Can’t Get Used to Losing You” was the
right song at the right time. It still sounds good more than twenty years later.
Either that or I'm becoming my parents, but if I am, I'm not alone. The English
Beat recorded a reggae-influenced version of this song in the '80s that retained all
the charm of the original. What does this prove? Only that a good song will always
be a good song.

APRIL 1963 #3 ON BROADWAY—THE DRIFTERS

ith so many personnel changes in their his-
tory, it is arguable that the Drifters were re-
ally not a group at all but a name that various APRIL 1963 "

songwriters and producers used to showcase their IF YOU WANNA BE HAPPY—
material. Since the band lacked “star appeal,” the JIMMY SO0L

song itself was all that mattered to record buy-

ers. This is not to say that the various members APRIL 1963 k4
of the Drifters were manipulated or untalented; PIPELINE —THE CHANTAYS
far from it. Some of the best singers of the era APRIL 1953 o

passed in and out of this group. But the Drifters TWD FACES HAVE I-L0U CHRISTIE
were professional singers, not overt stylists, so

songs were usually presented exactly the way the APRIL 1963 ¥26
writers and producers saw fit. THE DAYS OF WINE AND ROSES—

The songwriting teams Leiber/Stoller, Pomus/ ANDY WILLIAMS
Shuman, Goffin/King, Mann/Weil, and even Burt
Bacharach all contributed songs at one time or
another to the Drifters. With “On Broadway,” some of the most remarkable
songwriters and producers of the era came together. Barry Mann and Cynthia
Weil double-teamed with Jerry Leiber and Mike Stoller to write this anthem for
all struggling musicians, and they were aided by Phil Spector, who dropped by to
record the guitar solo.
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The city theme that worked so well in “Up on the Roof” was readdressed with
“On Broadway.” Like Sinatra’s “New York, New York” (groan), Manhattan is pre-
sented as a place that will make you or break you. The New York-based talents who
constructed this brilliant song were in the enviable position of being successful in a
city that is renowned for its toughness; they must have had daily contact with
musicians hoping for a lucky break. The character they created, who has nothing to
his name except faith in his talent, was as real as the busker singing for change on
the street corner. Before the harsh realities of Manhattan take their toll, there is
the dream. “On Broadway” captures the hope that keeps the dream alive.

MAY 1963 #3 DA DOD RON RON (WHEN HE WALKED ME HOME]—
THE GRYSTALS

fter they had a few hits, Phil Spector abandoned the original Crystals when

they had the audacity to question his motives. In turn, they were replaced by a
new set of Crystals, namely Darlene Love and the Blossoms. The new Crystals
recorded two megahit songs, “He’s a Rebel” and “He’s Sure the Boy I Love,” when
it became their turn to question Spector. Apparently, he had neglected to tell
them that their songs would be credited to the Crystals. Unperturbed, he simply
reacquired the now-complacent original Crystals and had them record a song
written by Ellie Greenwich and Jeff Barry called “Da Doo Ron Ron.” Who says the
record industry of the '60’s was sexist? It was devices such as this that made it
difficult to discern the burgeoning number of girl groups that were flooding the
charts. There was enough confusion already without having to worry about
whether there were two completely different sets of Crystals, and most people
simply didn’t notice. It was the sound of the record that mattered anyway, not the
artist; at least that’s what Spector would have
liked for you to believe. Whether it was appro-
priate or not, he succeeded on his own terms.
The names Barbara Alston, Mary Thomas, Pat
Wright, Dee Dee Kinnebrew, and Lala Brooks
mean nothing except to fanatics, but “the Crys-
tals” and, more importantly, “Phil Spector,” re-
main instantly recognizable. By 1963, Spector’s
mastery of his domain was complete. He would soon tire of the political jockeying
that was required to keep the Crystals active. Once he had begun concentrating
on his new group of protégés, the Ronettes, he abandoned the Crystals entirely.

When recording “Da Doo Ron Ron” in the studio, Spector wanted reassurance
that the song was “dumb enough” for everybody to get it. This frenetic tune has so
many dense layers of instrumentation that it really is a wonder the central riff
doesn’t get stomped to death. Instead, it is the listener who gets stomped to death,
with the truly dumb repeated motif of “Da doo ron ron ron, da doo ron ron.” Spector’s
montage of musicians, particularly drummer Hal Blaine and saxophonist Steve

MAY 1963 #l

'S MY PARTY—LESLIE GORE
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Douglas, perform superbly, driving the triplets with as much energy as could
possibly be expected (or expended). There is no way to escape the song’s expan-
sive yet claustrophobic production. Every space is filled. All that a listener can do
is succumb. Is it dumb enough? Yes, indeed. Is it clever enough to be universally
appealing? Absolutely.

MAY 1963 #3 HELLD STRANGER—BARBARA LEWIS

Barbara Lewis hailed from Michigan and was discovered by Ollie McLaughlin,
the same man responsible for pushing the career of Del Shannon. “Hello Stranger”
was cut at Chess Studios in Chicago and featured backing vocals by the Dells.
Female R&B reached its apogee of smoothness in the personage of Lewis. The
churchy inflections, melisma-drenched phrasing, and whisper-to-scream dynamics
of early R&B were all pushed aside and replaced with a cool, refined approach. This
style of sophisticated aloofness, most recently exemplified by Sade, would not nor-
mally be particularly interesting, but in this case

it perfectly suits the mood of resignation por-
trayed in the lyrics. m
Lewis wrote “Hello Stranger.” In it, some ac- A 1863 a0

quaintance, obviously an ex-lover, suddenly ap- ANOTHER SATURDAY NIGHT—

pears from nowhere and approaches her. Now, SAM COOKE
she hasn't seen this guy in a long time, and yet
she sounds like she’s too tired to even get up out MAY 1963 #37

of her chair. Maybe life hasn’t been too good to IF YOU NEED ME-SOLDMON BURKE
her. Maybe he’s visiting her in the hospital after
getting word that she doesn’t have much time left,
and she’s lying there on Demerol while singing to him and...maybe I'm reading a
little bit too much into this. Let’s just say that she sounds a step or two away from
where the action is.

Like “Our Day Will Come” by Ruby and the Romantics, “Hello Stranger” also
features a romantically evocative Hammond organ sound. When coupled with Lewis’s
legato phrasing, the song is both moody and gorgeous, a combination that defies
repetition. Lewis would stick to her languid —some would say sultry—style, and
she would yield four more Top 40 hits, most notably “Baby, I'm Yours” (#11) and
“Make Me Your Baby” (#11). Depending on your point of view, she either sounds
sexy or like she’s wearing hospital slippers while holding an intravenous stand.
Both of these songs were very good, but “Hello Stranger” did the best job of captur-
ing Lewis’s mellow and romantic sound.

MAY 1363 #16 PRISONER OF LOVE—JAMES BROWN

With “Prisoner of Love,” James Brown meets Tin Pan Alley head-on and de-
feats it on its own terms. Russ Columbo, a crooner and contemporary of Bing

n
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*Prisoner of Crosby and Rudy Valee, cowrote and recorded the song in
1932, and it was subsequently covered ad infinitum. By
1963, the very idea of singing “Prisoner of Love” sounded
shows that not tiresome. It felt like it had been around forever, so one
more version should have been no big deal, maybe even a
waste of time. Wrong.
have a vision, If Columbo had lived long enough to hear Brown’s ver-
sion (he died in 1933), he would have been amazed (or
but he also had horri ; . X
orrified) to learn just how expressive his song was.
the versatility Brown, of course, must have been familiar with “Pris-
oner of Love” through one of its interpreters, most likely
to do whatever Billy Eckstine, but he sings it like it was written in his
he wanted. own heart. Unlike his later material, Brown makes the
melody tantamount, but that doesn’t mean he imprisons
his interpretive skill. He sings the song beautifully, more beautifully than any
of his predecessors, but as if that weren’t enough, he instills a passion that
renders previous versions impotent. In his hands, the tired, ennui-instilled lyric
becomes alive and vibrant.

In his earlier years, Brown recorded a number of popular songs, almost as
though he felt compelled to prove that he could handle standards. “Mona Lisa,”
“I Want to be Around,” “Bewildered,” and “Come Rain or Come Shine” were all
recorded with equal conviction, but he was about to move on to more important
things. By 1964, he was well on his way to being the most unique talent of his
time, and he would no longer look to the past for material. “Prisoner of Love,”
however, shows that not only did Brown have a vision, but he also had the ver-
satility to do whatever he wanted.

Love,” hawever,

only did Brown

JUNE 1963 #5 ONE FINE DAY—THE CHIFFONS

l.Iudy Craig, Barbara Lee, Patricia Bennett, and Sylvia Peterson came from
New York City and sang in various incarnations all through high school.
Songwriter Ronnie Mack heard them and got them to record some of his material
for a demo tape. Together, they made some minor noise on the independent scene,
but when Mack met the Tokens (of “The Lion Sleeps Tonight” fame), their situa-
tion improved. Operating under the name “Bright Tunes,” the Tokens signed Mack
and the Chiffons. They recorded “He’s So Fine” with the Tokens providing the
musical accompaniment. It was released on Laurie Records and topped the charts
for four weeks. Less than two months after his composition’s phenomenal suc-
cess, Mack collapsed and was diagnosed as suffering from Hodgkin’s Disease.
Shortly after receiving a gold record for his efforts (while still in the hospital), he
passed away.

Saddened and without a songwriter, the Chiffons’ career fell into the hands
of the Tokens, who attempted to keep them on track and introduced them to
songwriters Gerry Goffin and Carole King. At the time, Little Eva, juvenile star

m
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and singer of “The Locomotion,” was having trouble maintaining her career.
Goffin and King had written “One Fine Day” with her in mind, and she re-

were removed and replaced with the Chiffons’.
A #5 hit was the result. JUNE 1963 #

While “He’s So Fine” was upbeat, “One Fine PRIDE AND J0Y—MARVIN BAYE
Day” was positively ebullient. With a joyous, stut-
tering piano part played by King, and the Chif-
fons’ chant of “dooby dooby dooby dooby shoo-wop
bop,” yow'd think that lead singer Judy Craig had Just won the lottery. According to
the lyrics, though, she hadn’t even gotten the guy yet. She just feels so good about
herselfthat she knows eventually she will. The power of positive thinking can work
wonders and, for the time being, the Chiffons were doing just “fine.”

JUNE 1963 #18 THE GOOD LIFE—TONY BENNETT

louis Armstrong, who is perhaps the single greatest musical genius of the twen-
tieth century, once said, “If Tony Bennett...can’t send you, there’s a psychia-
trist right down the street from you. Dig him.” Indeed.
Tony Bennett has managed to be an important stylistic interpreter for his
entire professional career (1950- ), and yet he hasn’t seen a Top 40 record since

The fact that he has sung definitive renditions of beautiful songs like “Once
Upon a Time,” “If I Love Again,” “This Is All I Ask,” “I'll Be Around,” “Fly Me to
the Moon,” “The Shadow of Your Smile,” ad infinitum, without popular hit sta-
tus proves that the Top 40 is not only fallible, but that it requires interpreta-
tion, not only for what it contains, but for what it lacks. I cannot explain the
reason for these oversights, but I certainly can bemoan them.

“The Good Life” is one of the relatively few examples of Bennett’s artistry
that charted. It is succinet (the song consists of nothing but two verses sung
back to back) while explaining the inherent contradictions of self-fulfillment
and satisfaction. “The Good Life” implies “I am aware of what you perceive, but
what you see is not what it is cracked up to be.” In other words, things (as in
“the good life”) aren’t always as they seem.

One thing that is evident in abundance on the recording is Bennett’s vocal
talent. Any singer who can claim influences as fundamentally valid as Duke
Ellington, Count Basie, Art Tatum, Lester Young, or even Bing Crosby had bet-
ter be good, but for Bennett, these aren’t mere claims. As Buddy Rich, the best
drummer who ever lived, once said, “He’s a Picasso, he’s a Rembrandt, and he’s
pop art, all at the same time.”
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AUGUST 1963 #4 HEAT WAVE—MARTHA AND THE VANDELLAS

Martha Reeves worked as a secretary at Motown, and although she had ambi-
tions of being a recording star, she patiently toiled at her tasks and waited for
the opportunity to present itself. The family atmosphere that had been an inte-
gral stimulus for the company’s early success often meant that employees were
called on to perform tasks that were outside their job descriptions. In just such a
situation, Reeves would sometimes find herself singing backup vocals on songs,
such as Marvin Gaye’s “Hitch Hike” and “Stubborn Kind of Fellow,” with her

group, the Del-Phis. Their first chance to record

for themselves came when Mary Wells missed a
m scheduled recording date. With the producers at
a loss and unwilling to waste the session, they

?:f':l :{ ::ggm ME-THE I:IIV”:IMS recruited Reeves and her group to sing. The
record flopped, but Berry Gordy saw enough
AUBUST 1963 #7 potential to sign them, renamed the Vandellas.
SUREER GIRL—THE BEACH BEYS Writers/producers Lamont Dozier and brothers
Eddie and Brian Holland were assigned to the
:‘"u‘:‘l"(sflylﬁﬁ:_m JOR lANl:[” o act, and in May 1963 “Come and Get These
Memories” became the team’s first hit. Work

began on their follow-up, and by late in what
had been a fortuitously hot summer, “Heat
Wave” was dominating the airwaves.

After the bland pop of “Come and Get These Memories,” “Heat Wave” was a.
revelation. It was a much more appropriate setting for Reeves’s hard, gutsy voice.
The galloping rhythm of baritone sax, piano, vibes, and most importantly, drums,
drove the song home while Reeves belted out her lines with an inspirational en-
ergy. The Vandellas do an admirable job of handling the lyrical responses, which
rebound all over the background. The song rose quickly to #4, which left Gordy
hungry for a follow-up. When “A Love Like Yours” failed to capitalize on the mo-
mentum of its predecessor, he ordered Holland-Dozier-Holland to revert to the
formula they used on “Heat Wave” for their next release. The inferior copycat
song “Quicksand” was the result, and despite—or perhaps because of—its obvi-
ous similarity to “Heat Wave,” it reached #8.

SEPTEMBER 1963 #2 BE MY BABY—THE RONETTES

phil Spector is probably the only man in the world who would claim that the
castanets are an integral instrument to rock-and-roll production. They are a
ubiquitous part of his production technique, along with string arrangements,
horn arrangements, and more echo than the Grand Canyon is capable of. Speak-
ing of echo, listen to the opening drum beat of “Be My Baby,” played by Hal
Blaine. Can that possibly be an ordinary drum kit, or did Spector bring in vari-
ous explosive devices and set them to detonate in a rhythmic pattern? Regard-

m
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SEPTEMBER 1963 #2

ing his production techniques, Spector once
said, “I imagined a sound—a sound so strong
that if the material wasnt the greatest, the
sound would carry the record.” Can you imag-
ine hearing this bombast in your head? No won-
der he seemed to go off from time to time.

The production technique Spector used was
dubbed “the wall of sound,” but that suggests
an impenetrable, flat sonority. To my ears, it is
more like a gigantic room, an Astrodome of
sound. Of course, that doesn’t sound very po-

SALLY GO "ROUND THE ROSES—
THE JAYNETS

SEPTEMBER 1963 #4
BUSTED—RAY CHARLES

SEPTEMBER 1963 #4
GRY BABY—-BARNET MIMMS
AND THE ENCHANTERS

etic, and the Astrodome didn’t open until 1965,
so “wall of sound” had to suffice. Spector called
his constructions “little symphonies for the
kids,” which is also a catchy phrase but again
not necessarily appropriate. What symphony
ever featured a dense, monotonous echo as its
mainstay? That isn’t to say Spector didn’t uti-
lize a contingent of musicians large enough to
give any symphony orchestra (and correspond-
ing chorale) a sizable run for its money. Spector’s real genius lay in the practical
matter of mathematics. How could anybody record so many conflicting sounds,
all vying for aural space, with only a three- or four-track recorder? Lesser mor-
tals would invariably end up with mud. But Spector worked out a formula that
allowed him to dump the entire rhythm section onto one track, using the re-
mainder for strings, horns, and vocals. He avoided muddying the final product
through an intricate alteration of the echo, and through an innate understand-
ing of overdubbing methods.

“Be My Baby” was, in many ways, Spector’s baby. Ever since he first saw the
Ronettes, and Veronica in particular, he was determined
to have a hit record with them. The group consisted of

GREAT MISSES

SEPTEMBER 1963 f

SUGAR SHACK—JIMMY GILMER
G THE FIREBALLS

sisters Veronica and Estelle Bennett and their cousin, How could
Nedra Talley. He originally offered Veronica a solo deal, anybedy record
but her mother—his future mother-in-law —intervened. S0 many
Spector convinced Mrs. Bennett that he would give her
daughter a #1 hit, and she, in turn, convinced him to conflicting
sign the entire group. sounds. all
Veronica, or Ronnie, had a voice that was far from clas- )
sic, but it was instantly identifiable. She had a reedy vying for aural
sound and a unique timbre, which allowed her to project space, with
her voice above the din, a necessary feature for a Spector )
production. It’s funny how things turn out, because the only a three-
Ronettes’ lasting popularity has since made Ronnie or four-track
Spector’s voice classic by definition. Phil Spector missed
out on his promise when “Be My Baby” stopped at #2, recorder?
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but like horseshoes and hand grenades, close counts. The Ronettes became stars,
but Phil Spector’s growing obsession with Ronnie soon caused him to make cer-
tain that their chart history would be short-lived.

NOVEMBER 1963 #22 CAN | GET A WITNESS—MARVIN GAYE

Marvin Gay was raised in Washingon, D.C., where he was a member of a vocal
group called the Marquees. They sang the popular doo-wop-style songs of the
day and had a few original numbers, as well. In the late ’50s, they made some
obscure recordings for Columbia’s Okeh label but in essence remained unknown.
One day in 1958, the Moonglows, who were famous for their hits “Sincerely” and
“The Ten Commandments of Love,” came to Washington for a concert appear-
ance. The Marquees idolized the Moonglows and jockeyed hard to get an audition
with their leader, Harvey Fuqua. Gay and his friends sang some songs for Fuqua,
including his own “Ten Commandments.” Fuqua was impressed, particularly with
Gay, but had no immediate use for them.

A few months later, the Moonglows disbanded.

Rather than give up on the group, Fuqua re-
m called the ambitious teenagers who were so
— n adept at mimicking the Moonglows’ sound. He

LOULE LODIE—THE KINESMEN returned to Washington and made the Marquees
an offer. Would they be interested in becoming
NOVEMBER 1963 #4 the new Moonglows? In less time than it takes

SINCE | FELL FOR YOU—LENNY WELCH to say “Where do I sign?”, their bags were
packed, and they were off to Chicago and Chess
Records. Because of the ingenuity he displayed
by resurrecting the Moonglows, Chess awarded

GREAT MISSES Fuqua a salary and a job as a talent scout. The
. ‘ “new” Moonglows, however, were unable to du-
NOVEMBER 1963 48 licate th £ the orizinal
BOSSA NOVA BABY—ELVIS PRESLEY plicate the success ol the original group.

At this time, Gwen Gordy and Billy Davis
owned a small record company named after
Gwen’s sister Anna. Anna Records was distrib-
uted by Chess and needed professional assistance with developing a catalog of art-
ists. Fuqua hated the idea of reporting to work and punching a clock, so with the
blessing of his bosses, he went to Anna Records. In a move that showed just how
much faith he had in his newfound protégé, he brought Gay with him. Fuqua worked
in artist development and promotion while Gaye (he added the “e” to his name to
avoid any sexual connotation) passed the time by playing piano and drums at re-
cording sessions. All the while, Fuqua was romancing Gordy, and Gaye was devel-
oping a relationship with her sister Anna. Although she was seventeen years older
than Gaye, Anna Gordy was generally considered to be the catch of the town and
more than equal to the task of holding her own with any man. By 1961, Harvey
Fuqua and Gwen Gordy were married, with Gaye serving as best man. Later that
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year, Gaye and Anna Gordy were married. Fuqua natu- By 1962. the
rally agreed to be Gaye’s best man, as well. y '
Gwen and Anna’s brother, Berry Gordy Jr., had recently Motown hit

founded the Motown Record Corporation, and it wasn’t long
before he became acquainted with the various talents of
his new brothers-in-law. The Gordys were an unusually operating full
close family. As a result, Fuqua and Gaye found themselves tilt, and there
not only related, but constantly called upon for all sorts of ’
tasks at Motown, as well as at Anna Records. Fuqua’s mar- was little time
riage to Gwen had the effect of sounding the death knell for for experimen-
Anna Records. She became estranged from her business

partner and subsequently focused most of her energy and tal studio
attention on her brother’s new project. By osmosis, Fuqua
and Gaye found themselves working for their brother-in-
law. Gaye harbored a desire to be a crooner along the lines untried artists.
of Frank Sinatra or Tony Bennett, but Berry Gordy had

other plans. He thought it would be appropriate to continue using Gaye as a ses-
sion drummer while his performing and songwriting skills developed. Gaye knew
he would have to succumb to Gordy’s rules (everybody else did), but soon enough,
he began cowriting hits, including “Beechwood 4-5789” by the Marvelettes.

By 1962, the Motown hit machine was operating full tilt, and there was little
time for experimental studio sessions with untried artists. Still, nepotism had its
advantages. Gaye recorded a handful of dismal flops until he finally reached the
charts (#46) with “Stubborn Kind of Fellow,” although Gaye himself disliked the
recording. Gordy and Motown liked to push their vocalists to the threshold of their
abilities by raising the key until they strained themselves while singing. Gaye’s
voice burns out and cracks against the unfriendly key, but the public seemed to like
the raw edge in his voice. “Hitch Hike” (#30), “Pride and Joy” (#10), and “Can I Get
a Witness” (#27) followed, one after another.

The influence of “Can I Get a Witness” is made obvious by the infinite number of
cover versions it inspired. Although Gaye wasnt a gospel singer in the true sense,
the song’s gospel theme and style sounded appropriate when he sung them. The
song has a hypnotic repetitiveness that suits Gaye’s somewhat distracted vocal
style. This marked his first collaboration with the writing and production team of
Lamont Dozier and brothers Eddie and Brian Holland. The double-time beat and
layered arrangement made “Can I Get a Witness” one of the best dance records of
the year, which, to paraphrase another Motown song, is really saying something.
In one inspired performance, Gaye and his producers combined gospel and rock-
and-roll influences for a new, polished soul sound.

sessions with

NOVEMBER 1363 #23 IN MY ROOM—THE BEACH BOYS

'I'he California tract housing that sprang up in the "50s produced a new subur-
ban culture that, for kids and teenagers, seemed a veritable playground. Warm
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weather, the surf, girls galore (two for every boy!), movie
The early Beach stars, and Disneyland all spelled fun, fun, fun. In the early

Boy sound was ’60s, the culture was too new to have any fully developed
identity and was looked upon by outsiders as shallow. In
reality, suburban California couldn’t have been that much
tive, sounding different from suburban New York—just newer, prettier,
cleaner, and warmer.

In the beginning, the Beach Boys were just a bunch of
more than what kids who made a somewhat crude attempt to copy the
id b if music they heard on the radio. Consisting of the three
would happen 1 Wilson brothers—Brian, Dennis, and Carl—their cousin

Chuck Berry Mike Love and schoolmate Al Jardine, the Beach Boys
began as a decidedly amateur venture that rehearsed re-
hashed versions of Chuck Berry tunes in their garage.
Freshmen on Brian was the brains of the organization from the very

he beach beginning, but the full extent of his creative genius would
the beach at take a few years to surface.
Malibu. The Wilsons, headed by father and self-appointed group
manager Murry Wilson, were a dysfunctional family in
which constant beratings and beatings caused fear, anger, and humility to mani-
fest themselves in varying degrees among the brothers. From the discord, Brian
sought refuge in harmony. In a reversal of the normal singer/songwriter situa-
tion, he wrote songs that, to him, were pure escapist fantasy—but to many of his
fans were a documented reality. He was never a surfer, but the perpetually dis-
placed Brian wrote theme songs for the happy-go-lucky beach culture.

In an age when songs were typically provided by East Coast professionals,
Brian Wilson was granted creative control of what record company executives
perceived as a moronic and temporary teenage fad. From the beginning, though,
the Beach Boys exhibited a quality that transcended the feeble expectations of
the men in suits. The songs may have been
trendy and superficial, but they were exhilarat-
ing, and those harmonies! A Beach Boys song
DECEMBER 1963 - was as refreshing. as get.tin.g hit in the facg with
SURFIN' BIRD-THE TRASHMEN a mist of ocean brine. Within a year of their pro-
fessional debut, Brian Wilson would become the
band’s sole producer, as well as their principal
songwriter.

The early Beach Boy sound was purely derivative, sounding like nothing more
than what would happen if Chuck Berry met the Four Freshmen on the beach at
Malibu. The ridiculously naive surfer and car songs that Brian penned, with oc-
casional input from Mike Love and his friend Gary Usher (his collaborator on “In
My Room”), hid a sad vulnerability within the heart of the songwriter. The youth-
ful innocence of songs like “Surfin’ Safari,” “Surfin’ USA,” “Surfer Girl,” “Little
Deuce Coupe,” and “Fun, Fun, Fun” were only telling half the story that Brian
inwardly felt compelled to express. It wasn’t until the B side of “Be True to Your

purely deriva-

like nothing

met the four
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School,” the latest Beach Boys teen theme, that Brian betrayed the loneliness he
had kept hidden away. “In My Room” stood out in marked contrast to his other
hits and gave us a personal glimpse inside Brian Wilson’s soul. It neglected the
brilliance of California sunshine, instead taking comfort in isolated hibernation.
Brian completely avoided the posturing of his early hits and sang quite openly
about his moments of self-absorbed introspection. Little did he know at the time
just how prophetic these words would become when, later in his life, he disap-
peared into his bedroom for three years in a serious state of mental instability.
The sad feeling of isolation increased in poignancy when America was shattered
by the most tumultuous news of the decade, namely that President Kennedy had
been assassinated. In the quiet of their own bedrooms, kids all over the country
reflected on the tragic event and asked themselves how something this horrible
could happen. The Beach Boys’ music provided no answers, but “In My Room”
sympathized with their newfound sense of uncertainty for the future while the
rest of the group’s songs helped them forget about it entirely.

e
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JANUARY 1964 # | WANT T0 HOLD YOUR HAND—THE BEATLES

Before the Beatles can be discussed properly, a bit of historical updating is in
order. Americans were struck so suddenly and thoroughly by the Beatles that
it was as though we were broadsided while waiting at an intersection. And don’t
think for a second that America was not waiting at an intersection.

The leaps and bounds rock and roll made in the *50s (some would say Neander-
thal leaping and moronic bounding) had led nowhere by the ’60s. It wasn’t that the
music was awful, but it had definitely lost its edge and reverted to generic, corpo-
rate-sponsored manipulation of the masses as opposed to any real type of musical
adventure or rebellion. In a phrase, popular music was once again safe,
unthreatening, and predictable. This was perfect for the money handlers because it
became that much easier to create and control the artists who garnered sales.

In England, it was a completely different matter. Before 1964, English musi-
cal culture meant absolutely nothing to Americans, and usually, it was for good
reason. The British musical establishment heard American rock and roll and
tried to ignore it, so the majority of American music didn’t chart in England.
Instead the English did the same thing that Americans eventually did: they
invented their own plasticized versions of what passed for real rock and roll.
Billy Fury, Rory Storm (Ringo Starr’s original boss), Cliff Richard, Tommy Steele,
Marty Wilde, Adam Faith...all played the role of the definitive rocker, with about
as much conviction as Pat Boone.

The English musical establishment was centered in London. While other cities
developed musical scenes of their own, the powerful London nucleus viewed them
mostly as regional rubes (I believe “hicks from the sticks” is the correct British
terminology). The songwriters, producers, and radio and television shows were all
based in the capital, so it seemed essential to be a Londoner if you were serious
about becoming famous.

While American rock and roll was flourishing in the ’50s, a curious musical hy-
brid called “skiffle” took England by storm. Consisting partly of English music-hall
tunes and partly of a romanticized notion of what passed for American Negro folk
music, skiffle had to be one of the most bizarre crossbreeds
imaginable. Skiffle groups popped up like weeds all over While American
Great Britain, aided by the simplicity of the music and the

: . h . rock and roll
cheap instrumentation of a guitar, a banjo, a washboard,
and a kazoo. But nowhere did skiffle sprout as uncontrolla- was flourishing
bly as it did in Liverpool. Once skiffle groups filled up all

the dance halls in this seaport city, they spilled over into in the "50s, a
coffee bars. Even basements of private residences were uti- curious musical
lized and transformed into “jive hives.” .

By the ’60s, skiffle had become more and more beat- hybrid called
influenced. Washboards gave way to drum sets and, because "skiffle” took
of the resultant increase in volume, acoustic guitars were England by
traded in for electric guitars. Most of the material remained
American in origin, but the beat groups brought an ama- storm.
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A major factor teur charm and energy to their repertoire. In no time, North-

ern England had an estimated 350 beat groups working

in the Beatles’ the local dances and nightclubs. All the while, London re-

mained scornfully oblivious to the trend, instead opting for

dominance that either “trad jazz” (another ungodly bastardization of an
is impossible to American music form), blues, or commercialized pop.

The luckier beat groups were booked by agents and sent

overemphasize abroad to Germany, particularly Hamburg, where they

was their played their interpretations of American music for the lo-

songwriting cal Germans and American military personnel. The hours

and pay were atrocious, and the conditions worse, but the

prawess. experience was priceless. This pattern, from Liverpool

skiffle to Hamburg rock and roll, was followed by many

groups, and the Beatles, of course, were among them. As the music got louder and

the scene grew bigger, the bands got better, and London could no longer ignore

the beat-crazy Northerners. Through tireless effort, the Beatles rose to the top of

their scene, and they became the most popular group in the country.

A major factor in the Beatles’ dominance that is impossible to overemphasize
was their songwriting prowess. While most of their competitors continued to look
toward America for material, the Beatles were becoming self-reliant. They were
innately aware that their favorite artists (Chuck Berry, Little Richard, Carl
Perkins, Buddy Holly, Arthur Alexander, Smokey Robinson) broke the mold and
wrote their own material, and as a form of emulation, they wrote their own mate-
rial as well. In America, the idea of a self-contained beat group was fairly new.
The groups that America knew of were mostly singing groups, which usually re-
quired songwriters, producers, and instrumentalists. The idea that a group with
four or five members could handle all of these responsibilities (except production)
for themselves was considered extraordinary.

“] Want to Hold Your Hand” brought an energy back to rock and roll that had
become heretofore all but dead in America. Since England was somewhat behind
America musically, the Beatles still maintained the energy that was part and
parcel of ’50s American rock and roll. While America lost track, these four guys
from Liverpool set us straight. We didn’t even know what we were missing until
the Beatles helped us rediscover it. “I Want to Hold Your Hand” was not intended
to be revolutionary, but considering the status quo here at home, it was. Upon
hearing it, America went nuts, and “I Want to Hold Your Hand” became the #1
song for seven weeks running.

JANUARY 1964 #14 | SAW HER STANDING THERE—THE BEATLES

One, two, three, FOUR!

Af’cer Paul McCartney’s count-off, the Beatles launched into what was, to para-
phrase Chuck Berry, the “rockingest little record” of 1964. Out of England, out
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of left field, seemingly out of thin air, the Beatles delivered what was then and
still is one of the most straight-out perfect rock-and-roll records ever recorded.
And it’s a B side! Just how awesome were these long-haired guys from Liverpool?
In 1964, we didn’t even know the half of it.

Analysts who needed an excuse to explain how the Beatles rocketed to stardom
came up with a variety of explanations—some valid, some absurd. From various
sources, their success has been attributed to a) their unusual attitude toward
fame, b) their haircuts, ¢) their sharp, quick-witted humor, d) their manager, and
e) a combination of their luck and the public’s stupidity. Some theorized that
American youth had been jolted so badly by the Kennedy assassination that the
English Beatles gave them an emotional outlet by inducing a form of societal
amnesia. Hindsight being 20/20, there is little doubt today that the Beatles’ fame
was the natural result of overwhelming talent. Just a casual listen to “I Saw Her
Standing There” shows the song as something special and the Beatles as talented
writers, singers, and performers. The ultimate irony is that the Beatles’ influ-
ences were almost exclusively American. Like a mirrorin a fun house, the Beatles
reflected our own distorted image. All the while, we were sleeping with this beast
and never knew it! It took the Beatles to recognize it, wake it up, and unleash it
on the world. Once again, as in the mid-’50s, America was caught completely
unaware of what lay beneath the inner folds of its own culture.

JANUARY 1364 #8 ANYONE WHO HAD A HEART—DIONNE WARWICKE

I sometimes think Dionne Warwicke must have felt that the music industry was

conspiring against her. Time after time, songs she recorded had to compete with
cover versions by other artists. In England, competition for her material was so
fierce that her own singles often never stood a chance. In 1964, it seemed that every
English girl (and even a pair of guys) with a recording contract was covering
Warwicke’s records. In quick succession, Cilla Black released “Anyone Who Had a
Heart” (February), Dusty Springfield released
“Wishin’ and Hopin™ (July), and Sandie Shaw
released “There’s Always Something There to
Remind Me” (October). Representing the men,
“Message to Michael” was a hit for Adam Faith
(with the title “Message to Martha”), and “Trains
and Boats and Planes” was a hit for Billy J.
Kramer and the Dakotas. Meanwhile, in the
states, Aretha Franklin eventually reinvented “I Say a Little Prayer” and inadvert-
ently claimed the song as her own. Even “Alfie” had to compete for chart space with
an alternate version by Cher!

Warwicke was understandably miffed by the attention other singers were giv-
ing her songs and did not hesitate to say so. One incident that can truly qualify as
a conspiracy concerns “Anyone Who Had a Heart.” Warwicke had just become an
international star after the release of her first album and companion single, “Don’t

JANUARY 1964
JAVA-AL HIRT
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Make Me Over.” Europe in particular was enthralled with her talent (and mate-
rial), and singers began recording her songs, which were written by Burt Bacharach
and Hal David, left and right. “Anyone Who Had a Heart” was released in the
U.S. and was successful enough to warrant a British release. George Martin, a
producer now famous for his work with the Beatles, and Cilla Black were aware
of this. With advance notice and a desire to capitalize on the song, they rush-
recorded a version and managed to release it just before Warwicke’s original was
issued. This gave Black a #1 record in England while Warwicke’s became an also-
ran. Of course, Warwicke didn’t have exclusive rights to Bacharach and David’s
material, but she was the artist of choice to help them realize their ambitions as
songwriters. This, at the least, meant that she usually was given the first oppor-
tunity to interpret their songs. If her recordings had been less universal in their
appeal, she most likely would not have suffered from such stifling competition.

“Anyone Who Had a Heart” has a constantly shifting time signature that makes
the song difficult to tap your foot to, so it has almost no appeal as a dance record.
The odd meter works by adding tension to David’s lyrics, which makes the song
feel slightly off balance. Since the song is about someone who is feeling uncertain,
you can be sure this was no accident. Few songwriters have been more deliberate
in their craft than Bacharach, and this song is an excellent example of what he
was capable of achieving.

JANUARY 1964 #24 BABY | LOVE YOU—THE RONETTES

hen made up for a live performance, the Ronettes really were a sight to be-

hold. A unique bloodline that combined African-American, European, and
Cherokee extraction gave them a naturally exotic look that made them simulta-
neously undefinable and desirable. Pink lipstick, eyeliner so heavy it could have
been applied with a toothbrush, and high beehive hairdos that probably disori-
ented the flight patterns at nearby airports all combined to make them ’60s
sex symbols.

The Ronettes—consisting of sisters Veronica
and Estelle Bennett and their cousin Nedra
Talley—were raised in Spanish Harlem and

, started singing locally as Ronnie and the Rela-
JANUARY 1864 . . . . .
SEE THE FUNNY CLOWN- tives, including an amateur night performance
BOBBY GOLDSBORD at the Apollo Theater. With one of the toughest
and most demanding audiences anywhere, they
survived their appearance, which in itself was
cause for celebration. They recorded a few minor releases for Colpix Records and
became featured performers at the Peppermint Lounge, New York’s home of the
twist craze for the hopelessly elite. Rather brazenly (rumor says it was purely
accidental—a crossed phone line, no less), Estelle called Phil Spector and arranged
for an audition. Spector barely had to listen to them sing. He was thoroughly
impressed with lead singer Ronnie and signed the group immediately.

GREAT MISSES
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Despite the fact that he was already married, Spector Mast Spector-
fell head over heels in love. He was determined to make
Veronica Bennett a star and lavished his attention on her. related material
Like most other things in his life, Spector’s nature toward blurred the
her was all-consuming. Bennett was flattered to be the line between
focus of a man as worldly as Spector, and the way he au-
thoritatively handled the sessions for their first single, songwriting and
“Be My Baby,” only reinforced her impression. praduction

“Baby I Love You” followed four months later and was

Just as good as its predecessor, but for some reason it stalled because his
at #24. This may have been as much by design as by fate. sound was so
Spector had become terribly overprotective of Bennett, and
he curtailed her public appearances. They released three identifiable.
more singles in 1964—“(The Best Part of) Breakin’ Up,”
“DoILove You,” and “Walking in the Rain"—but by then Spector no longer wanted
Bennett in the limelight, and since he had grown tired of the entire girl-group
genre anyay, the Ronettes completely vanished from the Top 40. Spector’s girl-
group days were over. Instead, he would concentrate on his new prospect, the
Righteous Brothers. He divorced his first wife to marry Bennett, but not before
he very deliberately dismantled her career. It was only a matter of time before
her husband’s worldly nature became a suffocating vacuum. Ronnie Spector even-
tually was kept hidden in the bowels of his mansion, locked behind an electrical
fence and iron gate. They divorced in 1973.

Both “Be My Baby” and “Baby I Love You” are credited to Spector, Ellie Green-
wich, and Jeff Barry. I think it is safe to assume that the songs were essentially
complete when they left Aldon Music, the publishing company where Greenwich
and Barry worked. Spector most likely added his name to the credits after com-
pleting the production chores. Considering the time and energy he put into his
productions, this wasn't necessarily inappropriate. After all, only Spector could
make “Be My Baby” into “BE MY BABY.” The same holds true for “Baby I Love
You.” Most Spector-related material blurred the line between songwriting and
production because his sound was so identifiable. Imagine, for example, if Tony
Orlando had sung either of these songs with a different producer. This was actu-
ally quite possible since he was a recording artist in his own right and also worked
at Aldon Music. Chances are better than even that they would be as forgotten as
the balance of Orlando’s early output. Iconoclast and visionary, Spector gave his
songs an identity that lives well into the present.

FEBRUARY 1964 #3 PLEASE PLEASE ME—THE BEATLES

please Please Me” was the third Beatles single to reach the Top 40 in the U.S.

(after “I Want to Hold Your Hand” and “She Loves You”), but it had already
been released in England thirteen months earlier—a pop music eternity. Ameri-
cans had missed out on the first stage of the Beatles’ career and now were swiftly
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playing catch-up. Since it was unprecedented for a foreign act to penetrate the
American music charts with any degree of consistency, a brief synopsis of the
Beatles’ English chart history is in order here.

“Love Me Do,” released in October 1962, was their first single. Its quaint sim-
plicity and the rather novel fact that they wrote it themselves helped earn the song
a modest place on the British Top 20. Their English label, EMI Parlophone, offered
the record to its American branch, Capitol Records, which predictably dismissed it
as completely inappropriate for the U.S. market. The Beatles’ second English single
was the one that defined them as a force to be reckoned with. “Please Please Me”
was released three months after “Love Me Do”
and became the Beatles’ first U K. #1 hit. Its suc-
cess spurred the rush-release of their debut al-
bum of the same name, which was recorded from
start to finish in half a day. Again, Capitol was
offered the single and, once again, they said “no
thanks,” for much the same reason as before.
Eventually, it was passed to the Vee-Jay label,
which decided to risk it. Released in February 1963, it failed miserably, not even
reaching the Top 100.

Back in England, though, each of the Beatles’ next three singles (“From Me to
You,” “She Loves You,” “I Want to Hold Your Hand”) all reached #1, and the group
had become a full-blown sensation, the most popular act in English history (al-
ready!). In America, Vee-Jay picked up “From Me to You” and released it in May
1963, but the results were as disastrous as their previous attempt. Del Shannon
(“Runaway”) also covered it, but he missed the Top 40 as well. “She Loves You” was
the fourth single the Beatles offered to Capitol, and it was also their fourth refusal.
This time Vee-Jay passed as well, still smarting from its previous two flops. Then
Swan Records, a tiny but brave independent label, picked it up, and it sold in a
trickle—that is, until Capitol was practically forced to release the Beatles’ fifth
UK. single, “I Want to Hold Your Hand.” To say that it
became a surprise smash hit would be an understatement.
Swan was suddenly facing an overwhelming demand for

of the wave, “She Loves You” from record buyers who were hungry for
everything available by this remarkable new group.
Vee-day and the Vee-Jay was dumbfounded. Before the explosion of in-
Beatles had the terest, its executives were wiping egg off their faces and
. considering themselves duped. Now, all of a sudden, this
#3 record in the ridiculous group of English weirdos who had cost them two
country, consecutive flops was a national phenomenon, more famous
blocked from than Elvis Presley! Miffed but alert, they realized that the
coal in their vaults had magically alchemized into jewels.
the top by the They dug through their dusty gems and rereleased “Please
other Beatles Please Me” in February 1964. Riding the crest of the wave,
Vee-Jay and the Beatles had the #3 record in the country,
releases. blocked from the top by the other Beatles releases. Three

FEBRUARY 1964 #
SHE LOVES YOU-—THE BEATLES

Riding the crest
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times in less than a month, and on three different record labels, the Beatles
dominated the charts. Inexplicably and unpredictably, they owned American
popular music.

How “Please Please Me” didnt catch on in the first place is beyond me. Pop songs
don’t get any more catchy than this. The swirling vocals of John Lennon and Paul
McCartney drift all over the place in a nearly demented state of bliss while the
musical energy is so infectious as to be stunning. More than thirty years later, this
performance can generate almost as much excitement as it did then. Not only was
there no American counterpart for the Beatles in wit and appearance, but there
was no equivalent for their raw talent and energy either. “Please Please Me” was so
good that it probably would have been a hit for anybody, but the Beatles’ execution
of the tune was so perfect that it rendered any other version, then or now, unthink-
able. Today, “I Want to Hold Your Hand” has been overplayed and “She Loves You”
is one of the few Beatles tunes that has not aged well, but “Please Please Me,” like
most in the Beatles’ catalog, still packs a visceral punch.

FEBRUARY 1964 #12 | ONLY WANT T0 BE WITH YOU-
OUSTY SPRINGHIELD

B efore the invasion of 1964, British artists were rarely seen on the Ameri-

can charts. One notable exception was “Silver Threads and Golden Needles” by
the Springfields, which reached #20 in September 1962. This was more than a year
before the Beatles introduced themselves to America, which made the Springfields
pioneers of a sort. Mary O’Brien, the group’s female vocalist, soon pursued a solo
career as Dusty Springfield, taking a surname from her previous band. In Febru-
ary 1964, she released “I Only Want to Be with You,” a lively dance song inspired by
American R&B that had a sound quite apart from the rest of the English bands.

The song features a full orchestra with care-
fully arranged beat rhythms and background
vocals that somehow avoid sounding
overarranged, simply because Springfield’s voice
sounds so natur:a} on top of every?hing. Unlike FUN, FUN, FUN—THE BEACH BOYS
many of her British contemporaries, who usu-
ally sounded almost painfully English (Cilla
Black, Sandie Shaw, etc.), Springfield has a sing-
ing voice and style that fit right in with her American counterparts. Although she
can belt out a song with the best of them, she never oversings and sounds like she
is enjoying every second of the performance. Considering her self-described pen-
chant for singing “big, ballady things,” none of her later hits would sound as fun
as “I Only Want to Be with You.”

Springfield became a host on the English TV series Ready, Steady, Go, and she
did everything she could to give credit where credit was due. She introduced many
black artists to the show’s producer, twenty-one-year-old Vicki Wickham, who in

FEBRUARY 1964 #5
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turn introduced them to the show’s audience. Her love of black music, particu-
larly the Motown sound, led to her hosting the British TV special The Sounds of
Motown when the Motown Revue toured England in 1965.

FEBRUARY 1964 #28 | WISH YOU LOVE—GLORIA LYNNE

loria Lynne was born in New York City in 1931. She rose up through the local

music scene and, like many pop artists after her, got her big break in 1951
when she won Amateur Night at the Apollo Theater. Since then, she straddled
the line between pop and jazz while recording for Everest Records, until she slipped
into obscurity. She was a substantial and classy act in her time, but she has since
become thoroughly slighted by history. Granted, she only reached the Top 40 once,
and even then her appearance was marginal when “I Wish You Love” stalled at
#28. Still, her talent deserves better recognition. Music encyclopedias, from the
all-inclusive variety to those that specialize in pop, jazz, R&B/soul, or even rock
and roll (admittedly a far-fetched possibility) almost without fail neglect to men-
tion her existence.

I have three theories, a combination of which might explain why Lynne seems
to have fallen through the cracks. First, she didn* neatly fit into any one cat-
egory, so historians from each genre essentially disowned her. Jazz critics wouldn’t
compromise themselves to include such a pop-oriented artist, while pop histori-
ans didn’t see fit to include such a marginal artist who only once scraped her way
onto the Top 40. Second, she wasn’t innovative in the sense that later singers
would go around claiming her as a major influence. On the contrary, she dis-
played her own influences quite openly whenever she sang, from Dinah Washing-
ton to Ella Fitzgerald to Mahalia Jackson, perhaps even including a touch of
Billie Holiday. Third, 1964 was a rather inopportune time for a pop-oriented jazzbo
to debut on the popular scene. She could hardly have been more out of touch with
contemporary trends, and no amount of subtle classiness could save her from the
overwhelming immediacy of the mid-'60s pop scene.

«] Wish You Love” was a timeless song that, paradoxically, was out of time.
Today, it sounds as gorgeous and yet as out of place as it must have in 1964. The
lyrics bestow a philanthropic blessing upon an ex-beau in a manner that is as
beautiful as it is rare; if only all romantic encounters could end with this much
goodwill. Lynne’s voice and style evoke a smoke-filled nightclub, a spaghetti-
strapped evening gown with sequins, heavy eye makeup, and a spotlight that
focuses on a woman who stands alone at center stage, pouring her heart out.
Silky smooth, compassionate, and generous in spirit, “I Wish You Love” over-
comes its sentimentality because of Lynne’s first-class interpretation. It may not
fit neatly into any specific genre, and today it remains something of an anomaly,
but its qualities remain undeniable.
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MARGH 1964 #1 CAN'T BUY ME LOVE—THE BEATLES

l]ne advantage the Beatles had by breaking more than a year later in America
than in their native England was that they seemed to grow at an exponential
rate almost instantly. Two years of musical growth were crammed into two months,
and for Americans, it was more than we could comprehend. The first sign of the
group’s transition from youthful and energetic charm to ingeniously structured
and mature pop came in March with “Can’t Buy Me Love.”

Like most all of the early Beatles songs, “Can’t Buy Me Love” possessed an
elusive, ungraspable quality that made it stand out above everything else on the
pop charts. Sure, the Beatles looked lovable and sounded different, but these
were superficial qualities. I think one of the most important factors—no, the most
important factor of their musical appeal—lay in their uncanny ability to imbue
well-crafted and imaginative pop melodies with a sense of honesty and emotion.
Underneath their shaking, screaming, hairy heads, I sense a combination of En-
glish pathos and American blues that gives their rave-ups a depth that tran-
scends the beat or the melody. Even a song as bland and whitewashed as “Love
Me Do” has a verse that validates the sweetness of the chorus with minor-key
intonations in which McCartney moans the title in a manner that suggests a
knowledge of blue notes. John Lennon’s singing style, from the very beginning,
sounds as though he’s expunging the spirit of some unfathomable ghost; his vocal
on “Iwist and Shout” sounds so uninhibited that it is disarming. Of course, it’s
easy to philosophize now. At the time, they were just the coolest (if you were a
male) or the dreamiest (if you were a female) band around, and even a child could
sense musical growth from “Love Me Do” to “Can’t Buy Me Love.”

A spirit of outright professionalism embodies “Can’t Buy Me Love,” which
made even nonbelievers raise an eyebrow (or two). This was no band of one-
trick ponies, that was for sure. The song not only rocks, it swings. The heavy
backbeat of the Beatles’ previous singles is not at all di-
minished, but a swinging triplet feel brings a bounce to A spirit of
the song that previously would have seemed unlikely. It .
was only their second “official” (i.e., Capitol) release in outright profes-
America, but it was completely devoid of any self-con- sionalism
scious deliberation that occasionally hampers sophomore "
efforts. This was because it was really their sixth release embodies
in England, and a handful of others preceded it in “Gan’t Buy Me
America, as well. Sy

Advance orders for “Can’t Buy Me Love” topped two Love,” which
million. On April 4, 1964, the Beatles’ dominance of the made even
charts was absolute. A glance at the top five songs of this "
date bears it out: ’ nonbelievers

#1) “Can’t Buy Me Love”—The Beatles (five weeks) raise an

#2) “Twist and Shout”—The Beatles

#3) “She Loves You"—The Beatles (previously #1 for eyebrow [or
two weeks) twoj.
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#4) “I Want to Hold Your Hand”—The Beatles (previously #1 for seven weeks)
#5) “Please Please Me”—The Beatles
Also, seven other singles were on the Top 100, and the group’s albums, Meet the
Beatles and Introducing the Beatles, occupied the top two spots on the album
chart. What chart hogs they were! The impossible mission of the Beatles was
accomplished.

MARCH 1964 #3 SUSPICION-TERRY STAFFORD

Well, if Elvis wasn’t going to do it for himself, then I suppose there was nothing
wrong with Terry Stafford doing it for him. By 1964, Elvis had moved so far
away from the rock-and-roll image he started out with that you had to squint just
to recognize him. His movies came first, and as a result, his music suffered. Nine-
teen sixty-three saw Elvis reach the Top 10 twice with the completely lame titles,
“You’re the) Devil in Disguise” and “Bossa Nova Baby.” In 1964, he still main-
tained enough momentum to reach the Top 40 eight times, but fans were finally
catching on to the charade, and none of his singles sold in sufficient quantity to
reach the Top 10.

Stafford might qualify as the first convincing Elvis impersonator. Hailing from
Amarillo, Texas, he was signed to the independent Crusader label and promptly
began to do what Elvis seemed to be taking a
hiatus from: recorded a legitimately good hit
record. His first single was a Doc Pomus/Mort

Shuman composition called “Suspicion,” and it
MARCH 1964 #2 . . .
TWIST AND SHOUT—THE BEATLES immediately drew attention and whetted the ap-
eSS N petite of Elvis fans everywhere. At the time, the
similarity to Elvis’s singing style was eerie
enough to convince most people that it was Elvis.
Even today, casual listeners often mistake this for an Elvis Presley recording.
From my present perspective, Stafford sounds more like a Chris Isaak prototype
than a “King” clone. Perhaps it was his second hit, the ludicrously silly “I'll Touch
a Star,” that permanently saddled him with the Presley comparison and ended
his pop music career. “Suspicion,” however, was very good in its own right, pos-
sessing a sullen, moody atmosphere drenched in a spooky echo with vocal accom-
paniment (sounds a little like a description of somebody else’s early recordings,
doesn’t it?). Decidedly American and rootsy in content, it hearkens back to the
glory days of rock and roll when rural America was supplying inspiration for the
rest of the country. Stafford might not have been thoroughly original, but his
handling of the Pomus/Shuman composition (which most certainly was original)
was simultaneously nostalgic and a breath of fresh air. '
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MARCH 1964 #6 GLAD ALL BVER—DAVE GLARK FIVE

In early 1964, the Beatles opened up a sluice across the Atlantic wide enough to
fit a small country, and that is pretty much what happened next. Before you
could say “Yeah, Yeah, Yeah,” dozens of English bands had washed up on the
shores of the United States and infiltrated, then inundated, our pop charts. One
of the first and best of these was the Dave Clark Five, with their single “Glad All
Over.” Their success was so overwhelming and immediate that the press instantly
pitted them against the Beatles as artistic rivals, which they weren’t, but it sold
magazines.

Americans were blown away by the English bands’ driving interpretations of
American music styles, and none of them was more driving than the Dave Clark
Five. On “Glad All Over,” a simple, relentless pounding of eighth notes carries the
entire song, with call-and-response verses sung so loudly that the band surely
could have won first prize in a screaming contest. Without much of a melody and
words that were basically banal, the song’s saving grace was its rawness. Keep in
mind that the Rolling Stones would have to wait eight more months for a Top 10
hit in America. Within the next five months, the Dave Clark Five would hit the
Top 10 four times!

The band rolled through this song with enough power and volume to scare the
heck out of anyone over thirty. In 1964, parents who felt that rock and roll was
nothing but noise had this song to help make their point. The only thing to compete
with the blaring vocals was Dave Clark’s jackhammer drumbeat: “I'm feeling...pow!
pow!...GLAD ALL OVER.. pow! pow! pow! pow!...GLAD ALL OVER...”

In England “Glad All Over” replaced “I Want to Hold Your Hand” at #1, allowing
Epic Records to brag that it had “the band that knocked the Beatles off the charts.”

MARCH 1964 #11 THE WAY YOU DO THE THINGS YOU DO-
THE TEMPTATIONS

l.ludging from Motown’s roster, it sometimes seems as if every black kid who
grew up around Detroit in the late ’50s was musically talented. Smokey
Robinson and the Miracles, Marvin Gaye, Mary Wells, the Marvellettes, Martha
and the Vandellas, and numerous others were all contributing to the cottage in-
dustry that became Motown. When Motown founder Berry Gordy Jr. offered Otis
Williams and the Distants an audition for his label after hearing them perform
live, he was simply delving into the wellspring of
local talent. Like so many others, the Distants
were looking for a ticket out of a life spent work-
ing at a local car factory, and music was the most
hopeful and glamorous alternative.

MARCH 1364 #6

R T . . . THE SHOOP SHOOP SO
Otis Williams began trying to sing profession- (IT'S IN HIS KIS —II['#V EVERETT

ally as soon as he was old enough to take it seri-
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ously. He formed groups whose names and members changed constantly, but he
held fast to his original intentions. Once he had established himself somewhat,
he wanted to recruit bass singer Melvin Franklin, but when they met on the
street, Franklin was afraid of him. Williams had a street-tough air, so when he
came walking toward Franklin and called his name, Franklin was worried.
Williams’s processed hair and leather jacket screamed “gang member,” so Franklin
discreetly crossed the street to avoid any confrontation. When Williams crossed
over to catch up to him, Franklin doubled back, convinced that Williams was
going to rough him up. When they finally came
face to face, Franklin was relieved to hear Will-
iams explain why he was chasing him. Franklin
R : replied that he could only join if he got his
MARCH 1364 Kb > I Fma

OON'T LET THE RAIN COME DOWN mother’s permission, so Williams agreed to
CRODKED UTTLE MAN)- speak with her. While Franklin hid behind a
THE SERENDIPITY SINGERS tree, Williams approached his mother’s house
and soon convinced her that her son Melvin
would do just fine in the Distants. The first two
members of what was to become the classic Temptations lineup had come to-
gether. Despite their inauspicious beginning, the two became fast friends.

At the same time, another band called the Primes was playing around Detroit.
Members Eddie Kendricks, Paul Williams, and Kell Osborne were making a name
for themselves with sophisticated three-part harmonies and clever choreography
that greatly impressed the Distants. But managerial problems soon splintered
the group, and they faced an uncertain future. The Distants were hardly doing
better. Through attrition, they were whittled down to three members just before
they were due to audition for Motown. Accepting an invitation from Williams,
Eddie Kendricks and Paul Williams jumped ship and
signed on to assist Otis Williams and the Distants for their
tryout. Three Distants (Otis Williams, Melvin Franklin,
gambling man, and Al Bryant) combined with two Primes (Eddie
and he made a Kendricks and Paul Williams), and together they passed
the audition. Back then, Paul Williams was usually the
het with lead singer, while Kendricks’s falsetto would occasionally
be featured. All they needed was a new moniker, and the
Temptations sounded about as good as anything.
Rohinson to see The band’s first releases were cut in 1961 on Gordy’s
short-lived Miracle Records, whose slogan was “If it’s a
hit, it’s a Miracle.” This proved to be ironically prophetic
finally provide when none of their records went anywhere, and the label

the song that soon folded. Nineteen sixty-two saw them relocated to the
main label, but still there were no hits. They even at-

would catapult tempted releasing a song as the Pirates, which had no
" better luck. Nineteen sixty-three wasn’t any better, but

the Temptations the Temptations were persistent and, luckily, Gordy didn’t
onto the charts. give up on them. It soon became a personal challenge for

GREAT MISSES

Gordy was a

Smokey
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him to get them their first hit. Gordy was a gambling man, and he made a bet
with Smokey Robinson to see who would finally provide the song that would cata-
pult the Temptations onto the charts.

Meanwhile, tensions were developing within the band. Bryant was becoming
increasingly difficult and at one point even assaulted Paul Williams with a beer
bottle during a backstage argument. The Ruffin brothers, Jimmy and David, were
both talented singers who expressed interest in joining the Temptations. Once
Bryant’s aberrant behavior had become unbearable, the others decided to dis-
miss him, and his likely replacement was to be Jimmy Ruffin. One night, though,
David Ruffin spontaneously jumped onstage with the band during an encore, and
the audience went into a frenzy because of his rousing performance. Overnight,
David became the newest member, and finally the classic lineup was complete.
All they needed was a hit record, and it came when Robinson handily won his bet
with Gordy by writing “The Way You Do the Things You Do” in tandem with
fellow Miracle Bobby Rogers.

In typical Robinson fashion, the lyrics are a string of metaphors, comparing
his girlfriend to a broom, a handle, a cool crook, a schoolbook, and even some
perfume. The lyrics were silly but entertaining, and the jaunty melody virtually
guaranteed the song hit status. Robinson opted to feature Eddie Kendricks on
lead vocals, since he possessed a light tenor that was similar in quality to his own
voice. They may have been late getting out of the gate, but the Temptations were
finally off and running. It took three years and eight attempts, but the seemingly
never-ending string of hits that started with “The Way You Do the Things You Do”
would soon enough separate them from the rest of the pack.

MARCH 1964 #13 NEEDLES AND PINS—THE SEARCHERS

he question remains: what is a “pinza” Songwriters have since learned that if

you want to carry a note, you need a vowel. The solution here is “since we don’t
have one, make one.” That’s how it beginza.

“Needles and Pins,” written by Jack Nietszche and Sonny Bono, was originally a
minor hit for Jackie De Shannon. What makes the Searchers’ version unique is
that it reworks and improves on the original. Most British Invasion bands made a
mess of the American songs they attempted to cover. American soul and R&B were
usually rendered pointless with overenergized versions devoid of any emotional
depth. “Needles and Pins,” in the hands of the Searchers, actually became more
soulful than the original it emulated. They added a rich guitar sound and full har-
monies, both a must for the Brit bands, and also maintained a measured pace that
let the song speak for itself.

Most of the band, perhaps rightly, thought a good deal of their success was the
result of taking a less hard-edged approach than many of their counterparts. Rather
than taking risks, their follow-up singles continued to mellow. Bassist Tony Jack-
son, however, was annoyed by the self-imposed stylistic limitations and left the
group, which caused them some identity problems. Keep in mind that in 1964
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America was just getting used to rock-and-roll bands as a format. Personnel
changes caused potential confusion for an audience that was just beginning to
familiarize itself with this new brand of musical expression. Asit was, the Search-
ers continued to recycle their successful formula (“When You Walk in the Room”
being the most memorable example) until it began to wear thin. With a faceless
image and tired style, the biggest hit of their career came with a pointlessly
recycled song from their first album, a cover version of the Clovers’ “Love Potion
#9” Two more uninspiring appearances on the Top 40 followed (“What Have
They Done to the Rain” and “Bumble Bee”) before they disappeared from the
charts altogether.

MARCH 1964 #30 AIN'T NOTHIN' YOU CAN DO—BOBBY "BLUE™ BLAND

I still can’t believe this song actually reached the pop music audience. By my own
admission, the Top 40 is all too often a haven for the trite and the trendy. To see
an artist as authentic and talented (and, unfortunately, as overlooked) as Bobby
“Blue” Bland on the popular music charts is enough to warm the heart and re-
store faith in mankind. His style was more country soul than straight blues, but
a vocalist of his caliber was as rare for the early '60s as it still is today. Regretta-
bly, these charts haven’t seen hide nor hair of him since “Ain’t Nothin’ You Can
Do” dropped away in early 1964, but what a way to go. There aren’t many people
in the world who can sing like this. Wilson Pickett inherited his trademark
scream from Bland, but Pickett usually added a petulant selfishness to his style
that often sounded like showboating. Bland could belt out a melody as power-
fully as anyone, but there is an amazing sense of restraint about his perfor-
mance that keeps the song firmly in control at all times. He also displays a
sense of phrasing that is instructional to virtually anybody who claims to un-
derstand the art of singing.

Bland was raised in Memphis, Tennessee, where he became versed in gospel,
blues, and R&B until they all meshed together into his own unique and influen-
tial sound. R&B hit records started coming in 1957, and by the early ’60s, his
popularity grew enough for him to (miraculously) reach the pop charts four times,
with “Turn on Your Lovelight,” “Call on Me” backed with “That’s the Way Love
Is,” and “Ain’t Nothin’ You Can Do.” All the while, he remained a constant pres-
ence on the R&B charts right up until the mid-'80s. Among his R&B master-
works are such classics as “Farther up the Road” (repopularized by Eric Clapton),
“Cry, Cry, Cry,” and “I Pity the Fool” Today he continues to bring the house
down whenever he performs his outstanding catalog of material onstage.

I fear that 96 percent of the music-buying public never heard “Ain’t Nothin’
You Can Do,” and another 3 percent heard only Van Morrison’s live version. I
confess that I was originally among the estimated 3 percent and thought the
song was one of Morrison’s better compositions. Little did I know. It is my aim in
writing this historical overview to pique somebody’s curiosity enough for them
to search out something they might otherwise have overlooked. Take my word,
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you could do a lot worse than drop a few bucks on a Bobby “Blue” Bland record-
ing. Chances are that if you do, you’ll cherish it forever.

APRIL 1964 #1 MY GUY—MARY WELLS

ary Wells came to Motown with an R&B-drenched tune called “Bye Bye Baby,”

which she had written with Jackie Wilson in mind. Produced by Motown
founder Berry Gordy Jr., it featured Wells as a gravelly voiced shouter and bore
no resemblance to the cool, soothing tone of her later hits. It took the master of
smooth, Smokey Robinson, to remove the edges and find the diamond in the
rough. Robinson, who had recently proven himself with the Miracles’ “Shop
Around,” had his own ideas for Wells. With newfound confidence in his
songwriting talents and the freedom to do as he pleased, he took Wells under
his wing and began polishing away at what was to become Motown’s crown
jewel. Consecutively, he wrote and produced “The One Who Really Loves You,”
“You Beat Me to the Punch,” and “Two Lovers.” The success of these hits and his
own recordings with the Miracles made Robinson something of a Renaissance
man at Motown. All three songs were released in 1962, and one followed the
other into the Top 10. Robinson was hot and, by association, so was Wells.

As was eventually shown to be typical of Robinson’s songwriting, each of these
songs used anomaly as its thematic base. “Two Lovers” in particular discusses
what seems to be a tale of questionable morals until the last verse reveals that
both lovers are the same man with a “split personality.” The next few singles
were less successful, but by 1964 patience paid off when Wells had a #1 hit with
Robinson’s “My Guy.” The song features a horn phrase that was so obviously
lifted from the melody of “Canadian Sunset” that you can see the trace marks.
It boasts a simple melody and structure that do nothing to impede the optimis-
tic dedication described by the lyrics. Every girl wanted to find a boy she could
feel this way about, and every boy wanted his girl to be this true. “My Guy”
capitalized on this without ever patronizing the audience.

To support her international recognition with live appearances, Wells toured
England with the Beatles, who couldn’t say enough good
things about her. Motown further capitalized on her fame
by organizing a set of duets with Marvin Gaye. Wells
was growing accustomed to the attention and was youth as an
tempted when 20th Century Fox began to woo her away
with promises of movie stardom, promises they appar-
ently did not intend to keep. Citing her youth as an es- from her
cape clause from her contract, Wells quit Motown on her contract. Wells
twenty-first birthday. Motown fought to retain her but '
lost. This left a bitter but certainly much wiser Gordy to quit Motown on
patch up the damage and concentrate on his new star-
lets, the Supremes. Meanwhile, all of Motown watched
closely and drew lessons while Wells, the apparent vic- birthday.

Giting her

her twenty-first
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tor, sank deeper and deeper into a sea of oblivion. Without the care and attention
of someone as talented as Robinson to guide her and provide material, she was
adrift and rudderless. After one Top 40 hit, she soon disappeared altogether, while
back at Motown, her heirs, the Supremes, began their string of five consecutive
#1 records.

APRIL 1964 #17 WISH SOMEONE WOULD CARE—-IRMA THOMAS

Wait! Don’t turn the page! I accept the fact that the average person no longer
remembers this song and doesn’t have a clue who Irma Thomas is. But al-
most everybody knows the Rolling Stones’ “Time Is on My Side” and probably
Otis Redding’s “Pain in My Heart.” Both of these recordings were, generously
speaking, inspired by Thomas (or to be less generous, were outright rip-offs of her
earlier recordings), and to my taste the loneliness inherent in her well-paced origi-
nals surpasses either of these two knockoffs. Lonely songs were a specialty of
hers. She had a bawdy humor that surfaced from time to time, but her lonely
songs made the deepest impression and earned her the title “the queen of New
Orleans soul.”

Thomas’s first single was written by Dorothy LaBostrie, whom you may re-
call was the shy songstress who provided “cleaned-up” lyrics for Little Richard’s
«Tutti Frutti.” The song was called “(You Can Have My Husband, but Please)
Don’t Mess with My Man,” which suggested that LaBostrie had rather adeptly
overcome her shyness. It had troubie getting airplay because of its suggestive
subject matter, but it was still important because it brought Thomas to the
attention of New Orleans’s premier songwriter, Allen Toussaint. Their compat-
ibility was immediate. Toussaint wrote “Ruler of My
Heart” and “It’s Raining” specifically for Thomas, flavor-
ing them with an autobiographical feel that suited her
her own next singing style. None of these songs touched the national
charts, mostly because of the limited distribution offered
by Toussaint’s Minit Records, but they generated enough

Thomas wrote

Wish Someone local attention to make her a resident New Orleans leg-
Would Care.” end. When the much larger Imperial Records bought

' Minit, the distribution problem was eliminated. Thomas

while reflecting wrote her own next single, called “I Wish Someone Would

Care,” while reflecting on her personal misery, her re-
cent success, and the temporary nature of fame. The song
misery, her was a straight piece of autobiography that had a bone-
shivering quality to it. Nationwide, record buyers had
their first opportunity to hear her and bought the record
and the tempo- in sufficient quantity for it to earn position #17. Thomas’s
vocals are moving, and the band is great. But mostly it is
the pained honesty of her performance that makes the
of fame. song so engrossing. Hear it once, and it is immediately

on her personal
recent success,

rary nature
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obvious why she has been and still is lauded in her musical hometown. She has
not written another song since.

APRIL 1964 #35 THANK YOU GIRL—THE BEATLES

etter late than never, and better to be a B side than no side at all. “Thank You

Girl” was, from the very beginning, a victim of compromise. It was originally
released in the U.K. in April 1963 as the flip side of “From Me to You.” When the
same single was released in the U.S. on Vee-Jay, before American Beatlemania
began, it didn’t even chart. Not until all things English exploded onto the scene
did Vee-Jay and its sister label, Tollie, vigorously release and rerelease all the
Beatles songs that were rightfully theirs. In April 1964, “Thank You Girl” was
given a second chance when it backed the juvenile and embarrassing (yet some-
how still not bad) “Do You Want to Know a Secret.” The A side climbed to #2, even
though lead vocalist George Harrison sounds like he has a clothespin on his nose,
and this time the B side squeaked on at #35.

The Beatles considered “Thank You Girl” to be a failed attempt at writing a hit
record. The song’s structural simplicity gives an audience the impression that
songwriters John Lennon and Paul McCartney were knocking out these songs on
demand, which quite literally was true. Not ev-
ery song could be a gigantic hit (although they
came pretty damned close), and the overwhelm-
ing triumphs of their other releases made
“Thank You Girl” seem like small potatoes. Still, WE LOVE YOU BEATLES—
Lennon and McCartney’s vocals were good THE CAREFREES
enough to be compared favorably to the Everly
Brothers, and their unquenchable charm shone
through effortlessly. When songwriters consider wares like this to be a failure,
they are applying painfully high standards for themselves. Of course, Lennon
and McCartney achieved their own goals anyway and concurrently surpassed
everybody else’s expectations.

When Capitol passed on the rights to the early Beatles’ singles, they also relin-
quished any exclusive claim to the Beatles’ first U.K. album. Vee-J. ay, which had
picked up the first few singles, got the album rights and released it in America
with the title Introducing the Beatles. Their next marketing campaign was to
release virtually every song on the album in a 45 RPM format, much to the cha-
grin of Capitol. Not to be outdone, Capitol was absolutely determined to obtain
the Beatles’second U.K. album, With the Beatles, and release it in America. They
did. Featuring a cropped version of the now famous photograph taken by Robert
Freeman, and more seriously, a cropped and muddled song layout, it was rather
cheekily retitled Meet the Beatles. Thus, Americans had two choices to become
acquainted with their favorite new group.

GREAT MISSES

APRIL 1964 #39
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MAY 1964 #6 WALK ON BY—DIONNE WARWICKE

hat is it about the simple melody and words of this song that make it univer-
sally appealing? When “Walk on By” was released, it was not exclusively aimed

at the youth market but at the over-thirty crowd as well. The sophisticated sexi-
ness of Dionne Warwicke and the angular songwriting craft of Burt Bacharach
and Hal David were miles away from everything else pop culture had to offer.
Unlike Dean Martin and Bobby Vinton songs,

which somehow managed to be hits while com-
pletely ignoring popular trends, this song wasn’t
MAY 1864 . repulsive. Everybody was attracted by the

B singer’s sensuality and the unique structure.
LOVE ME B8-THE REATLER Maybe the kids weren't buying it, but they didn’t
mind listening while their parents played it, and
some adventurous kids probably did buy it. As
time passed, the song developed an identity all
its own: the staccato horn riff, the guitar that
WMAY 1964 #7 plays a clave rhythm, the background vocal of
“Don't...stop!”

For the first time, Bacharach and David real-
ized their ambition to create a soundscape. “Walk
on By” was not just a song, but a fully developed concept. Warwicke’s cool, under-
stated performance perfectly captures the hidden pain in David’s lyric. After a
while, the younger audience that used to accept the song passively began to ap-
preciate it openly. Time has proven “Walk on By” to be, in every sense, a genera-
tion-crossing classic.

GREAT MISSES

LITTLE GHILDREN—BILLY J. KRAMER

JUNE 1964 #4 CAN'T YOU SEE THAT SHE'S MINE—DAVE CLARK FIVE

f you find yourself at a party that just isn’t happening, try playing this song. I've
seen rooms erupt during the opening bars.

This isn’t the most famous Dave Clark Five song, but it may be the best. The
lyrics are sort of dumb and the melody is a kind of singsong affair, but “Can’t You
See That She’s Mine” has an essence that makes it stand out. For one thing, it has
an incessant rhythm that just won't quit. Dave Clark’s simplistic drumming may
be the best asset this band had. For another, the sound is as solid as a brick wall,
with lead vocalist Mike Smith’s voice recorded layer upon layer upon layer. The
result is a purely infectious dance record.

Hailing from Tottenham, England, the Dave Clark Five were originally mem-
bers of an amateur soccer club known as the Tottenham Hotspurs. To finance a trip
to Holland, they decided to form a band to play at local pubs and dances. Four of the
Hotspurs had some musical experience: Mike Smith, Rick Huxley, Lenny Davidson,
and Dennis Peyton all played reasonably well. But Clark took the initiative and
formed the band around himself. He had never played a musical instrument before
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in his life so he bought a used drum kit and banged away to his collection of rock-
and-roll records. Soon the band had developed a proficiency sufficient to play live.
The Dave Clark Five earned some money, and the Hotspurs went to Holland. Upon
their return, though, the demand for the Dave Clark Five increased. They played
often in the London area, including an unusual early performance at Buckingham
Palace for the staff Christmas ball.

Clark, obviously a highly confident and practical young man, assumed all man-
aging responsibility. He also took on the roles of agent, producer, and songwriter,
usually because he felt he could do as well as

anyone else, and so he could retain control both
financially and artistically. If Clark had not had
such a hand in all the group’s affairs, it is very — .

possible he would have been replaced as drum- 0
mer. If this had happened, however, the group LREL ARG -Te SEACE ATE
would have been robbed of its most distinguish- JUNE 1364 ]
ing feature. Clark’s playing skills were basic, even RAG DOLL-THE FOUR SEASONS
naive, but they were effective and defined the
band’s sound.

The Dave Clark Five continued to score gigan-
tic hits through the end of 1965, entering the Top JUNE 1364 K2
20 ten times in eighteen months. By then, the MY BOY LOLLIPOP—MILLIE SMALL

JUNE 1964 #2
MEMPHIS—JOHNNY RIVERS

group’s formula had become utterly predictable,
but some songs, such as “Catch Us If You Can,”
were strong enough to keep their reputation intact. Hits continued for another two
years, notably “Over and Over” (and over and over and over and...) and “You Got
What It Takes,” both of which reached the Top 10, but the band was having trouble
keeping up with the changing times. They stuck it out for awhile but finally dis-
banded in 1970, within weeks of the Beatles’ official breakup. Because of a unique
leasing agreement that he had with his label, Clark retained the rights to all of his
recordings and did not allow the material to be recycled and exploited. As a result,
the records were not rereleased (until a 1994 CD compilation) and have become
expensive collector’s items.

JUNE 1964 #4 DON'T LET THE SUN CATCH YOU CRYING—
GERRY AND THE PACEMAKERS

With only a few exceptions, the songs produced by the “Mersey sound” bands

have since become all but forgotten. Billy J. Kramer and the Dakotas, Freddie
and the Dreamers, the Swingin’ Blue Jeans, etc., all released singles that sold
phenomenally well in 1964, but that today sound quaint and decidedly dated.
Most of their material was either rearranged skiffle and trad jazz, which had no
relevance to the American audience, or sloppy but energized updates of American
soul music. Actually, the same is true for the output of Gerry and the Pacemak-
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ers, but I would argue that “Don’t Let the Sun Catch You Crying,” as well as
“Ferry Cross the Mersey,” are legitimate exceptions that transcend the dispos-
able nature of the genre.

Gerry and the Pacemakers’ first release in the United States, “Don’t Let the
Sun Catch You Crying,” was their fifth single back in England and had a sound
that was markedly different from their previous releases and from those of the
other beat groups. In fact, the words “heat” and “Mersey sound” do not even seem
to be relevant to this release. The dominant feature of the song, after Gerry
Marsden’s melody, is George Martin’s orchestration. When compared to his work
with the Beatles at this time, Martin’s work with the Pacemakers was positively
ornate. In 1964, orchestration was hardly playing a pivotal role in the typical
beat-group arrangements, but Martin realized the full potential of Marsden’s
charming melody by giving it the treatment that it called for. This alone would
make it an unusual import, but the song also features a structure that empha-
sizes the melody instead of the beat. While a good beat can (and usually does)
become dated, a good melody lasts indefinitely, and with “Don’t Let the Sun Catch
You Crying,” Marsden definitely wrote something memorable.

JUNE 1964 #5 THE GIRL FROM IPANEMA—
STAN GETZ AND ASTRUD GILBERTO

'|'oday, jazz is a form of music that rarely crosses paths with pop. Both highly

intellectual and deeply spiritual in nature, it usually requires a much deeper

understanding of the music and a more concentrated level of listening than the

average pop tune, usually to the point that the two styles remain mutually exclu-

sive. Once a jazz player makes overtures to pop, he is often considered to be either

slumming or selling out, but it wasn’t always this way.

Once a jazz Two of the most important musical geniuses of the twen-

tieth century, Louis Armstrong and Duke Ellington, both

recorded jazz that profoundly altered the way we listen to

overtures to music, and their innovations affected popular stylings as

much as they affected jazz. Before the intellectual move-

ment of the postwar bebop players, jazz was popular mu-

considered to sic. It was only when jazz immersed itself in the intellec-

be either tual and spiritual arena that it became self-contained and

exclusive. Players such as Charlie Parker, Dizzy Gillespie,

slumming or Art Tatum, and Lester Young pushed the envelope of mu-

. gellin sical theory and personal invention by expanding the scope
g out, ; :

of jazz to encompass personal expression. That set the

but it wasn’t stage for later players and further developments, such as

always “free-form,” “twelve-tone,” and “harmolodic” theories of the

'60s and on. Their music demanded discipline, not only

this way. from the player, but from the listener. In the chain of events

player makes

pop, he is often
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that followed, jazz came to spurn the bourgeoisie and separated itself both from
other, simpler forms of music and then even from its own populist heritage.

Stan Getz often walked the fine line between jazz and pop. He went solo after
playing tenor sax for a few years with Stan Kenton, Benny Goodman, and Woody
Herman. With his melodic and understated phrasing, which suggested the influ-
ence of his mentor, Lester Young, he was in great demand among jazz fans. In
1961, his popularity broadened when he teamed up with guitarist Charlie Byrd
for a recording of the jazz/bossa nova hybrid “Desafinado.” This recording helped
instigate the bossa nova craze, and eventually it even reached the Top 40. Trans-
lated literally from the Portuguese, bossa nova means “new bump.” It was actu-
ally a modified samba, but to most Americans, bossa nova was more than a new
bump; it was a wave.

The public’s curiosity was piqued, so Getz’s record label, Verve, decided it would
be a worthwhile commercial venture to pair him with the Brazilian guitarist and
father of bossa nova, Joao Gilberto. Taking music by Antonio Carlos Jobim and
Portuguese words by Vincius de Moraes, they arranged “The Girl from Ipanema”
for vocal accompaniment, but they lacked a singer. Despite Joao Gilberto’s objec-
tions, Getz asked his wife, Astrud Gilberto, to sing the lyrics in English. Her ama-
teur talk-singing turned out to be the perfect touch. A light, shy, and charming
voice gave the song a laid-back sexiness that suited the rhythm and has since be-
come the definitive way to sing bossa nova. Although parts of the jazz world de-
rided or ignored the song, everybody else fell in love with it. “The Girl from Ipanema”
became the best-selling jazz-related single of all time and won the 1964 Grammy
award for “Record of the Year.” Today it stands as an oft-covered standard.

JUNE 1364 #24 DON'T WORRY BABY—THE BEACH BOYS

In 1962, the Beach Boys released their first single on a tiny local label, Candix. It

was a harmless slice of pablum called “Surfin’,” which nonetheless drew some
attention and added to their appeal when they auditioned for Capitol Records.
Despite their lack of originality (as yet), they were subsequently awarded a re-
cording contract. Brian Wilson was ecstatic to be part of the extended family that
included Frank Sinatra, the Lettermen, and his heroes, the Four Freshmen. The
Beach Boys’ first Capitol single, “Surfin’ Safari” backed with “409,” continued the
single-minded vision of “Surfin’,” but it was better produced and showed their
vocal arrangements to be well-thought-out and cleverly constructed. Capitol never
expected anything more than a few novelty-style hits on the surfing trend and
wanted to cash in as quickly as possible on the Beach Boys before the public’s
interest waned. The widespread success of “Surfin’ Safari” led to a demand for an
album’s worth of material and a follow-up single from the group. This was a pat-
tern that would continue with seemingly endless repetition. The need for more
material and its subsequent arrangement inevitably fell onto Wilson’s shoulders
and the pressure to churn out product instilled him with a self-imposed need to
outdo himself,
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Wilsen The next single, “Surfin’ U.S.A.” backed with “Shut-

down,” performed even better than its predecessor, and

countered the both sides reached the Top 40. “Surfer Girl”/“Little Deuce
Beatles’ sudden Coupe” followed, then “Be True to Your School”/“In My

larity with Room.” Whatever they released seemed to yield a double-
popularity wit sided hit. Inside of a year’s time, the Beach Boys went
a new double- from obscurity to the most popular group in America, with

. . a sizable catalog of albums (four) and hit singles (seven).
sided hit single As a band, they didn’t have any real competition—that is,
that showed he until the English Invasion. Suddenly, Wilson’s drive to suc-
ceed was heightened immeasurably. The intensity of his
need was further magnified by the fact that the Beatles
new palette of had become his label mates at Capitol and in no time had
completely dominated the charts. He felt pangs of envy
when the next Beach Boys single, “Fun, Fun, Fun,” could
which te paint rise no higher than #5 because the Beatles firmly occu-
pied positions #1-4. Wilson indirectly credited the sudden
popularity of the Beatles as his source of inspiration.
ideas. «“When I hear really fabulous material by other groups,”

he said, “I feel as small as the dot over the 4’ in nit.”

Wilson countered the Beatles’ sudden popularity with a new double-sided hit
single that showed he had a whole new palette of colors with which to paint his
production ideas. “I Get Around” was still a typically upbeat teenage anthem,
but it went a step further than most of the Beach Boys’ earlier material, par-
ticularly in lyrical content and musical muscle. The real revelation came on the
B side, though. The production on “Don’t Worry Baby” is like a pocket-change
version of Phil Spector’s work, but the song has a melody more sophisticated
than the solipsistic records of the self-proclaimed pop genius. The five-part har-
monies enliven the melody even further. As on “In My Room,” Wilson moved
beyond the one-dimensional lyrics that defined most of the Beach Boys’ catalog
with a song that had something valid to say.

What on the surface seems to be a song about a guy who regrets opening his
big mouth about his car in front of a bunch of hot-rodders is actually a song
about comforting love. Indeed, if you overlook the opening couplet of the second
verse, the song becomes universal in scope, with its focused description of an
insecure man-child who finds comfort in the arms and words of his girlfriend.
As it is, it could portray a teenage version of the same couple who becomes
haunted by their once passionate past in Bruce Springsteen’s song of cars and
alienation, “Racing in the Streets.” Unlike Springsteen’s song, “Don’t Worry Baby”
is less a character study than a description of the combination of love and fear
that can afflict a teenager on the brink of adulthood. Compared with what was
yet to come, “Dont Worry Baby” was formative, but it marks the first time
Wilson’s songwriting and production genius came together. In the process, he
proved himself capable of putting up a formidable defense against the British
invaders.

had a whale
colers with

his preduction
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JULY 1964 #1 A HARD DAY'S NIGHT—THE BEATLES

America’s obsession with the Beatles was so all-encompassing that it was un-
avoidable. Even if you were unimpressed with their music, you had to be awed
by the sociological implications of Beatlemania. Some viewed it as a national
virus or a threat to civil society. The press took this rather haughty position in the
beginning, but the harder they tried to demean the Beatles’ fame with rude ques-
tions or cruel observations, the more enriched the group’s legacy became. For one
thing, their wit was lightning quick, and they were capable of reversing any situ-
ation to make the reporters feel as though they were being cross-examined by the
Marx Brothers. For another, anybody who didn’t “get” the Beatles was, by defini-
tion, square.

On Sunday evening, February 9, 1964, teenagers and adolescents across the
country laid on the floor in front of their family television sets to watch enrap-
tured while the Beatles appeared on The Ed Sullivan Show. Their parents prob-
ably sat on the couch behind them and watched along, either amused or stupe-
fied. This marked America’s formal introduction to the Beatles. Whether you were
a screaming fan or a scowling adult, the Beatles were ubiquitous, and either way,
you had to be affected.

The film A Hard Day’s Night was such a work of genius that it appealed
instantly to both Beatle-crazy teenagers and less impressed adults. More than
a few parents dutifully trundled their children to a matinee, only to be sur-
prised by how enjoyable the movie was. Besides featuring a number of new
songs that actually appealed to an older audience, the story line closely paral-
leled what the Beatles were subjected to on a daily basis. As a result, older,
skeptical viewers no longer perceived Beatlemania as a distraction but as en-
tertainment. What a coup. With their music and stage personas established,
the group simultaneously broadened and shortened the generation gap. Many
parents no longer despised them and even hummed some of their tunes, but the
effect the Beatles had on the younger generation wasn’t so superficial. Beatle
wigs and lunch boxes were just the tip of the iceberg. In 1964, the Beatles domi-
nated the very consciousness of American youth.

Not only was America barraged with all of their older Whether you
material all at once, but the Beatles were writing and re-
cording new songs at an astoundingly prolific rate. No WETE @ Scream-
fewer than nineteen Beatles songs reached the Top 40 in ing fan or a
1964. Nineteen songs! This is not even including the songs .
that John Lennon and Paul McCartney wrote that became scowling adult,
hits for others (of which there were many). It defies cred- the Beatles
ibility to think that the Beatles had the time and energy binui-
to write and record this material, perform live shows all Were ubiqu
over Europe and the United States, and star in a feature- tous, and either
length movie. This breakneck pace crammed a lifetime of way, you had to
activity into a few short months and is the very subject of !
both the movie and the title song “A Hard Day’s Night.” be affected.
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Lennon built the song’s verses around a conversational phrase Ringo Starr used
after a particularly grueling day. McCartney supplied the bridge, and when the
two were welded together, the result was seamless. The opening G major-seventh
chord bursts out at you as though it is introducing a pronouncement from kings.
Whether you were a true believer or not, it would have been pointless to deny
that the Beatles were anything but pop music royalty.

JULY 1964 #1 WHERE DID DUR LOVE GD—THE SUPREMES

he Brewster-Douglass housing project where Florence Ballard was raised was

a low-rent but neat bedroom community for employees who labored on the De-
troit assembly lines. Ballard loved to sing and was only in the eighth or ninth
grade when a group called the Primes, including future Temptations Eddie
Kendricks and Paul Williams, heard her and asked her to join. It was soon de-
cided that she should form a sister group called the Primettes. She convinced her
friends Mary Wilson and eventually Diane Ross, both of whom also lived at
Brewster-Douglass, to join the group. Then a fourth member named Betty
McGlown joined, as well. Lead vocals were shared by Ballard, Wilson, and Ross.
They auditioned for Motown, but Berry Gordy diplomatically told them to finish
high school, i.e., don’t call us, we'll call you. To add insult to injury, Smokey Robinson
was so impressed with their guitarist, Marvin Tarplin, that he hired him on the
spot. Tarplin remained an active member of the Motown stable for years, but the
Primettes meanwhile were out one very talented guitarist.

Undaunted, they continued to hang out at Motown every day after school,
whether they were wanted or not. When McGlown decided to forsake the slim
hope of fame for marriage, she was replaced by Barbara Martin. Lupine Records,
a tiny independent company, used the Primettes for support vocals on recording
sessions with future stars Eddie Floyd and Wilson Pickett, and even cut two singles
with them, but they went absolutely nowhere.

The Primettes once again returned to the Motown lobby, but this time Gordy
gave them something to do. They clapped hands during recording sessions and,

on rare occasions, were allowed to open their mouths and

Bordy decided sing. Although Ballard was the presumed leader, Ross jock-
y eyed for that position at every opportunity. It was Ross
that the who managed to get Gordy’s attention with her relentless
Supremes flirting. He eventually allowed them to rehearse and record

a song called “I Want a Guy.” The results were decidedly
required one awful, but lead singer Ross had a whiny, nasally tone that
lead voice and made her sound unusual. Gordy couldn’t be sure if it was
’ commercial, but he decided to take a chance. Offering them

after conferring a list of names from which to choose, Ballard picked the
Supremes, over the objections of the other girls. They were

with Rabinson, signed, and “I Want a Guy” was released, with abysmal
chose Ross. sales. Their second release, “Buttered Popcorn,” featured
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Ballard but was equally disastrous. Meanwhile, Martin had become simulta-
neously pregnant and disenchanted, so she quit the group, leaving them as a trio.
Gordy decided that the Supremes required one lead voice and, after conferring
with Robinson, chose Ross. The other girls reluctantly agreed.

Gordy himself produced their next song, “Let Me Go the Right Way,” but it
stalled at #90 despite a commercial push from the label. The situation was be-
coming desperate. Since Robinson had recently bolstered the career of Mary Wells,
Gordy asked him to try something. He produced “Breath-Taking Guy” and a few
others, but still nothing happened. While Mary Wells (“Two Lovers”), the
Marvellettes (“Please Mr. Postman”), the Miracles (“You've Really Got a Hold on
Me”), the Contours (“Do You Love Me”), and Marvin Gaye (“Hitch Hike”) were all
over the charts, the Supremes looked like supreme losers. Even their old part-
ners, the Primes, had become active at Motown, recording as the Temptations.
Things looked bleak, and it is curious that Gordy didn’t Jjust cut his losses and
give up. Yet, he pressed on.

The songwriting and production team of Lamont Dozier and brothers Eddie
and Brian Holland had not yet tried their hand, and with very few cards left to
play, Gordy let them have a shot at it. The cumbersomely titled and awkward-
sounding “When the Lovelight Starts Shining Through His Eyes” was the result.
When the song managed to reach the Top 40, peaking at #23, everybody breathed
a sigh of relief. Their next song was originally rejected by the Marvellettes, who
considered it ridiculous. The Supremes hated it, as well, but without veto power,
they had no choice. Holland, Dozier, and Holland seriously considered letting
Wilson sing lead, but Gordy’s dictum had to be obeyed, and Ross once again got
the honor.

“Where Did Our Love Go” is simple and repetitive, almost boring, except for
Ross’s sensuous vocal. The hypnotic melody hardly ever changes, with nothing to
distinguish the verse from the chorus except the lyrics. The only instrument that
stands out is the slapping percussion that accents literally every downbeat. The
Supremes were unsure of the finished product, and Gordy himself expressed doubts
for the record’s success, but they crossed their fingers and released it.

After some finagling by Gordy, Dick Clark reluctantly added the Supremes to
his “Cavalcade of Stars” tour. He paid the group only $600 a week for their ef-
forts, however, and gave them bottom billing. While the tour was in progress,
“Where Did Our Love Go” got increasing airplay and became the country’s #1
record for two weeks. By tour’s end, the Supremes were headliners. Never again
would they get anything less than top billing. Their talent and fame, not to men-
tion Ross’s iron will, made sure of it.

JULY 1364 #4 UNDER THE BOARDWALK—THE DRIFTERS

With the departure of Ben E. King in 1961, Rudy Lewis became the Drifters’
sixth lead vocalist. He was scheduled to sing lead on “Under the Boardwalk,”
but on the morning of the session, he suddenly died, allegedly from a drug over-
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dose. Naturally upset, the band obtained clearance from the musician’s union,
and the session was rescheduled twenty-four hours later. Johnny Moore had been
the lead singer in an earlier incarnation of the Drifters (“Ruby Baby”) and be-
came Lewis’s replacement. Unable to avoid the sad mood that permeated the

recording studio, he gave “Under the Boardwalk”

an emotional reading that completely tore the
simple pop lyrics to shreds. Moore’s gentle, plain-
tive singing made the summer beach song seem

;'q“ll;l"l:ﬁ:“ HOPIN — 6 almost profound as he brought a churchy feel to
DUSTY SPRINEFIELD the material that was reminiscent of Sam
Cooke’s best pop singing.

In 1963, songwriter/producers Jerry Leiber
and Mike Stoller ended their association with
Atlantic to launch their own independent record
JULY 1964 label, called Red Bird. Production chores were
THE LITTLE OLD LADY FROM ' then handed to another Atlantic staff producer,
PASADENA—JAN AND DEAN Bert Berns. He produced the sessions for “Un-
der the Boardwalk” and held things together for
JULY 1964 #5 another year, but this would be the Drifters’last
G'MON AND SWIM-BOBBY FREEMAN Top 10 hit. The group went into a downward slide
that no personnel change could salvage. Things
were further complicated by the sudden prolif-
eration of bands that toured using the name “The Drifters.” For a while it seemed
that every one of the forty-some-odd bandmembers who ever sang in the Drifters
formed their own splinter group. Today, these groups are irrelevant, but when
they were associated with Atlantic Records, the Drifters were an institution.

GREAT MISSES

AUGUST 1964 #1 HOUSE OF THE RISING SUN—THE ANIMALS

House of the Rising Sun” was originally a traditional African-American song
that was first popularized by Josh White, an American folk singer of country
blues. Dave Van Ronk, a respected folk artist, heard White’s version, rearranged
it to his own tastes, and repopularized it. Next, Bob Dylan picked up on it and
recorded a cover of Van Ronk’s version on his own first album. Meanwhile, some-
where in England, a keyboard player named Alan Price bought Dylan’s album and
liked it enough to arrange two of the songs for his group, the Animals. The first was
“Baby Let Me Follow You Down,” which he recorded as “Baby, Let Me Take You
Home.” The other was, of course, “House of the Rising Sun.” In the process, a song
that was originally a black female prostitute’s lament became something else en-
tirely when it fell into the hands of some white kids from England.

Eric Burdon’s vocals are spine-chilling, and the organ’s arpeggiated chords
invoke images of the Phantom of the Opera. The song structure resembles noth-
ing less than a soundtrack to a Santeria ritual. The dark, moody intro builds
gradually over four-plus minutes until it eventually breaks up in an orgiastic
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frenzy. Nobody gets a very clear picture of what the song is about, but we cer-
tainly know that the “House of the Rising Sun” isn’t a happy place to be. Prob-
ably for the same reason that people flock to horror movies, the song reached
#1. The Animals were the second British group to do so after the Beatles.
With none of the personal appeal or grace of their English counterparts, the
Animals redefined what English reinterpretations of American styles could ac-
complish. The permutations that led to their recording “House of the Rising
Sun” resulted in a new type of popular music, electric folk. Bob Dylan, himself a
folk artist at the time, certainly took notice and soon after went electric himself,

AUGUST 1964 #3 BECAUSE—DAVE CLARK FIVE

B ecause” is the first ballad the Dave Clark Five released, and it is also the bal-
lad that almost never was. The first four singles the group released in America
had beats that would knock dishes off the wall, and since they were so remark-
ably successful, the American label, Epic, saw no reason to change the formula.
Dave Clark wrote “Because” with the intention of making it the fifth single, but
the label balked. They refused to release the song, convinced Clark was sabotag-
ing his career (and their profits). Finally, Clark issued an ultimatum: release
“Because,” or you will get nothing.

Clark had unusual bargaining power with his label. Besides finagling the high-
est royalty rate of any artist at the time, including the Beatles, he also negotiated
to retain ownership of all his masters that ultimately gave him the rights to the
band’s material. He leased the recordings to the label for a three-year period,
after which rights reverted to him. So his statement was no idle threat. Epic,
realizing this, capitulated. According to Clark, “Because” eventually became their
biggest-selling record, and today it receives more airplay than any other Dave
Clark Five song.

“Because” had the same appeal that later made “Groovy Kind of Love” by the
Mindbenders popular. Both have simple, attractive melodies that express love in
an idealistic setting. “Because” can remind you of how it felt to have a mad crush
on someone. It was the kind of song that a young girl, alone in her room, would
sing to her pillow. She’d sing “give me one kiss, and I'll be happy, just to be with
y00-00” and imagine the pillow singing back, “Give me, give me a chance to be
near you, because, because I love you.”

With an image like that going through my head, it’s hard to recall why I even
like this song. But I do. If only love were so simple.

AUGUST 1364 #11 BABY, | NEED YOUR LOVING—THE FOUR TOPS

levi Stubbs, Abdul “Duke” Fakir, Lawrence Peyton, and Renaldo “Obie” Benson
started singing together in 1954. With nary a single change in their lineup, the
same four men have stuck together ever since. How’s that for loyalty and resolve?
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The slow Not only has their band remained intact, but over the
course of five tumultuous decades, the Four Tops have left
an impressive trail of hit records behind them.
before the last They started as the Four Aims, playing their unique
chorus shows brand of gospel R&B and Mills Brothers-style harmonies
all over North America, from Canada to Las Vegas. Peyton
just how much had a cousin named Billy Davis (aka Tyran Carlo) who
the Four Tops had good connections at Chess Records. The Four Aims
took advantage of the opportunity and were rechristened
knew about the Four Tops after signing to the label. Unfortunately, it
assured was soon obvious that Chess was more interested in Davis
than in his cousin’s group, so the Four Tops were let go.
patience. Davis eventually became chief A&R man at Chess, but
the Four Tops still had to pay a few more dues.

They continued their live performances and improved steadily. Affiliations with
the record labels Red Top, Columbia, and Riverside resulted in not a ripple of
recognition. Then, in 1960, an interesting and propitious coincidence presented
itself. An old singing partner of Stubbs named Jackie Wilson had become famous
and was recording material that Davis had written with someone named Berry
Gordy. When Gordy set out to form his own label, Davis suggested that the Four
Tops pay his ex-writing partner a visit. Gordy met them and was impressed enough
to sign them up. They recorded a clearly uncommercial album that wrongheadedly
accented their supper-club style of singing, which caused Gordy to decide they
needed more time on the road before their next release. The band issued a collec-
tive sigh but did as they were told. When they returned, they could boast more
than six solid years of road and stage experience. Next, Gordy had them ritually
contribute to the recordings of other artists until their studio chops began to rival
their stage familiarity.

Only then did the Four Tops get assigned to the songwriting and production
team of Brian Holland, Lamont Dozier, and Eddie Holland. Their previous suc-
cess with the Miracles and Marvin Gaye made Holland-Dozier-Holland a presti-
gious team at Motown, but their more recent success with the Supremes made
them seem like outright miracle workers. Dozier knew the Four Tops, and he felt
certain that “Baby, I Need Your Loving” would be the perfect vehicle to get their
career out of first gear. He told them about it one night at a nightclub. Eager to
begin immediately, they started the recording session after midnight and fin-
ished before the following morning.

With a vocal line that custom-fit Stubbs’s gospel-tinged voice, and smooth har-
mony lines that simultaneously toned down and contrasted with the gruff edges
of Stubbs’s raspy vocal, “Baby, I Need Your Loving” suited the band from all angles.
The slow crescendo before the last chorus shows just how much the Four Tops
knew about assured patience. Ten years of hard-earned experience came together
for a truly fine performance that made all of the effort worthwhile when it rose to
#11 on the national charts. Unfortunately, the song was released during the time
when Billboard discontinued its R&B chart, feeling that it had become redun-

crescendo
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dant with the pop chart. (The R&B chart was resumed in 1965.) Regardless, the
Four Tops finally had some well-deserved national recognition, and the best was
yet to come.

AUGUST 1964 #12 AND | LOVE HER—THE BEATLES

'I'he film A Hard Day’s Night featured more than a half-dozen original songs,

each of which sufficiently proved that the Beatles had more talent than any
mere fad. Relying exclusively on their own material, John Lennon and Paul
McCartney cemented their reputation as songwriters extraordinaire. Their
straight-out rock-and-roll songs possessed a certain poise and sophistication while
the slower, pensive songs were a revelation. “And I Love Her,” in particular, showed
a heretofore unseen aspect of their songwriting ability. McCartney’s exquisite
voice is featured front and center, without the pounding rock-and-roll backbeat
that was an essential ingredient of their previous singles. In its place is a strict
tempo version of Brazilian rhythm driven by claves.

When “And I Love Her” came on the radio, parents no longer covered their
ears. It sounded as safe and appealing as the latest Andy Williams record. With
such across-the-board appeal, it was only a matter of time before the older set
recorded its own versions of “And I Love Her,” helping to make it the first in a
series of Beatles standards. The last I heard, about 375 cover versions were re-
corded. Is anybody (besides the publisher) still bothering to count? I could never
admit, or want to admit, to having heard each of them, but I feel safe in saying
that the Beatles’ original version remains definitive.

AUGUST 1964 #25 FLL CRY INSTEAD—THE BEATLES

I’ll Cry Instead” was intended for the film A Hard Day’s Night but was cut at the
last minute. It remained on the American movie soundtrack anyway, with an
extra verse that doesn’t appear on the British album. Sitting squarely on top of
one of the most contagious and upbeat songs the Beatles ever wrote are some
very autobiographical references that don’t seem quite so contagious or upbeat.
In his writing, John Lennon’s acerbic wit and his rising dissatisfaction with
the trappings of his success began to shine through in a not-so-veiled fashion.
Negative emotions surfaced, including flashes of misogyny (“You Can’t Do That,”
“I'll Cry Instead”), rage (“Not a Second Time”), revenge (“If I Fell”), and loneliness
(“Misery,” “There’s a Place”). These are pretty heavy emotions for pop music, and
Lennon would return to them again and again throughout his career. In 1964,
though, they were well-disguised by the optimistic music that encased them. “I've
got a chip on my shoulder that’s bigger than my feet” is a direct reference to the
entombed rage he was feeling as the Beatles were becoming more and more ma-
nipulated, like marionettes on a string. Later in the song, he vents his misplaced
anger at women in general when he sings, “You’d better hide all the girls, ’cause
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I’m gonna break their hearts all around the world.” Truer words were never sung.
With an ever-present supply of “dollie-birds” (today’s groupies) at their beck and
call, not to mention the adolescent bystanders who never even met the objects of
their desire, more than a few hearts were broken. Apparently, it was the Beatles’
turn to come to terms with the darker side of Beatlemania.

One of the first things that struck me as I reviewed the list of Beatles songs on
the Top 40 was how many great songs were missing. With nineteen singles reach-
ing the Top 40 in 1964, there was hardly room for more, so plenty of deserving
songs were overlooked. Here is a partial list of songs, all released before 1965,
which are now universally popular but never charted on the Top 40 (they may
have charted on the Hot 100): “There’s a Place,” “From Me to You,” “All My Lov-
ing,” “Please Mr. Postman” (not a Beatles composition, but still a great perfor-
mance), “I Should Have Known Better,” “If I Fell,” “Tell Me Why,” “Things We
Said Today.” There is little doubt (in my mind, at least) that any one of these
songs could have topped the charts if it weren’t for the competition presented by
other Beatles songs.

SEPTEMBER 1964 #1 OH, PRETTY WOMAN—ROY ORBISON

“h, Pretty Woman” held the #1 position for three weeks in the summer of 1964

and was the high watermark in Roy Orbison’s career. With a simple, straight-

forward arrangement, it was markedly different from Orbison’s previous hits.

What it lacked in orchestration was compensated by a driving rock-and-roll

rhythm, and where Orbison’s voice would previously ascend to angelic heights,

it now descended to a lustful growl. The song has him idly watching a pretty

woman as she walks past him, while he imagines being able to seduce her. The

growl became a trademark of sorts and helped Orbison seem less pathetic than

his previous material had painted him to be. He even

The growl gives the song an upbeat ending, when the mysterious
became a woman turns around and walks back toward him.

After “Oh, Pretty Woman,” Orbison was destined for

trademark of change, some drastic and some devastating changes. He

sorts and changed labels, from the small, independent Monument

to the corporate monolith of MGM. He, along with just

helped Orbison about everybody, was overrun by the British Invasion,

seem less and his records became less and less popular. His last

entry on the Top 40 was in May 1966, with an incongru-

pathetic than ous song called “Twinkle Toes.” In June 1966, tragedy

began to take away what remained of his life when his

wife was killed in a motorcycle accident. Then, two years

his previous

material had later, two of his three children died when his house caught
fire.

painted him After an understandable period of mourning and con-

to be. fusion, Orbison returned to music with his credibility and
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talent firmly intact. Before his untimely death by a massive heart attack on
December 6, 1988, he became a member of the mega-superstar group “The Trav-
eling Wilburys” and was subsequently inducted into the Rock and Roll Hall
of Fame,

SEPTEMBER 1964 #2 DANGING IN THE STREFT—
MARTHA AND THE VANDELLAS

B ecause the Eddie Holland-Lamont Dozier-Brian Holland songwriting and pro-
duction team had proved capable of churning out hits for Martha and the
Vandellas, Berry Gordy thought they might be the right team to salvage his floun-
dering pet project, the Supremes. Martha Reeves felt slighted, perhaps rightfully,
since she was recording hits while the Supremes couldn*t get themselves arrested.
So William “Mickey” Stevenson, head of A&R at Motown and Holland-Dozier-
Holland’s boss, took charge of Reeves’s next single. Using a song he had cowritten
with Marvin Gaye, Stevenson produced what was destined to become Martha
and the Vandellas’biggest hit and the ultimate rock-and-roll urban anthem, “Danc-
ing in the Street.”

By 1964, the original Vandellas had undergone significant personnel changes
and lost any sense of identity. To compensate, Stevenson himself sang backing vo-
cals, along with Marvin Gaye and staff writer Ivy Hunter. Motown songs were
usually anything but subtle when it came to establishing a rhythmic base. Gordy
wanted to be certain that nobody, not even the fan with two left feet and no sense of
time, would miss the downbeat, and this is evident on “Dancing in the Street.”
Stevenson used percussion instruments liberally and reportedly even had snow-
tire chains repeatedly dropped on the floor on beats two and four. The song held the
#2 position for two weeks, blocked from the top spot by Manfred Mann’s “Doo Wah
Diddy Diddy.”

In light of the social unrest and urban rioting that followed in the late ’60s, this
song has since been interpreted as a call to arms, but noth-
ing could have been farther from the truth. After all, we’re By 1964, the
talking about Motown, Berry Gordy’s Motown, and we're .
talking about 1964. At the time of its release, social up- original
heavals were certainly fermenting, but the nonviolent tac- Vandellas had
tics espoused by Martin Luther King Jr. were the norm.
Furthermore, the lyrics issue a call to dance, not to riot. If undergone
music did have the power to influence mass behavior, then significant
“Dancing in the Street” should have served as a pacifier,
not an instigator. The meanings that have since been ap- personnel
plied might add to the song’s appeal, but unless you are changes and
willing to believe that Motown started the protest-music lost
phenomenon a full two years ahead of schedule, then it is 08l any senss
plainly not an intentional interpretation. Unfortunately, of identity.
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once a song is misinterpreted, it can forever be seen as something it most defi-
nitely is not.

It seems that every two years, a major artist sees fit to “update” “Dancing in the
Street,” but one by one these alternative versions fade into obscurity while the
original lingers on. Artists as well-known and diverse as the Kinks, Laura Nyro,
the Mamas and the Papas, Van Halen, the Grateful Dead, and even David Bowie
and Mick Jagger have each taken stabs at it, but they always fall well short of the
majesty of the original by Martha and the Vandellas.

SEPTEMBER 1964 #5 REMEMBER [WALKIN' IN THE SAND]—
THE SHANGRI-LAS

l]n practically all of their hit records, the Shangri-Las and producer George
“Shadow” Morton took the inherent dramas and insecurities of female teenage
life and exaggerated them beyond any reasonable proportion. Everything about
this record is overdone, from the melodramatic howls of the harmonies to the
shifting dynamics of the instrumentation. Even the seagull sound effects are ex-
aggerated to the extreme; if I ever came across that many screaming birds while
walking on the beach, I'd run for my life (or at least be very careful where I
stepped). The towel-wringing sobbing of the lyrics is a bit over the edge, as well.

The Shangri-Las consisted of two pairs of sisters, Maryann and Margie Ganser
and twins Betty and Mary Weiss. Their tough appearance was consistent with
their hometown of Queens, which had a tendency for breeding teenagers with
thick accents who smoked and/or chewed a lot of gum. Morton produced them and
recorded the original seven-minute demo ver-
sion of his composition, “Remember (Walkin’ in
the Sand).” Songwriters Jeff Barry and Ellie
SEPTEMBER 1964 . Greenw1.ch heard th.e song .and loved it, but
LET IT BE ME— thought it needed a little editing. The final ver-
JERRY BUTLER AND BETTY EVERETT sion was released on Jerry Leiber and Mike
Stoller’s Red Bird Records and reached #5.

The blithe innocence portrayed by earlier girl
groups was chewed up and spat out by this group of greaser girls. This wasn't a
song about dreaming or unattainable love; it was real life in the form of a teenage
soap opera. The other girl groups may have imagined what it was like to date
such-and-such a boy, but the Shangri-Las were determined to know firsthand. On
“Remember,” lead singer Maryann Ganser finds out the hard way when she is
unceremoniously dumped. She is out of her mind with grief, and then those damned
birds start attacking her. What is a lovelorn teenager to do? Morton and the
Shangri-Las were only getting started. They would soon perfect their combina-
tion of camp and drama. Future songs would leave a trail of dead bodies and
disaster longer than a late summer hurricane, and somehow it would all be in the
name of good, clean fun.
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SEPTEMBER 1964 #24 DUT OF SIGHT—JAMES BROWN

l.lames Brown was stillborn on May 3, 1933, in South Carolina, and if it weren’t
for the tireless efforts of his Aunt Minnie, who somehow managed to revive
him, he never would have known life. His parents split up while he was very
young, and his father initially took responsibility for raising him. Times were
tough, and young James was soon placed with his life-saving aunt, who lived in a
roadhouse brothel, before he was six years old. To make money, he shined shoes,
delivered groceries, picked cotton, anything that would help make ends meet.
Soon forced by zoning authorities to relocate, he picked up his new life in Au-
gusta, Georgia. With new friends, hustling soon led to hooliganism, but music
had developed into an important positive force in his life. By age eleven, he was
singing for talent shows at local theaters and often won first place. Because of his
poverty, musical instruments were far from plentiful. Nonetheless, Brown man-
aged to learn how to play some drums and organ to add to his already impressive
singing ability.

He put together a small band, but before they could get off the ground, Brown
was arrested for breaking into automobiles and sentenced to eight to sixteen years.
Released in June 1952 for good behavior, he
formed a group called the Flames and began to
perfect his showmanship. The band’s popular-
ity grew enormously in their hometown area,
but anything larger seemed out of reach. Before ;?:E::;:_‘?:: BEATLES B
his own international stardom, Little Richard

came to town. The Flames played at the same SEPTEMBER 1964 428
show, and Little Richard was simultaneously im- SLOW DOWN—THE BEATLES

pressed and disturbed by the rivalry. He sug-
gested that the Flames use his management, and
all at once doors began to open. When Little Richard hit it big and was touring
the country, James Brown and the Famous Flames covered his local obligations,
taking the stage as Little Richard and the Upsetters, where they even performed
“Tutti Frutti.”

The Famous Flames recorded a demo of “Please, Please, Please,” which at-
tracted the interest of King Records, with the unfortunate exception of label owner
Syd Nathan, who despised the record. Convinced that it wouldn’t sell, he released
it nationally on his subsidiary label, Federal, just to prove that his instincts were
correct. “Please, Please, Please” was a slow boiler, but Nathan eventually had to
admit he was wrong, particularly when sales crossed the one million mark. Sub-
sequent releases floundered, though, and by 1957, the Flames had broken up.
With a new band, Brown recorded “Try Me” and “Bewildered.” Despite the fact
that he received little, if any, support from Nathan, “Try Me” managed to climb to
the #1 spot on the R&B charts.

The live shows got better and better, and soon Brown and the (new) Famous
Flames were costarring, then starring, at the Apollo Theater. An appearance on
American Bandstand and the earth-shattering album James Brown Live at the

s



L/ AMERICAN HIT BADID

Apollo cemented his reputation. This newfound fame brought with it some changes.
For one, his exposure through the media introduced white audiences to his mu-
sic. Nineteen sixty-three was a trying time for the civil rights movement, and
Brown found himself drawn into the thick of it. When some southern venues
insisted on segregated seating, Brown refused to play any show unless the crowd
was integrated. Another significant result of his fame was Fair Deal Records, a
production company Brown formed with his manager, Ben Bart.

With Fair Deal, Brown got the freedom to do whatever he pleased. Ignoring his
contract with King, he solicited other record labels. Smash Records, a subsidiary of
Mercury Records, sponsored Fair Deal and allowed Brown to produce sessions and
record a veritable grab bag of styles—such as big band arrangements of R&B songs,
gospel, pop songs, and soul-based instrumentals. Emboldened by his success and
the somewhat surprising lack of interference from King, he began to record some
original material for his new label. Brown wanted a different sound for his new
songs and found the essence of what he was looking for in musical director Nat
Jones and the Parker brothers, Melvin (drums) and Maceo (baritone sax).

“Out of Sight,” the first single this team developed, had no precedent. Even the
most innovative of Brown’s previous records did not suggest the daring rhythmic
inventions of this song. More amazingly, it only hinted at the revolution that would
follow. Almost instantly after its release, “Out of Sight” became a big hit on both the
R&B and pop charts. Nathan was quiet no longer. He issued an injunction against
Smash Records, preventing it from releasing records with Brown’s voice. After a
significant amount of haggling, a new deal was negotiated, and Brown returned to
King. What Nathan did know was that “the hardest working man in show busi-
ness” had gotten a much better deal for himself. What he didn’t know was that
Papa had a brand new bag.

OGTOBER 1964 #1 LEADER OF THE PACK—THE SHANGRI-LAS

LEADER OF THE PACK
a comic drama in one act

Characters: Betty—a teenager with a mad crush on Jimmy
Jimmy—a James Dean-type biker; he’s good-bad, but he’s not evil
The Parents—authoritative naysayers #1 and #2
Maryann, Margie, and Mary —nonauthoritative naysayers
#1, #2, and #3

Scene: a suburban strip-mall parking lot
SCENE ONE
The scene opens with Maryann, Margie, and Mary standing around the parking

lot after school, flirting with the boys and dishing the dirt on their classmates.
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Suddenly, Betty, the subject of the hottest gossip, appears. She is wearing an ill-
fitting motorcycle Jacket that is torn and has traces of bloodstains. She carries
her books pressed close to her chest, making it easy for her friends to see her
hands. She seems bummed out.

MARYANN: Is she really going out with him?

MARGIE: Well, there she is, let’s ask her. Betty, is that Jimmy’s ring you’re wear-
ing?

BETTY: Mm-hmm.

MARGIE: Gee, it must be great riding with him. Is he picking you up after school
today?

BETTY: Mm-mm.

A pregnant pause. Apparently, that was a really stupid question. Sensing the
gaffe, they all chime in.

MARYANN, MARGIE, AND MARY: By the way, where’dja meet im?

BETTY: I met him at the candy store. (She points toward the strip mall.) He
turned around and smiled at me, You get the picture?

MARYANN, MARGIE, AND MARY: Yes, we see....

I could go on like this for the entire song, but I'd rather not upset the publisher.
Anyway, that’s how she fell for “The Leader of the Pack.”

Betty just couldn’t help falling in love with this doe-eyed loser, Her parents were
scandalized by the mere thought that their precious daughter would date this creep,
so they insisted that she’d better go and find somebody new.
To compound Betty’s grief, motorcycles keep driving by while Just in case
she tells us her sad tale of woe. She tells Jimmy that it’s
over, and he sorta smiles and runs away, to hide his tears. you didn't get
She begs him to go slow, but whether he heard.... The record the point the
then features a skid that in reality would have to be a quar- P

ter-mile long. Judging from the sound of the crash, poor first time, the
Jimmy slammed into the side of a glazier’s truck while Betty record then
watched horrified, screaming, “LOOK OUT, LOOK OUT,

LOOK OUT, LOOK OUT!” reprises the

I guess her parents won’t have to worry about that both- skidding sound
ersome Jimmy anymore. Just in case you didn't get the L ’
point the first time, the record then reprises the skidding but this time
sound, but this time it’s long enough to carry Jimmy into it's lang enough
the next county. Who knows, maybe he lives. The Shangri- g g
Las’ next hit, “Give Him a Great Big Kiss,” sure does sound to carry -limmy
like it could be about him. It’s more likely, though, that into the next
Betty never learns her lesson and picks up with another
biker. Oh boy, what a prize. county.
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OCTOBER 1964 #1 BABY LOVE—THE SUPREMES

he Supremes complained that Eddie Holland, Lamont Dozier, and Brian Hol-

land were giving them what they considered to be “baby songs.” They knew
the tougher work the songwriters produced for Martha and the Vandellas and
wanted to sing something with a similar bite, such as “Heat Wave” or “Dancing
in the Street.” This is ironic, since Martha Reeves eventually complained that
the Supremes were getting first pick of available material. The Supremes’
complaint, though, was valid; “Baby Love” is painfully simple. Like “Where Did
Our Love Go,” it is nothing more than a round of verses that repeats itself over
and over, but Holland-Dozier-Holland knew their starlets well. Diane Ross’s
breathy delivery was anything but appropriate for belting out a tune like
«“Heat Wave,” and they were cautious enough to supply gentle melodies that
required a coquettish, flirty charm, something Ross could do even without sing-
ing. The simplicity of the song structure would enhance her interpretation, not
hamper it.

The success of “Where Did Our Love Go,” forever implanted Ross as the
Supremes’ lead singer, which was a stroke of commercial genius. Casual listen-
ers immediately recognized her distinet sound on “Baby Love” and bought it in
droves, sending it to #1 for four weeks. Holland-Dozier-Holland reportedly wrote
“Where Did Our Love Go,” “Baby Love,” and the Supremes’ next single, “Come
See About Me,” at one brainstorming session. Three songs, three #1 hits—not a
bad day’s work. The Supremes may not have known it, but they were cornering
the market on simple, feminine love songs, probably the largest individual seg-
ment of popular music that existed at that time.

OCTOBER 1964 #7 YOU REALLY GOT ME—THE KINKS

Most of the English Invasion bands had images that could be summed up in a
few choice words, but not the Kinks. How can you summarize a band that
dressed like dandies but fought like pro wrestlers? They were a remarkable band,
but the fact remains that they were a complete mess. Their early hits sound like
they barely managed to happen. “You Really Got
Me,” “All the Day and All of the Night,” “Dedi-
cated Follower of Fashion,” etc., are all excel-
lent, but they seem to be on the brink of col-

OCTOBER 1964 #3 lapse
COME A LITTLE BIT CLOSER— ) . : :
JAY AND THE AMERICANS Ray Davies, the chief songwriter and vocal-

ist, was the core of the group. His brother, Dave,
played guitar and occasionally wrote and sang.
The other two members were Mick Avory on drums and Pete Quaife on bass. In
1965, the Kinks were billed as the opening act for the Hollies and the Dave Clark
Five. Since they had no hit recording, their primary purpose on the tour was to
play familiar material so the following bands could adapt their sounds to suit the
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buildings’ acoustics. Eventually, the Kinks began to “sneak in” one of their own
songs, and the audience reaction was positive. They convinced Pye Records to let
them record the song, with the understanding that they would also record more
commercial material. Shel Talmy acted as producer, and “You Really Got Me” was
recorded with four other songs, but Davies wasn’t satisfied. The sound wasn’t
right, and he insisted that they have the opportunity to rerecord the song. To
appease the band, Pye gave them £200, assuming they would realize they were
just wasting time and money. In three hours, the band slammed through the
version we know today.

Dave Davies’s guitar part (although it is sometimes rumored to be J immy Page’s)
was as influential as a guitar part could be. The anarchy of his solo opened up the
door for more noisy guitarists than you can shake an out-of-tune stick at. The
band’s teetering performance has also left an indelible impression on rock and
roll. “You Really Got Me” was an international hit, and the Kinks were so im-
pressed with its success that their next single was a slightly different version of
the same song, called “All the Day and All of the Night.”

DECEMBER 1964 #1 1 FEEL FINE—THE BEATLES

It’s amusing today to think how the executives at Capitol Records complained
about the feedback at the top of “I Feel Fine,” assuming it was some gross
oversight that was never removed from the tape. In light of future events in
popular music, these same executives must have experienced a potent dose of
culture shock. Granted, in 1964 feedback wasn’t

normally induced deliberately, but the Beatles
weren’t a normal band, either. They had devel- m
oped a fascination with the technical aspects NOVEMBER 1964 ii

of the recording stgdio and were eager to ’add COME SEE ABOUT ME—THE SUPREMES
new sounds to their palette. The way things
turned out, the noisy guitar intro was the NOVEMBER 1964 2
Beatles’ first step into the mysterious world of SHE'S NOT THERE-THE ZOMBIES
tape effects and electronically generated sound.

The riff that Ray Charles introduced on
“What’d I Say” proved to be a pretty useful
starting point for a number of rock-and-roll
songs. Structurally, it was nothing more than
an arpeggiated blues progression, but its very
simplicity made it functional to later
songwriters. Some variations were parochial
while others were so imaginative that it was
difficult to trace the source of their inspiration. “I Feel Fine” was among the
latter. The notes of the guitar phrase that run throughout the song and the
structure of the rhyme are similar to those on “What’d I Say,” but the tone of the
guitar and the arrangement of the notes combine for the ultimate example of a

GREAT MISSES

NOVEMBER 1964 #9
I'M GONNA BE STRONG—BENE PITNEY
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rock and roll “hook.” It catches you, pulls you in, and holds you until the record
is over.

Can you believe it was only eleven months since the Beatles first hit our shores
with “I Want to Hold Your Hand™? They were given the impossible task of living
up to the expectations generated by the hysteria of Beatlemania, and against all
odds, beyond anybody’s wildest expectations, they lived up to, then surpassed, all
of it. Measuring musical growth is among the most subjective of topics, but who
would deny that we all emerged from 1964 with a completely different perspec-
tive than we had going in? There was a brave new world ahead, and Americans
had chosen the Beatles to carry the torch. To quote R.E.M,, “It’s the end of the
world as we know it, but I FEEL FINE.”

DECEMBER 1964 #4 SHE'S A WOMAN—THE BEATLES

n England, the single “I Feel Fine”/“She’s a Woman” was released dry as a bone
(that is to say, without any treatments). For the American release, Capitol Records
had such little respect for the Beatles’ artistic vision that they indiscriminately
drenched both sides of the single with near-insane levels of reverb. Who did they
think they were to disregard the artists’ intent and alter the finished product so
drastically? Well, maybe I'm crazy, but I have to admit it; I like it better with the
reverb. A lot better. T don’t know, maybe it’s because I grew up with the modified
version and have grown accustomed to it, but when 1 heard the single as it was
intended, it sounded naked and flat. The reverb gave these titles an atmosphere—
a lot of atmosphere—as though they were recorded in Genghis Khan’s bathroom
or at Shea Stadium before anybody showed up. This big-

The reverb gave
these titles an
atmosphere—a

Iot of atme-
sphere—as
though they
were recorded
in Genghis
Khan's bath-
room or at Shea
Stadium before
anybody
showed up.

ness suited the Beatles, at least from my adolescent Ameri-
can perspective. Admittedly, Paul McCartney’s ingenious
bass line becomes inaudible under the extra noise, and
the harshness of the guitar strokes becomes exaggerated
to a fault, but the overall effect is exciting. Who wasn’t
thrown when, after the intro, the band entered and de-
fined the clonk-clonk-clonk rhythm guitar as upbeat
strokes played strictly against the rhythm? Usually, ac-
centing the upbeat on a rhythm instrument is an indica-
tion of a reggae beat, but here the structure is so strict
that it doesn’t apply. There is none of the relaxed elastic-
ity that is typical of reggae (or ska, or bluebeat, or rock
steady). Instead, the rhythm relentlessly ticks on, like a
grossly amplified clock. The tempo is not the only thing
that sounds strict, either. McCartney’s voice displays a
wisdom that eclipses his age (and our impression of his
personality). When he sings “My love don’t give me pre-
sents, I know that she’s no peasant,” there isn’'t a trace of
humor or youthful playfulness in his voice. This isn’t a
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song about holding hands, that’s for sure. Long before he ever reduced his cre-
ative expression to the level of wimpiness shown on “Silly Love Songs,” McCartney
was singing a love song that was anything but silly.

DEGEMBER 1964 #1 YOU'VE LOST THAT LOVIN' FEELING—
THE RIGHTEOUS BROTHERS

'I'he Righteous Brothers consisted of Bill Medley (the deep voice) and Bobby
Hatfield (the high voice). Together, they are credited for inventing what has
since been referred to as “blue-eyed soul.” They grew up in Southern California
and sang for a while in a group called the Paramours. When singing duets, they
realized their styles complemented one another, so they soon left the group and
continued as a duo. Black members of their audience who appreciated their
artistry dubbed them “righteous brothers,” and the name stuck. They subse-
quently recorded a silly rock-and-roll song that Medley wrote called “Little Latin
Lupe Lu” for Moonglow Records and were hired as regular performers on the
television show Shindig. When they came to the attention of Phil Spector, he
signed them not only because he saw their potential, but also because he sensed
he could finally break away from the sophomoric girl-group songs with which
he had become identified. Songwriters Barry Mann and Cynthia Weil were the
perfect vehicle for his new direction. With some structural input from Spector,
they wrote “You've Lost That Lovin’ Feeling” and had it ready for the Righteous
Brothers to record.

When the song was finished, Spector feared that its three-minute-and-forty-
six-second length would bar it from AM radio playlists. To solve the problem, he
simply had “3:05” printed on the record label, and the ruse apparently worked.
“You've Lost That Lovin’ Feeling” reached #1, where it remained for two weeks.
With a tempo that resembles a funeral dirge and an an-
them-like structure that takes nearly four minutes to un- When the sang
fold, the Righteous Brothers hardly seemed to have a typi-
cal 45 RPM single. And if you listen to the song all the was finished,
way th}‘ough, youlll see that it isn’t typical at all; it’s ex- Spector feared
traordinary.

I must admit that when I was younger, I didn’t think that its three-
much of “You’ve Lost That Lovin’ Feeling.” Back then, the minute-and-
“has a good beat and you can dance to it” syndrome that
was promulgated week by week on American Bandstand forty-six-
was a fairly accurate description of what kids wanted. The second length
single sounded too slow, so slow that you had to check the
record player to be sure it didn’t accidentally switch to 33 would bar it
RPM, and the lyrics were about something I didn’t yet from AM radio
understand. As I got older, I grew into the song. By the
time I reached adulthood, “Lovin’ Feeling” became a means playlists.
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by which I could tear my heart out if I was feeling particularly vulnerable. Spector
finally found a therapeutic value for his wall of sound. Instead of bowling you over
with bigness, he burrows his way into your soul and exposes your fear. The spar-
ring vocal that builds to the final climax is one of the most expressive moments in
modern music. With Medley’s angst-ridden pleading and Hatfield’s uninhibited echo,
the entire spectrum of anguish and heartbreak is nakedly laid out. For a few sec-
onds, it actually makes the hurt feel good. “You've Lost That Lovin’ Feeling” may
have been too much for a kid, but it was a godsend for everybody else.

DECEMBER 1964 #6 HOW SWEET IT IS (10 BE LOVED BY YOU|-
MARVIN GAYE

he hit streak that Marvin Gaye began in 1963 continued unabated throughout
1964 with “You're a Wonderful One” (#17), “Try It Baby” (#15), and “Baby Don’t
You Do It” (#27). He also had a pair of hits duetting with Mary Wells. Still, his
dream of being a popular middle-of-the-road vocalist gnawed at him. Motown
boss Berry Gordy failed to see the commereciality of such a project, but he was
intrigued by the prestige that would result if it was successful, so he stayed out of
Gaye’s way. At his own expense, Gaye released two albums of Tin Pan Alley-
inspired material, but the public didn’t take the bait. In concert, audiences would
flock to see the singer of “Pride and Joy” and “Can I Get a Witness.” Instead, Gaye
would often sing idiosyncratic versions of songs like “Me and My Shadow,” (with
a top hat and cane, no less) or “T'll Be Around.” Almost apologetically, he would
then sing his hits in an abbreviated medley that left his audience, at best, con-
fused. Because of serious bouts of stage fright, he would occasionally have diffi-

culty going on stage at all.
When these Tin Pan Alley albums flopped, Gaye reluctantly realized that his
fans were more interested in his pop hits. Although he

When these disliked straining and screaming his way through them,
he began to sing his hits in concert. This change of heart
Tin Pan Alley came just in time for the Teenage Awards Music Interna-

tional Show (T.A.M.I), which was broadcast internation-
ally and featured a blistering, classy performance by Gaye.
flopped, Gaye Gaye’s next single was “How Sweet It Is (to Be Loved
by You).” More relaxed than his previous outings, it was
also his best recording to date. Written and produced by
realized that the Eddie Holland-Lamont Dozier-Brian Holland team,
his fans were the song was finally something that did not run counter
to Gaye’s personal taste. The gentle, loping rhythm sup-

more inter- ported lyrics that he could dedicate to his wife (and the
ested in his boss’s sister), Anna. Despite his image as a ladies’ man,
he was usually shy around women. Of course, this only

pop hits. added to his appeal, but at least superficially, Gaye

reluctantly
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wanted no part of it. Before his marriage was eventually strained to the break-
ing point, “How Sweet It Is” was a wonderful testament of love.

JANUARY 1365 #1 DOWNTOWN—PETULA CLARK

As remarkable as it now seems, Petula Clark began her professional career in
1941, when she was nine years old. “Wait a minute!” I can hear you saying.
“That would mean that by the time of her first international megahit record, ‘Down-
town,’ she was a seasoned professional entertainer with more than twenty years of
experience in the business.” Yup, that’s correct. This set her apart from other Euro-
pean-based popular entertainers of the ’60s, who mostly were young up-and-com-
ers. Clark was in a class all by herself. By the time the beat-group era reached full
swing, she had already charted with numerous U.K. Top 10 hits but remained a
nonentity in the United States. Two things conspired to change that completely.
The first was Clark’s uncanny ability to adapt to new trends without compromising
her artistry or her integrity and, most importantly, without seeming out of place.
The second was the sudden influx of all things English onto the American charts.

In the early ’60s, Clark teamed up with a new producer named Tony Hatch who,
rather fortuitously, was also a talented songwriter and arranger. Her first record-
ing of a Hatch composition and arrangement was the timely “Downtown,” which
kicked off their relationship with a resounding bang. The song became immensely
popular in the UK., in an age when American labels would pick the meat off the
U.K. charts and save the bones for soup, so of course Warner Brothers picked up on
it and was rewarded with a #1 hit. It later earned a Grammy award, along with “I
Know a Place,” for best single of the year.

“Downtown” featured a gigantic, dynamic arrangement, capturing the feel of
swinging nightlife in London, which had recently been catapulted into the spot-
light as the fashion and entertainment capital of the world. Although the image of
Swinging England was to be relatively short-lived, in the mid-'60s everything that
came from the city was imbued with a sense of immediate importance. Clark was
certainly talented, but she was also in the right place at
the right time, singing the right song. Of course, the lyrics "Downtown”
were generic enough to apply to virtually any metropolis, featured a
and audiences easily related to the imagery of a city filled
with exciting and stylish people. gigantic,

Although “Downtown” was the first, a number of other dvnamic
songs at this time would pay tribute to city life. These in- y
cluded “The ‘In’ Crowd” by Dobie Gray. Unlike “The ‘In’ arrangement,
Crowd,” though, “Downtown” seems to lack any sense of capturing the
exclusivity. Both celebrate the nightlife of the new hip cul- P g
ture, but Clark sounds as though she would be just as happy feel of swinging
window-shopping as dancing the night away. While Gray inhtlife i
sings almost menacingly about how cool he is, “Downtown” nightiite in
sounds like a musical prototype of The Mary Tyler Moore London.
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Show. “Gee, it sure is great to be in the city. 'm so happy I think I'll throw my hat
into the air. ’'m gonna make it after all.” Just as London and the rest of Great
Britain began to lose the last vestiges of greatness, “Downtown” clung to the prom-
ise of a new life.

JANUARY 1365 #1 MY GIRL—THE TEMPTATIONS

'I'he Temptations’ ninth single was “The Girl's Alright with Me”/“I'll Be in Trouble,”
and it was the last single that any of the Temptations would take a hand in
writing. At Motown, Berry Gordy liked to make a distinction between the artists,
the producers, and the writers. In his mind, writing and production were on one
side of the fence, and recording artists were on the other. He did not welcome it
when artists attempted to supply their own material, so whatever inclination the
Temptations may have had to write their own songs was suppressed. (This would
become a point of contention when artists like Marvin Gaye and Stevie Wonder
wanted to flex their creative muscle later in the decade.) Gordy would assign writ-
ers and producers to specific artists as rewards for a job well done. With this for-

mula, artists who got hot usually stayed hot while

many, many others floundered on the sidelines.
Once the Temptations got their first hit, they were
JANUARY 1965 5 among the elite and got the full star treatment

HOLD WHAT YOU'VE EOT—JOE TEX ﬁ.'om the l.abel. Gordy may not have been recep-

tive to their own writing efforts, but he made cer-

JANUARY 1965 WG tain they received material that, at least com-

TELL HER NO—THE ZOMBIES mercially, impressed them and diminished their
desire to supply their own songs.

;SIAI:I':I[\:I_V Sl:llli E}:MK[ 4 Occasionally, Gordy or Norman Whitfield would

produce the band, but usually Smokey Robinson

was asked to rework his magic. For the Tempta-
tions’ eleventh single, he paired up with one of his

BREAT MISSES group mates from the Miracles, Ronnie White, to

write a song that would be the male’s response to

JANUARY 1965 it Mary Wells’s hit of the previous year, “My Guy,”
THE NAME GAME-SHIRLEY ELLIS which Robinson also wrote. “My Girl” proved to be

a watershed in the Temptations’ career and one of
the most memorable songs of Motown’s golden era.

What an amazing riff this song has. This could very well be the most famous and
well-loved musical phrase of the rock and soul era. The middle section, where ev-
erything breaks down to the opening bass and guitar line just before the orches-
trated instrumental break, is sheer heaven, a perfect moment in pop music. It was
so contagious upon first listen that everybody who heard it was immediately smit-
ten. Even thirty years later, “hey, hey, hey” is an instantly identifiable phrase. This
song can induce nostalgic thoughts more readily than most anything else, as is
testified by its use in numerous movies and television shows.
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Most previous Temptations hits featured Eddie Kendricks on lead, but here David
Ruffin is featured for the first time on a single. His husky baritone is quite distinct
from Kendricks's falsetto-range tenor, but the production and backing vocals helped
make it recognizable as a Temptations record. Visually, there was never any doubt
who the Temptations were. Their snappy turn-on-a-dime dance routines set them
apart from other singing groups. Back when he was a member of the Primes, Paul
Williams handled most of the choreography. His original ideas and perfectionism
made the group as sharp as any other in the Detroit area, but once Motown en-
listed the services of choreographer extraordinaire Cholly Atkins, the Temptations
were no longer simply one of the sharpest dancing groups in the business, they
were the best. The combination of memorable stage moves and great songs was
perfect for television and live appearances. When millions of fans saw them for the
first time singing and dancing to “My Girl” on The Ed Sullivan Show, the Tempta-
tions were seen as the most exciting and visceral groups from Motown.

JANUARY 1965 #13 THE “IN” CROWD—-DOBIE GRAY

ﬂoming from a sharecropper’s family in Texas, where he was one of eight chil-
dren, hardly made Dobie Gray a likely candidate to be singing about his status
among the paparazzi and the glitterati. But Gray wanted to sing, and he knew he
would have to go to the city to do so. His ambition led him to Los Angeles, where he
answered an ad placed by Sonny Bono, who was looking for talented singers in his
pre-Sonny and Cher days. Gray had a minor hit in 1963 called “Look at Me” (#91),
but it was his next record that would make a deep impression in both the U.S. and
particularly in the U.K.

In America, “The ‘In’ Crowd” brought to mind fancy nightclubs with an even
fancier clientele. Gray, who cowrote the song, captured how it felt to be on the right
side of the right door while hanging with a fast crowd. The record exuded a cool
confidence and a slight sense of danger that made Gray and his ‘in’ crowd seem
untouchable. At a time when attitude ruled, few songs were as defiantly cool as
“The ‘In’ Crowd.” The Ramsey Lewis Trio would cut a jazzy instrumental version of
the song that by summer would chart even higher than Gray’s original. Still, he
never could have predicted just how relevant his song would be in England.

The English obsession with African-American music had taken on some pretty
strange and diverse permutations, from skiffle to trad jazz
to electric blues to the beat movement, and finally to the
mod movement. By the mid-'60s, England was up to its ear-
lobes in groups that had been inspired mostly by American and the more
R&B, and these bands triggered a fashion boom that was so abscure the
powerful it began to eclipse the music that spawned it. The
teenagers who signed on to the fashion trend fancied them- song, the more
selves as the “mods.” Before there were mods, there were appealing it
the “rockers.” The English rockers were a product of the early pp L
part of the decade. They had been raised on American rock was.

The newer
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and roll from the ’50s and dressed in the simple jeans and leather of their heroes, like
Gene Vincent, Eddie Cochran, and the king, Elvis Presley. The mods, on the other
hand, considered themselves to be the latest, hippest, newest, most modern human
beings on the face of the earth. The rockers were their nemesis, and bloody summer-
time battles between the two factions were regular occurrences at the English resort
towns and inspired fear in the rest of the population.

Fashion was king among the mods, and styles were formulated with a nearly
insane attention to detail. A difference of one inch on a hemline or a jacket’s side vent
made all the difference. Despite the uniformity, exclusivity was the key, and when
fueled by fistfuls of pills, these hyped-up, dandified teenagers with dilated pupils and
no appetite would dance (or hop in place, really) to the latest American disks. The
newer and the more obscure the song, the more appealing it was. Released right at
the onset of this uniquely English phenomenon, “The ‘In’ Crowd” inadvertently de-
fined the scene perfectly. Virtually unknown, Gray was automatically considered
“hip.” The record’s American R&B sound also made it a shoo-in among the fanatical
purists. The mod movement would eventually spawn its own groups, notably the
Who and the Small Faces, but songs like “The ‘In’ Crowd” provided the impetus to
keep the movement inspired.

After releasing “The ‘In’ Crowd,” Gray would have trouble finding an adequate
follow-up single. Eventually, he put music aside for acting, including a stint as a
cast member of the musical Hair. He would not return to the Top 40 until eight
years later, with the seminal and transcendent “Drift Away.”

JANUARY 1965 #18 GIVE HIM A GREAT BIG KISS—THE SHANGRI-LAS

hen I say I’'m in luv, you best believe I'm in luv, L-U-V.” I know the girl-group
songs were supposed to sound dumb, but this dumb? Producer George
“Shadow” Morton dedicated all of his energy to the Shangri-Las, and he lavished
them with ideas that were drawn directly from Jerry Leiber and Mike Stoller (the
story-line song) and Phil Spector (the hugeness of it all). The dumbness of “Give
Him a Great Big Kiss” is really nothing less than genius. In fewer than three
minutes, it encapsulates what it really must have been like to date in the ’60s
while still in high school. Relationships weren’t just between boyfriend and girl-
friend; all of the couple’s friends had to know what was going on, as well. While
the guys probably wanted to know if he got to third base, the girls were more
concerned with aesthetics, and her friends no doubt would have different ques-
tions. Since this is a girl-group song, it’s the aesthetic questions that we hear:
“What color are his eyes?”
“I dunno, he’s always wearin’ shades.” (Ha!)
“Yeah? Well, I hear he’s bad.”
“Mmmm, he’s good bad, but he’s not evil.”
Best of all, when asked how he dances, the girl finally condescends to her inter-
rogators and replies, deadpan, “Close. Very...very...close.” Bada-boom, crash.
These spoken pieces of dialogue are sprinkled throughout the song and repre-
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sent some of the premier moments in rock and roll record-dom. “Give Him a Great
Big Kiss” is, on its own terms, perfect. It’s got everything: humor, sass, camp,
attitude—and it’s dumb. Very...very...dumb.

FERRUARY 1965 #1 EIGHT DAYS A WEEK—THE BEATLES

B y 1965, the Beatles were physically exhausted. They moved from place to place
as though they were inside a bubble, protected (i.e., isolated) from the outside
world, yet constantly on display. The weary faces that stared back at us from the
covers of their fourth English album (Beatles for Sale) and their fifth American
Capitol release (a compilation of songs from their first English album, titled The
Early Beatles) looked washed out, almost like the face of a president at the losing
end of a four-year term. They put everything they physically could into their
careers, yet they felt as though they were running (sprinting, actually) in place.

“Eight Days a Week” was intended to be an album cut only, but Capitol ex-
tracted it for single release. Like “A Hard Day’s Night,” the title was taken from
an expression of Ringo’s, decrying their ungodly work schedule. Although their
pace took an emotional toll, they were not artistically spent. On “Eight Days a
Week,” the Beatles turned a shortcoming into an opportunity by writing one of
the most optimistic love songs of their career. Whatever tenuous ties the Beatles
may have had with R&B were broken, as they instead embraced full-tilt pop as
their medium of choice. The Beatles seemed to have a sixth sense that perfectly
gauged their times. Now that they had given youth culture an identity, they art-
fully pursued the task of supplying this bright-eyed generation with appropriate
music. As “Eight Days a Week” fades in (perhaps the first time anyone used a
fade-in), it heralds the arrival of the “new” ’60s —the golden half-decade of popu-
lar music. A heady optimism took hold, and the Beatles swept us away on a wave
of positive expectations. Like overworked midwives at a difficult birth, their drawn-
out faces conveyed the struggle they endured to instigate popular music’s rebirth.

FEBRUARY 1965 #6 FERRY CROSS THE MERSEY—
GERRY AND THE PACEMAKERS

t’s hard to discern if it was a help or a hindrance to Gerry and the Pacemakers to
have been so closely associated with the Beatles. Besides being from Liverpool,
both shared producer George Martin and manager Brian Epstein. They both played
the Cavern and cut their teeth in Hamburg. In the maddening rush of 1964, En-
glish groups were popping up like weeds in America. At the risk of using an obvi-
ous cliché, the Beatles were the wave, and Gerry and the Pacemakers were part
of the wake that followed them here. So perhaps Gerry and the Pacemakers might
never have been heard in America if the Beatles hadn’t washed ashore first.
Then again, maybe “Don’t Let the Sun Catch You Crying” was good enough to
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Singing a make the transatlantic journey on its own. If that were so,
sang about then perhaps Gerry and the Pacemakers could have devel-
oped at their own speed. Then they might have been able

their hometown to linger a while longer on the charts.
of Liverpuol in Singing a song about their hometown of Liverpool in
“Ferry Cross the Mersey” only heightened comparisons to
“Ferry Gross the Beatles. Unfortunately, these comparisons started to
the Mersey” take a toll. Gerry Marsden thought of Liverpool as a home
base while other bands considered their home to be a
only heightened launching pad. As the Beatles changed, and as music and
trends changed, Gerry and the Pacemakers remained the
comparisens ts same. While Marsden mugged it up for the cameras, the
the Beatles. Rolling Stones, the Beatles, and others challenged us
musically and socially. The worldliness and experience of
the other bands slowly made the Pacemakers seem anachronistic. Marsden must
have sensed this himself when he sang, “So I'll continue to say, here I always will

stay.”

Marsden’s ingratiating style simultaneously began to detract from the band’s
legitimacy as rock and rollers while it bolstered their image with an older audi-
ence. When record sales began to plummet, the Pacemakers disbanded. Marsden
went on to become a successful cabaret performer and made frequent appear-
ances on children’s programs.

FEBRUARY 1965 #11 RED ROSES FOR A BLUE LADY—
BERT KAEMPEERT & HIS ORCHESTRA

o, I do not have to be kidding you.

Okay, so it’s not “Green Onions.” You're probably thinking that the last time
you heard this song, somebody interrupted the Muzak tape and announced,
“Cleanup, Aisle Eight.” Still, I think its place on the Top 40 is defensible, or maybe
it isn’t, but I would like to try.

Lush arrangements of syrupy ballads were not exactly considered hip in the
mid-’60s (or at any other time, for that matter). Back in 1955, the pop charts were
chock full of schlocky instrumentals, but little by little, teen-oriented music be-
gan to take over. Successive periods of popularity for R&B, doo-wop, rock and roll,
teen idol trash, girl groups, and the British Invasion left less and less room for
the old hit parade. Since the average age of record buyers dipped considerably, a
smaller market share was left for easy listening. It was strange for an orchestra
to share chart space with the Beatles and the Shangri-Las, but it’s not too hard to
figure out why, above all others, Bert Kaempfert and His Orchestra accomplished
this. Most other popular orchestras, like Ray Conniff’s and Lawrence Welk’s, be-
came hopelessly outdated and boring. Their musical offerings were either so ordi-
nary or so awfully corny that they conjured up images of bingo palaces and soap
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bubbles. Kaempfert may not have been hip, but at least
he sounded modern. His recordings cleverly employed a
healthy dose of echo, and his percussion section supplied periods of
what can only be described as the definitive “boom” sound. popularity for
Usually a wordless chorus hummed suggestively in the
background, behind great, bright trumpet solos, played REB, doo-wop,
by either Fred Moch or Charles Tabor. All in all, his songs rock and roll
were atmospheric, and they engulfed you in their sound. !

Kaempfert was a multi-instrumentalist from Hamburg, teen idol trash,
who worked as head arranger, producer, and conductor girl groups, and
for Polydor Records. As an aside, he played a crucial role ’
in arranging the Beatles’ very first recording session with the British
Tony Sheridan —when they were playing in Hamburg (see, Invasion left
he is slightly hip). His own recording career began in post-
war Germany, and he was soon one of the most popular less and less
recording artists in all of Europe. His compositions include
“Moon over Naples” (aka “Spanish Eyes”), “L-O-V-E,” room for the old
“Danke Schoen,” and “Strangers in the Night.” Kaempfert’s hit parade.
easy-listening style became world-renowned when “Won-
derland by Night” became a huge international hit, including #1 in the U.S. The
trademark echo and brilliant trumpet sound are in full display in this title and
give the melody an engaging and evocative atmosphere, which cleverly suggests
a romantic evening in the big city without any need for words.

“Red Roses for a Blue Lady” is even better. All the trademark ingredients are
there, from the humming female chorus to the spacious echo that washes over
you to the muted mezzo piano trumpets—and that “boom” sound that I was talk-
ing about (stop snickering). Best of all is the trumpet solo, which says more than
any vocal version could hope to convey, particularly if you are familiar with the
corny turn-of-the-century lyrics of writers Sid Tepper and Roy Brodsky. “Red Roses
for a Blue Lady” isn’t stylish, but it’s pretty. It proved that not just kids were
buying singles, and that a well-arranged orchestral tune could still chart, pro-
vided it was recorded effectively and played often at the shopping mall.

Successive

FEBRUARY 1965 #31 A GHANGE 1S GONNA COME—SAM COOKE

I] n December 10, 1964, Sam Cooke found himself at the wrong end of a gun. The
alleged circumstances involved Cooke and a twenty-two-year-old woman at a
motel in Los Angeles. When he was in the bathroom, the woman ran from the
room, taking most of his clothes with her, supposedly to prevent him from follow-
ing. Cooke, outraged, ran to the motel office wearing only his sport coat and shoes
and proceeded to pound on the manager’s door, believing the girl to be inside.
Fearing for her life at the sight of a semi-naked man in a fit of rage, Bertha
Franklin unloaded three rounds into Cooke’s chest, then beat him on the head
with a club. Because of the compromising circumstances of his death, the clean-
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cut image of the family man and gospel singer came to a rather ignominious end.

The inappropriate posthumous single “Shake!” charted in January with the
transcendent and utterly appropriate “A Change Is Gonna Come” on the B side.
Songs this powerful rarely enter the Top 40, but Cooke’s sudden death had a
profound effect on his fans, making the autobio-
graphical nature of “A Change Is Gonna Come”
all the more moving. Signaling a return to his
FEBRUARY 1965 - gospel roots, Fhe song more than hints at'the
YN YEH—GEQREIE FAME mature material Cooke was capable of and might
- have pursued, had he lived. The lyrics address
the frustration of racial inequities in a highly
personal manner and were especially significant

GREAT MISSES given the times.
Twenty-five thousand people attempted to at-
FEBRUARY 1965 #32 tend Cooke’s funeral at Chicago’s Tabernacle
NEW YORK'S A LONELY TOWN— Baptist Church. Ray Charles performed, and

THE TRADEWINDS

Muhammad Ali was granted a private viewing
of his close friend’s body before the casket was
sealed.

Had he lived, it is hard to say how much more Cooke might have achieved.
Barely in his thirties and with so much talent at his disposal, the full impact of
his untimely death can only be surmised.

MARCH 1965 #1 STOP! IN THE NAME OF LOVE-THE SUPREMES

With all of the talk about the “Motown sound” and so many critics and histori-
ans chasing their tails attempting to define it, hardly anybody seemed to get
it right, but it’s really not difficult to explain. Motown, unlike other labels, was a
complex talent organization, with writers, producers, musicians, and artists all
mingling freely and working on each other’s products in an infinite variety of
combinations. Since the talent was not segregated, a homogeneity resulted which
blended the various ingredients into an identi-
fiable “sound.” For example, most Motown tracks
GREAT MISSES featured any one of three drummers and even
fewer bass players: usually it was the team of
M TELLING YOU NOW— Benny Benjamin and James J.amerson. (Their
FRENDIE AND THE DREAMERS names sound almost as mellifluous as their
rhythms.) The same recording studio was used
for almost everything. Producers flitted from
artist to artist at president Berry Gordy’s whim, and the artists themselves often
guested on one another’s tracks. With so much familial mingling, it only makes
sense that the label’s output had a recognizable aural unity that other companies
lacked. It wasn’t just the echo (which they actually created in a bathroom behind
the control room), or the heavy backbeat, or the driving bass, or “rats, roaches,

MARCH 1965
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guts, and love,” as Gordy once said. It was everything, all rolled up into a unified
mass and distributed where it was most required. That was the Motown sound.

But sound was not the only thing under control at Motown. Gordy set up a
division called “artistic development,” which served as a finishing school of sorts
for performing artists. There was a charm school, run by a certain Maxine Powell,
who trained the young girls in how to behave, dress, and move like ladies and the
young men in how to behave, period. Deportment mattered to Gordy and it was
Maxine Powell’s job to make sure that it mattered to the singers as well. There
were also performance classes, in which groups polished their vocal, dancing, and
presentation skills. Maurice King handled the musical direction while stage cho-
reography was the responsibility of Cholly Atkins. Through these rigorous re-
hearsals, the acts developed stamina, confidence, and an identifiable style. It was
Atkins who gave the Supremes their limp-wristed, demure routines that became
their signature, but it was apparently not Atkins who came up with the crossing-
guard “Stop!” maneuver. While on tour in Europe, “Stop! In the Name of Love” hit
big, and a flustered Diane Ross realized they had never rehearsed the tune with
Atkins. One of the Temptations thought up the silly hand gesture that has since
become their most memorable pose.

It was around this time when plain old Diane Ross opted to trade her moniker
for the more sophisticated Miss Diana Ross. She now possessed a name to match
the Supremes’ continually improving image and fame. “Stop! In the Name of Love”
further cemented the impression that the Supremes were “supremely” talented,
when it became their fourth consecutive #1 record. Although the hand gesture
was striking, it never could have salvaged a lousy song. “Stop! In the Name of
Love” was their strongest outing yet. Unlike their previous songs, songwriters
Eddie Holland, Lamont Dozier, and Brian Holland had penned a full song as
opposed to a series of verses. This gave the Supremes something to sink their
teeth into, and they did so with relish. For the first time, Ross projected herself
willfully, and her confidence shows all over this record. Upon first hearing this
song, most people realized one thing: nothing was going to stop the Supremes.

MARGH 1965 #4 SHOTGUN—dJR. WALKER & THE ALL STARS

In the ’50s, Jr. Walker and the All Stars were a hot bar band that had a reputa-
tion for quick adaptation to requests from their usually demanding audiences.
Battle Creek, Michigan, was their home base, and they developed a steady fol-
lowing that earned them a sufficient, though not spectacular, living playing mu-
sic. Besides their own shows, they also worked as backing musicians for a duo
known as Johnny Bristol and Jack Beavers. Bristol and Beavers were brought to
the attention of Harvey Fuqua, the ex-Moonglow who ran a few small record
labels with his wife, Gwen Gordy (Berry Gordy'’s sister). Fuqua signed the pair,
who promptly convinced him to produce Jr. Walker and the All Stars, as well. The
All Stars released a few singles and did well enough locally to satisfy Fuqua of his
acquisition’s worth. Soon, though, Berry Gordy came calling. He recruited Harvey
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and Gwen to consolidate their energies exclusively on Motown Records and its
subsidiaries. At Harvey Fuqua’s option, he brought Jr. Walker and the All Stars
with him, and they were signed to the offshoot Soul label.

A year passed before the group released its debut single on Soul, the double-
sided “Monkey Jump”/“Satan’s Blues.” It wasn’t until their next release, though,
that they achieved national recognition. With its opening burst of artillery, “Shot-
gun” exploded off the turntable with a relentlessly frenetic groove. This jugger-
naut was mostly instrumental, except for Walker’s seemingly off-the-cuff com-
ments and odd exhortations for everybody to get up and dance. He combined the
best traits of Boots Randolph, Booker T. and the MG’s, and King Curtis, rolled
them into a monstrous, riff-driven groove, and released it onto unsuspecting dance
floors all over the world. With a sound that crossed barbecue sauce with pigs’
knuckles, Jr. Walker and the All Stars were thoroughly unlike their smooth, well-
polished label mates at Motown.

“Shotgun” has the kind of drive that causes even twin left-footers to bounce
and shake around. Like its follow-up singles “Shake and Fingerpop” and “Road
Runner,” it infects the listener with a desirable backbone disease that causes
them to slip and slither uncontrollably. All those years Jr. Walker and the All
Stars had spent entertaining roadhouses and nightclubs were not wasted. Even
today, most deejays know that if you have the audience on the dance floor, one of
the best ways to keep ’em there is with “Shotgun.”

MARCH 1965 #15 DON'T LET ME BE MISUNDERSTO0D—-THE ANIMALS

he Animals were formed when the members of a jazz trio—Alan Price, John
Steele, and Chas Chandler—took on new members Eric Burdon and Hilton
Valentine. They changed their name from the Alan Price Combo to the Kansas
City Five, as a vague reference to their newfound

rhythm-and-blues sound. Because of Burdon’s
rough nature and the band’s sloppy dress, how-
MARCH 1965 W8 ever, audiences ignored their chosen name and

dubbed them the Animals. In the same way some

TIRED OF WAITING FOR YOU- . .

THE KINKS people get saddled with unfortunate nicknames,
the tag stuck.

MARCH 1965 B The band’s first and greatest commercial suc-

NOWHERE T0 RUN—

« PR 9 .
MARTHA AND THE VANDELLAS cess was “House of the Rising Sun.” Their follow

up singles did well but were not as successful, so

MARCH 1965 4 Price scoured demos and discovered “Don’t Let
PEOPLE BET READY— Me Be Misunderstood.” Burdon had the perfect

THE IMPRESSIONS

MARCH 1955 #39

1 DON'T WANT T0 SPOIL THE PARTY—

THE BEATLES

personality to sing this song because, actually,
nobody did understand him. With his drinking
binges, brawls, and obsessions, he managed to
alienate most anybody who knew him, not least
of all the other bandmembers. When he sings,
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“I'm just a soul whose intentions are good; oh
Lord, please don’t let me be misunderstood,” it
sounds like nothing less than a confession.

The other bandmembers, though, were certainly
not convinced. Burdon remained difficult to work
with, and it was just a matter of months before
the original lineup would completely disintegrate.

GREAT MISSES

MARCH 1965 21

00 THE CLIAM—ELVIS PRESLEY

APRIL 1965 #9 THE LAST TIME—THE ROLLING STONES

'I'he Rolling Stones’ early history was as colorful and rife with enticingly lurid
details as the formative years of any rock-and-roll band could be, rivaling or
even surpassing the legendary story of the early Beatles. During most of this
time, though, the group was of only marginal interest in America. They were one
of the last English Invasion bands and were only reaching their stride as many
other groups were already showing signs of irrelevance. Easily the most repu-
table source for information on the early Stones is bassist Bill Wyman’s exhaus-
tive band history, Stone Alone. With an almost obsessive eye for detail, Wyman
documents events by referencing his diaries, news clippings, and other witness

accounts, as well as his own seemingly photo-

graphic memory.
To give an indication of just how much his-
APRIL 1965 #3
| KNOW A PLACE—PETDLA ELARK

tory had elapsed before “The Last Time” was re-
leased, Wyman'’s chronologically arranged book
makes no mention of it until page 298! Four Roll-
ing Stones singles preceded “The Last Time” onto
the Top 40. The first was a lackluster original
composition called “Tell Me (You're Coming
Back).” The next two were cover versions of
(then) obscure American R&B songs called “It’s
All Over Now” (originally by the Valentinos) and
“Time Is on My Side” (originally by Irma

APRIL 1965 #8
I'LL BE DDGEONE—MARVIN BAYE

GREAT MISSES

APRIL 1965

Thomas). These were followed by the less than
heart-stopping “Heart of Stone.” Considering the
earlier impact of other bands like Herman’s Her-

THE CLAPPING SONG

[ELAP PAT CLAP SIAP|—-
SHIRLEY ELLIS

mits, Gerry and the Pacemakers, the Animals,
and of course the Beatles, the Rolling Stones at
first seemed to be a bunch of late-starting also-rans. Then “The Last Time” el-
evated them into a category all their own.

Before this recording, most of the Rolling Stones’ material was either lifted
directly from or was derivative of American R&B. Technically speaking, “The Last
Time” was no exception. The song already existed as a slower, religious-based
composition by the Staple Singers. In an astoundingly nervy moment of avari-
cious plagiarism, Mick Jagger and Keith Richards claimed 100 percent author-

1



LS/ AMERICAN HIT RADID

ship of their Anglicized and considerably less religious version. After all, who
would know the difference? In 1965, not many people did. Even the Staple Sing-
ers must have scratched their heads, wondering how their tune could suddenly
sound as though it were a paean to evil carnality.

The song consists of a guttural guitar riff that sounds as though it’s echoing its
way up from the bowels of hell, while Jagger tunelessly issues a dire warning to
the listener. What could be done to avoid this incensed lunacy as Jagger and Co.
scared and captivated us at the same time? It sounded gleefully evil. The image
was only bolstered by the terrifying confirmation offered by the record’s B side,
“Play with Fire,” which sounds as though Satan himself might be issuing the evil
warning. Adults worldwide heeded the advice and ran for the hills while kids
everywhere were thrilled to hear a band that could so easily intimidate authority
figures. The more bad press the Rolling Stones received, the better it was for
their image. Unwittingly, the establishment only fueled the group’s popularity by
constantly insulting their hair, their clothes, and their music. To adults, the Roll-
ing Stones were a pariah, but to the ever more rebellious kids who wanted to
aggravate their parents, they were the coolest band in town. They were like an
evil counterpart to the Beatles, and arguably as popular.

APRIL 1965 #16 000 BABY BABY—THE MIRAGLES

With “Ooo Baby Baby,” Smokey Robinson gave the world the best making-up
song of all time. Probably hundreds, if not thousands, of couples stuck out
hard times because somebody played this song and asked for forgiveness. More
than a handful of men and women can relate when he sings, “Mistakes, I know
I've made a few, but I'm only human. You've made mistakes, too.” How could
anyone resist the song’s heartfelt, decent, and sincere sentiments? Today, they
can all thank (or blame) Robinson.

More than any song, “Ooo Baby Baby” highlights Robinson’s naturally inter-
pretive talents. His voice sounds like it is floating on a cloud. Despite the various
cover versions, this song will always belong ex-
clusively to Smokey. Linda Ronstadt recorded a
version (with Top 40 results) but couldn’t dupli-
cate Robinson’s natural melismatic flow and un-
derstated style, which subtly seduce the listener.
While Smokey finessed, Ronstadt relied on py-
rotechnics. It didn’t hurt matters, either, that
Robinson had garnered a well-deserved reputa-
tion as a suave and soft-spoken gentleman. Who could deny a second chance to
somebody who was so fundamentally decent? Robinson was aware of his image
and knew full well what would work best for it. “Oco Baby Baby” bolstered his
image as a sincere ladies’ man by conveying an attitude that was self-tailored for
a fine custom fit.

Dating tip of the week: Ladies, if you meet a man and discover that he has this

GREAT MISSES

APRIL 1965
SHE'S ABOUT A MOVER—
SIR DOUGLAS QUINTEY
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song on his answering machine, BEWARE!
Men: Never, ever, put this song on your answering machine.

MAY 1965 #1 TIGKET T0 RIDE—THE BEATLES

“ock and roll never would have existed without the invention of the electric
guitar. Just one listen to “Ticket to Ride” will bear this out. All of the ground-
work that was laid by its forebears—such as Chuck Berry, Buddy Holly, and a
host of others—is utilized and expanded upon. The song is built from the ground
up, with the ringing electric guitar line serving as the structural cornerstone.
The classic rock-and-roll lineup of two six-string guitars, a bass guitar, and drums
(sorry, keyboard players, but it’s the truth) could not have been put to better use.
Every sound is integral, just as every sound, excluding the drums, is electric or
amplified. The clanging electric guitar gives this song a reason to exist, and any-
one who covers this without it (who remembers the Carpenters’ rendition?) has
completely missed the point.

By now, the Beatles had become a well-
greased machine. They were a unified whole, a
single entity. This is beginning to sound like
rhetoric, so please allow me to explain. Think of HELP ME, RHONDA—THE BEACH BOYS
another band from this period (chances are
they’ll be British) and focus on one of their hit
singles. Odds are that the performance will fea-
ture a lead singer who takes a central role, with one or two supportive instru-
ments playing counterpoint, while the rest of the band simply fills in the blanks.
Now, think of “Ticket to Ride.” Paul McCartney’s harmonies blend so symbioti-
cally with John Lennon’s lead vocal that they become inseparable. Furthermore,
the band’s sound has a unified “oneness” about it that is simply undeniable. What’s
more integral? The chiming guitar riff? Ringo’s slamming drum pattern? The
rhythmic bass line? It didn't stay like this for very long, but for a while at least,
the Beatles were operating eight arms with one mind.

MAY 1965 #

MAY 1365 #1 BACK IN MY ARMS AGAIN—THE SUPREMES

here Did Our Love Go,” “Baby Love,” “Come See about Me.” When they

achieved three consecutive #1 hits with the Supremes, the songwriting team
Eddie Holland, Lamont Dozier, and Brian Holland must have felt that they could
do no wrong, and they were right. Berry Gordy pulled them from all their other
obligations and made them personally responsible for all the Supremes’ record-
ings. Their next 45, “Stop! In the Name of Love,” became their fourth #1 hit, and
in the spring of 1965 “Back in My Arms Again” became the fifth. In less than
one year, the Supremes, with the support of Holland-Dozier-Holland, achieved
five #1 records in a row.
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Judging from Whatever they were doing, they were doing it right,
but there was no magic formula. Holland-Dozier-

the early , . . . .
Holland’s ordinary working procedure was to just wing
Supremes hits, it. Ideas were thrown against the wall, and if one stuck,

well then great, and if it didn’t, try the next one. Although
their responsibilities intertwined, each of the three had
hardly their a specialty. Eddie Holland was the lyricist and worked
strang paint, with the singers. His brother, Brian Holland, handled
production and the musicians. Lamont Dozier wrote the

VBISES WEre

and "Back in My melodies that served as a guide for each song’s construc-
Arms Again” tion. For “Back in My Arms Again,” the writers returned

to the musical structure of “Come See about Me.” Essen-

signaled a step tially, they rewrote their own song and improved on it by
in the right adding verses with some melodic content. Judging from

the early Supremes hits, verses were hardly their strong

direction. point, and “Back in My Arms Again” signaled a step in

the right direction. The team can hardly be faulted for
being slow to amend their approach, considering their track record, but they
could not stay in the same place either. Signs of uncertainty became visible on
their next release, “Nothing but Heartaches.” It was even reflected in the sales,
as the song broke their streak of #1 hits when it stalled at #11. This would be
rectified, though, on their next single, “I Hear a Symphony.”

As far as pop music was concerned, the English Invasion and the Motown
sound were almost the only games in town. While the Beatles led the overseas
charge, the Supremes headed the Motown front line. For all intents and pur-
poses, these were the most consistently interesting years in popular music. One
day in 1965, the two bands happened to be in New York at the same time, and
their managers arranged a meeting. Unfortunately, the Beatles either forgot or
were caught off guard. When the three impeccably dressed women from Motown
entered the Beatles’ suite, they were lounging in their socks and T-shirts while
the pungent aroma of marijuana hung in the air. John Lennon, nonplussed by
their sudden appearance, said nothing. Instead, he wound up a toy car and sent
it racing across the floor toward them. The Beatles couldn’t figure how such
great music could come from such apparently naive girls, and the Supremes
were less than impressed by the Beatles, as well. After twenty minutes, the
meeting was over. So much for any hope of an artistic union. No matter, though,
since neither act had very much to offer the other anyway. Considering that in
the ’60s the Supremes’ twelve #1 records were second only to the Beatles’ nine-
teen, they both survived just fine.
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MAY 1965 #11 GAN'T HELP MYSELF [SUGAR PIE, HONEY BUNGH]—
THE FOUR TOPS

as Motown hot or what? Just as the Supremes backed out of the #1 spot on
the national charts with “Back in My Arms Again,” the Four Tops stood poised
and ready with “I Can’t Help Myself.” Back-to-back #1 hits for Motown made
everyone in the organization very pleased, but none more so than Eddie Holland,
Lamont Dozier, and Brian Holland, who wrote and produced both records. Speak-
ing of which...is it my imagination, or does this song sound like something that
would have fit neatly into the Supremes’ catalog? These three guys had a lot of
responsibility, what with being the only producers who were allowed to work with
the Supremes. Maybe, just maybe, they penned this with the Supremes in mind
and decided, in a pinch, to give it to Levi Stubbs and the boys. If that was the case,
then it was a beneficent decision because there is probably no other group in the
world who could have done better with this material than the Four Tops. While the
Supremes would most likely have sounded sly and sexy, the Four Tops sound exas-
perated and desperate. It is part of the genius of the song’s composition that it was
open to either interpretation without any changes to the lyrics or the rhythm.
The redundancy of the melody is typical of Holland-Dozier-Holland’s work. If
any producers were capable of driving home a potent riff, these were the guys.
They could yield an undeniably infectious #1 hit record from nothing more than
one simple idea repeated endlessly, and “I Can’t Help Myself” is proof. The song
is nothing more than a repeated chorus with only the slightest of variations
each time it rolls around. The chorus itself is hardly more clever than the same
melodic idea, repeated as a round, over a riff that is repeated ad infinitum.
There is no verse, no refrain, no bridge, and not even a middle eight (A middle-
eight is an eight-bar section of a song that breaks up a monotonous verse-cho-
rus arrangement. This section can also be referred to as a bridge or refrain),
unless you count the section where the band sits on the opening chord for an
extra bar (“When I call your name, girl, it starts a flame...”) as a “change.” The
riff has the insistency and momentum of a train moving at full speed, thanks to
the super-talented James Jamerson’s bass line. The Four Tops added enough
genuine talent to keep the song interesting, but the power of their performance
went beyond being merely interesting. It was captivating. The song develops a
hypnotic pull that is inescapable because of its predictability. In 1965, was there
a listener anywhere who could resist being taken in by the propulsive melody
and powerful vocals? Motown had firmly established its very own “Motown sound”
and in answer to the opening question, yes, it most definitely was hot.

MAY 1365 #10 [T'S NOT UNUSUAL-TOM JONES

I:or the disenfranchised older fans who were feeling left out by the sudden influx
of androgynous-looking, long-haired bands, Tom Jones stood out like a beacon.
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"It's Not With so many beat groups featuring vocalists who could

barely hold a tune, it was easy for somebody who insisted

Unusual” on “real” talent to appreciate Jones’s style and vocal abil-
unapologetically ity. While the groups seemed threatening and rebellious,

Jones was quite satisfied to be perceived as a celebrity
flaunts a Las who was among “the establishment,” providing a tonic
Vegas-style for those who feared change. Sexy, cool, and hip in a so-
phisticated way, he was, in a sense, a replacement for

arrangement the fading Elvis Presley.

Thomas J. Woodward was born and raised in South
Wales. At a young age he became a performer, using the

Jones to show pseudonym Tommy Scott, but none of his early musical

projects amounted to much. In a move of desperation, he

off the power of changed his name again, this time to Tom Jones, hoping

his tenor with a to capitalize on the popularity of the film with the same

confident name. His career remained at a standstill until his man-

ager, Gordon Mills, wrote a song for the young singer

swagger. called “It’s Not Unusual.” It was an instant success in

the U.K. and, not too surprisingly, in the U.S., as well.

Without artifice, “It’'s Not Unusual” unapologetically flaunts a Las Vegas-style

arrangement that allows Jones to show off the power of his tenor with a confi-

dent swagger. This would come in handy when he later became one of the most
in-demand performers on the Las Vegas dinner-club circuit.

A large segment of the population was immediately taken by the sound and
appearance of this rough and ready Welshman. His half-open dress shirts and
macho demeanor served as a prototype for a host of bewigged imitators wearing
gold chains and leisure suits, but Jones was never as laughably ridiculous as
many of his clones. His material, though, was

another matter. “What’s New, Pussycat?” at
least seemed to be a knowing farce, aware of
" its own camp, but the overwrought histrionics

that allows

mfn'm'? I:'E!!l“_ " of the murderously jealous lover portrayed in
SAM THE SHAM ANG THE PHARAOHS “Delilah” cross the line into outright hysterics.

Women in particular seemed immune to the
MAY 1965 18 absurdity of this material and would often

ST.A LITTLE-THE BEAU BRUMMELS throw themselves at him while he performed.

Such was the magnetism of his sex appeal.
Jones found a comfortable niche for himself
that would remain unchallenged until his photocopy with the funny name,
Engelbert Humperdinck, would wrangle his way onto the charts. After 1971,
his popularity would diminish, but from time to time he would reinvent his
persona sufficiently to warrant a reappearance on the pop charts. Jones even
scored a hit in 1989 when he teamed up with techno-rockers the Art of Noise for
an excellent version of a song written by Prince called “Kiss.” It seems unlikely,
though, that he will ever be able to duplicate the swooning allegiance that he

L]



CHAPTER THREE: 1964-1965 [R</)

elicited, particularly among older, married women, around the time of “It’s
Not Unusual.”

MAY 1965 #39 SUBTERRANEAN HOMESICK BLUES—BOB DYLAN

rom 1950, when the Weavers charted with “Goodnight Irene,” until 1958, when

the Kingston Trio reached #1 with “Tom Dooley,” folk music had formed a rather
uncomfortable alliance with the pop charts. Its major innovators — from Leadbelly
and Woody Guthrie on up to the Almanac Singers and the Weavers—had all pre-
dated 1955, when the Top 40 was created. By then, it could be argued that Sena-
tor Joseph McCarthy and his blind blacklisting of anything even remotely leftist
had taken the teeth out of folk music. His reign of terror meant that politics could
play no part in folk’s subject matter, at least directly, so the music lost its primary
identity and driving force. As a result, later folkies could be more accurately de-
scribed as traditionalists rather than innovators. Singing groups such as the High-
waymen and the Kingston Trio had hits that
were categorized as folk, but many “real” folk
enthusiasts criticized the newcomers for failing
to uphold their own purist ethic or for being com- MAY 1965 420
mercial. In other words, folk music was a com- IKD IKD~THE DIXIE CUPS
plete ideological mess. If nothing else, at least
the ideas of integrity and honesty of expression
remained as key ingredients.

By the early ’60s, the rebellious nature of folk GREAT MISSES
music began to reemerge, most notably in the
personage of Bob Dylan. Before Robert MAY 1965 18
Zimmerman set out for the greener pastures of
New York’s “Green-witch Village” from his home-
town of Hibbing, Minnesota, he changed his MAY 1985 #40
name, invented a new persona, and fabricated a
past that seemed to change at every telling. The CHUBBY CHECKER
city offered him a chance for fame, glory, and a
meeting with his hero, Woody Guthrie. In a sur-
prisingly short space of time, he achieved all three goals. The folk clubs where he
played gave him exposure and recognition that his rural past could barely have
suggested, yet he accepted his fame as a matter of course. He would occasionally
be hired to play harmonica at recording sessions, and it was at one such session
that he met Columbia Records’ legendary A&R genius, John Hammond. Hammond
had taken an educated gamble when he signed Dylan to Columbia, since he could
not have been fully aware of all the latent talent that Dylan possessed. His mas-
terful instincts may have clued him in to the enormous songwriting potential
that was simmering below the surface, but Dylan’s first album showed him to be
more of an interpreter than an innovator. His early material was steeped in folk
tradition, particularly the common-man themes of Guthrie. His individuality was

FREDDIE AND THE DREAMERS
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If you discern not immediately apparent (at least not on vinyl), but his

some inside embracing of the working-class ethic and the plights of

the powerless made him nothing if not amenable to folk’s

joke or underly- many cause célébres. By his second album, Dylan found

ing meaning his own voice and, by writing what was to become folk’s

! new anthem, “Blowin’ in the Wind,” had found himself

that's fine. embraced as the great white hope of folk music.

His third album, The Times They Are a-Changin’ (the

Just remember, title song of which also became a folk anthem), voiced a

“"You don’t need heavy conscience that unashamedly questioned the cor-

a weather man rectness of overt liberalism and displayed a sensitivity to

more than one viewpoint. Most of this album still holds

to know which up today, an astounding feat if you consider the analysis

way the wind it has been subjected to and the political permutations

that have occurred in the interim. Dylan was aligned to

blows.” become the voice of conscience for the next generation,

but just when the folkies thought they had his number, he

transformed into something else. It would not be the last time he would alter his
image and style.

His fourth album, Another Side of Bob Dylan, addressed more personal politics
and demanded interpretation and speculation from his listeners. He was with-
drawing into himself and following his own muse instead of what folk music’s old
guard had expected and almost demanded. His lyrics were dense and wordy, full
of surreal and imagistic references that meant little to folk’s upper echelon and
confused many others. There was no precedent for this type of linguistic word-
play in music, and Dylan’s fans now began to layer meaning upon meaning into
his every utterance. When he heard the English bands playing their refreshing
and invigorating brand of rock and roll, he liked it and sensed the need to em-
brace it. Confirmation came when he heard the Animals’ version of “House of the
Rising Sun,” which he had also recorded, not to mention the Byrds’ chiming, twelve-
string guitars on “Mr. Tambourine Man,” which he wrote. In a move that com-
pletely alienated him from his traditional fan base, Dylan plugged in. “Subterra-
nean Homesick Blues” has lyrics that are about as interpretable as the song’s
title, and boy oh boy, did they ever get up the dander of his previous supporters.
The good-timey, sloppy rock-and-roll rhythm ticked them off even more. The show-
down occurred on July 25, 1965, when he had the nerve to play at the Newport
Folk Festival with a rock-and-roll band in tow. The noisy din horrified the self-
righteous old guard, who unwittingly betrayed their own liberal ethics when they
released an onslaught of boos and insulting condescension. It was their loss.

I suppose that sometime around now I'm expected to analyze this song lyri-
cally and discuss its clever linguistic twists and turns. Sigh. I'd really rather not,
because a) almost everybody else who has tried this ends up sounding foolish or,
at best, pompous and presumptuous, and b) analysis seems inappropriate for
lyrics that are probably little more than a clever avalanche of non sequiturs. The
song is entertaining, so why not leave it at that? If you discern some inside joke or
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underlying meaning, that’s fine. Just remember, “You don’t need a weather man
to know which way the wind blows.” Rather than suffer my interpretation, you
may derive something else entirely, and that’s OK. “Don’t follow leaders.” There
will not be a test later. “Watch the parking meters.” Perhaps the lyrics can’t be
understood “cause the vandals took the handles.” Better yet, follow Dylan’s own
advice: “(If) you don’t wanna be a bum, you better chew gum.” Give your mind a
rest, and let Dylan spin off his yarn without the cumbersome trappings of impli-
cation and metaphor. It works just as well, and it’s a hell of a lot more fun.

JUNE 1965 #1 MR. TAMBOURINE MAN—THE BYRDS

B ob Dylan’s Bringing It All Back Home album was his first to venture across the
electric fence into the realm of rock and roll. Most of the songs abandoned
acoustic folk treatments for rock instrumentation—much to the chagrin of the
poverty-worshipping, college-educated, folk-purist phonies who saw no contra-
diction in obtaining wealth and fame by singing about the plight of the poor, yet
who, paradoxically, saw Dylan as a traitor. One labyrinthine song from the album
that did remain acoustic was “Mr. Tambourine Man.” Dylan’s endlessly rambling
version sounded almost abrasive, since he made little effort to control the pitch of
his nasal tenor, but the lyrics were, as usual, intriguing.

On the West Coast, Jim (now Roger, after a religious conversion) McGuinn,
David Crosby, Gene Clark, Chris Hillman, and Michael Clarke had backgrounds
as folk and/or country musicians, but were inspired to go electric by the influx of
impressive English music, especially the Beatles. Calling themselves the Byrds,
they used chiming (this, along with “jangly,” are unavoidable adjectives when
describing the Byrds) twelve-string electric guitars, which gave them a unique,
jangly (I couldn't help it) sound. Employing the simple but effective idea of trun-
cating Dylan’s lyrics, adding a memorable guitar phrase, and arranging a rich
four-part harmony, the Byrds turned “Mr. Tambourine Man” into a masterpiece
of hip invention for the rock-and-roll crowd. The poetics of Dylan’s artful lyricism
brought a validity to the song that was previously unthinkable for a format as
brutally simple as rock and roll.

Soon, an avalanche of Dylan cover versions were fall- The Bvrds
ing from the sky, and every person who used a strap to y
hold his guitar up was labeled (or begged to be labeled) a turned “Mr.

protest singer. No matter that Dylan had abandoned his
own protest phase albums ago, complaining about the gov-
ernment was suddenly “in.” If you weren’t singing about Man” into a
something “meaningful” (i.e., protesting), then you were

only making music for teenyboppers (how gauche). Hell, masterpiece of
even Sonny and Cher were tagged as protest singers. Some hip invention
guy named Barry McGuire sang about the end of the world
(“Eve of Destruction”) with a voice so rough it sounded
doubtful he would last that long anyway. The Mamas and and-roll crowd.

Tambourine

for the rock-
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the Papas joined forces from different folk groups and decided to praise sunny
California and protest Mondays. Even on the East Coast, producer Tom Wilson
got busy hiring musicians to overdub some drums and jangly guitars onto an
acoustic tape of Paul Simon and Art Garfunkel singing “The Sounds of Silence.”
Before the overdub, they couldn’t get arrested, but once they sounded like a rock-
and-roll act, ka-pow, #1 with a bullet. While folk traditionalists scratched their
goatees and wondered where all the flowers went, rock and roll was having a
hootenanny. Actually, this almost coincides with the time that rock and roll, as a
descriptive phrase, ceased to exist. The “...and roll” was dropped, and “rock” was
excerpted to identify the new hybrid as “folk rock.”

JUNE 1965 #1 L CAN'T GET NDJ SATISFAGTION—THE ROLLING STONES

'I'he Rolling Stones were the first real English rock-and-roll band with as much
authority as the Beatles, but their recognition as such came slowly. They began
with the intention of duplicating American blues, R&B, and rock and roll and felt
little need to write their own material. To them, the idea of writing an English
blues song seemed utterly ludicrous. At the time, Mick Jagger rhetorically asked
a reporter, “After all, can you imagine a British-composed R&B number?” Well,
times changed. After the Beatles supplied the Rolling Stones with their second

English single, “I Wanna Be Your Man,” the idea

didn’t seem half-crazy after all. Why shouldn’t
they compose their own songs in the style of their

tastes? On their next single, manager Andrew

;'e':[n:gﬁ ﬁmvms YoU 100 m‘ﬁ;_ Oldham tried to solve the problem the easy way
TIS REDDING by suggesting that the Rolling Stones claim they

actually wrote Buddy Holly’s “Not Fade Away.”
JUNE 1965 H24 Thankfully though, the song was credited prop-
HERE COMES THE NIGHT—THEM erly on the record sleeve. “Tell Me” was origi-

nal, but it was also horrible, so the Stones re-

verted to covers for their next singles. How long,

though, could a bunch of middle-class white Brit-

ons continue to score hits in America with
uniquely African-American music? In one sense,

] g

NE|— the Stones were bringing coal to Newcastle, but

GREAT MISSES

JUNE 1965 0
YOU TURN ME ON [TURN ON 50

1AN WHITCOMB then again, the teenage audience that was buy-
ing their singles didn't have a clue about Ameri-
can black music, so the Rolling Stones were per-
forming a service. By the time of “(I Can’t Get No) Satisfaction,” the point was
moot.

During the Stones’ lukewarm first tour of America, Keith Richards woke up in
the middle of the night. With a tape recorder and an acoustic guitar at his bed-
side, he recorded himself as he plucked out da-daa, da-da-da and moaned, “I can’t
get no satisfaction” until he fell back asleep. Thinking it could be useful as a B
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side or album filler, he gave the fragments to Jagger, who The Rolling
went off posthaste and wrote whatever came to mind. Lyr- Stones’ imane
ics about menstruating groupies and the idiocy of Ameri- i
can consumerism (as he was witnessing it for the first as licentious
time) spewed out of him and would forever cast the Roll- batl Bovs was
ing Stones as angry outsiders who thumbed their noses y
at those on the inside. Richards added to the song’s per- deliberate to
verse appeal when he stumbled upon a fuzz box in the the noint of
studio and decided to give it a go, hoping it would gener- P
ate a sound like a horn section. Instead, it sounded like convention, but
an amplified buzz saw. The lyrics and music were so thor-
oughly antiestablishment that it is a wonder how on earth
they ever thought they could get away with it. Keith doubly convinc-
Richards couldn’t have cared less about the song’s inher- ing was that it
ent nastiness, but he did adamantly argue against re-
leasing it as a single, feeling that it just didn’t measure was truthful.
up to what he heard in his head. He later stated that he

felt Otis Redding’s version was more in line with his intentions. As it was, “Sat-
isfaction” rose to #1 and stayed there for four weeks, making it the biggest record
of 1965.

The social significance of “Satisfaction” would be difficult to exaggerate. Just
like ten years earlier, disaffected youth were again champing at the bit and
deliberately attempting to alienate their square parents. There was no better
way to do this in 1965 than by liking the Rolling Stones. Andrew Oldham was in
nirvana. The Rolling Stones’ image as licentious bad boys was deliberate to the
point of convention, but what made it doubly convincing was that it was truth-
ful. It wasn’t that the Stones were the antithesis of the Beatles; it was just that
their image was more honest than the clean-cut, whitewashed stage persona
that the Beatles carried around like a cross. John Lennon, the ultimate teddy-
boy troublemaker if there ever was one, expressed resentment at having to com-
ply with Brian Epstein’s image of the Beatles while the Stones could cavort
wildly and be congratulated for it. From this point on, the Rolling Stones and
the Beatles would be portrayed as opposing forces, while the Rolling Stones
would benefit from being elevated to the status of defining the true rebellious
spirit of rock and roll.

what made it

JULY 1365 #1 1 GOT YOU BABE—SONNY AND CHER

t’s hard to deny this song’s goofy appeal. Before it was transformed into the
“hippie” movement, the youthful bohemian scene that took root on the West
Coast was mostly a conglomeration of optimistic and naive kids who longed for
their own identity. Outrageous clothes and long hair caused them to become os-
tracized from society at large, but it also granted them acceptance among their
peers. Somehow, Sonny Bono, already in his thirties, and his wife, Cher, came to
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It was nothing represent the new values and flaky attitudes that were
predominant at that time. They dressed in the wildest

more than a ) .
possible garb and sang songs about the burgeoning scene,
cute love song, guaranteeing them “freak” status among the straight folks

and figurehead status among the kids.
but the refer- Bono began his career as an A&R man for Specialty
ences to long Records. He took up songwriting and had a few minor
hits, one of which was even covered by the Rolling Stones
(“She Said Yeah,” cowritten under the pseudonym of Don
lack of money Christy). Teaming up with arranger Jack Nietzsche, they
wrote a big hit for Jackie De Shannon called “Needles
and Pins,” which scored again when it was covered by
ity as a lave the Searchers. After Bono made an unsuccessful attempt
at a solo career, Nitzsche drafted him to work as a mem-
ber of Phil Spector’s wrecking crew. Around this time, he
outcast. met Cherilyn Sarkasian Lapiere and, with much effort,
convinced Spector to produce a single for her called
“Ringo, I Love You.” Needless to say, it bombed. The lovers then recorded as a
duo, calling themselves Caesar and Cleo, but to no avail. Bono remained persis-
tent and produced what was intended as another solo single for his now-wife,
Cher. Because she was uncomfortable in the studio on her own, Bono joined her
to sing “Baby Don't Go,” and the first Sonny and Cher single was released to
little recognition.

Their next release was “I Got You Babe,” and it broke them wide open. Some-
how, it was perceived as a folk-rock protest song. It was written by Sonny Bono
and featured a Spector-cum-beerhaus arrangement by Harold Battiste, which
was as unusual as it was appropriate—particularly the oom-PAH-PAH, oom-
PAH-PAH waltz rhythm. How in the world anybody could have labeled this as
folk-rock, though, or as a protest song, is beyond me. It was nothing more than
a cute love song, but the references to long hair, youth, and lack of money gave
it credibility as a love theme for the outcast. The loopy arrangement featured
oboes over a dense mesh of orchestration, which only added to the record’s oddball
attraction.

When “I Got You Babe” reached #1, Sonny and Cher became a hot item, both as
a couple and as fashion plates. They both released solo singles and even rereleased
some of their older recordings, all of which charted on the Top 40. After a four-
year lull in the late '60s, mostly because of a widening credibility gap between
themselves and their intended audience, they regained their popularity with a
new, older audience that now found their image comforting. They became stars of
their own nationally televised show and were cradled by the same establishment
that they supposedly had rebelled against. Cher was singled out by the media
and was projected onto innumerable magazine covers, but by 1974 she and Sonny
were divorced. As a solo act, Cher went on to record some of the most wretched
and overwrought 45s imaginable, such as “The Way of Love,” “Gypsys, Tramps,
and Thieves,” “Dark Lady,” and “Half Breed,” all of which sold in the zillions and

hair, youth, and
gave it credibil-

theme far the
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provided her with an excuse to perform in some of the most hilariously insane
stagewear ever conceived, short of Madonna. Her many movie roles provided her
with credibility and proved that she had talent as an actress, but each new song
release remains as untenable as the last. Bono, meanwhile, pursued a career in
politics, becoming the mayor of Palm Springs and subsequently winning a seat in
the U.S. House of Representatives.

JULY 1365 #4 UNGHAINED MELODY—THE RIGHTEDUS BROTHERS

When the Righteous Brothers were in the studio recording “You've Lost That
Lovin’ Feeling,” Bobby Hatfield wondered aloud what he would be doing while
Bill Medley was singing the verses. “You can go to the bank,” was Phil Spector’s
reply. On “Unchained Melody,” it was Medley’s turn to cash his royalty checks,
because Hatfield sang the lion’s share.

“Unchained Melody” was an evergreen from 1955, when it reached the Top 40
no less than four times by four different artists, namely Al Hibbler, Les Baxter,
Roy Hamilton, and June Valli. The song became a chestnut of sorts and was per-
formed with regularity by non-rock-and-roll artists until 1963, when Vito and the
Salutations took a blindsided crack at it. The song never knew what hit it—“Un-
chained Malady” would have been more appro-

priate. Their dreadful doo-wop version never
reached the Top 40, but it was enough of a re-
gional hit in the Northeast to cause some per- JULY 1965 "

manent damage to the Songs Validity. It didn’t HOLD ME, THRILL ME KISS ME—
do much to further the doo-wop cause, either. In MEL CARTER

one fell swoop, the group managed to show just
how emotionless and downright stupid doo-wop JULY 1965 L
was capable of being. It fell to the Righteous DOWN IN THE BOONDOGKS -

Brothers to salvage the song from the grips of ¥ MR
lunacy and reinstate it to its rightful place. In JULY 1985 W
the process, they not only interpreted “Un- | BABY, I'M YOURS—BARBARA LEWIS

chained Melody” sympathetically, but defined its
greatness in a manner that eclipsed all previ-
ous versions. The beautiful license that Hatfield took to interpret the song tran-
scended the already mellifluous melody. Since the Righteous Brothers’ version,
all other interpretations have sounded dated or artificial.

If you have a family but find yourself away from home because of your job, or
if you are in the military service and are separated from your lover, or if you are
in any way distanced or ostracized from someone whom you love, the power and
majesty of the Righteous Brothers’ “Unchained Melody” is undeniable. If you
find yourself in one of these situations, I strongly advise that you do not play
“You've Lost That Lovin’ Feeling” back to back with “Unchained Melody” unless
you are prepared to be transformed into a hopelessly emotional and paranoid
pile of mush. At the right moment, the cumulative effect of these two songs can
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be so overwhelming that they are incapacitating.

The Righteous Brothers experienced a commercial rebirth when “Unchained
Melody” was used as a tear-duct stimulus for the 1990 movie Ghost. A rerecorded
version charted simultaneously with a rereleased version, with the odd result
that the same song recorded by the same artist had to compete with itself for
chart position. Younger fans probably didnt know the difference, but if justice
prevails, the 65 version will survive the test of time.

AUGUST 1965 #1 HELP!—THE BEATLES

'I'he Beatles’ second feature film, Help!, was originally titled Eight Arms to Hold
You, but producers changed it to Help! in light of J ohn Lennon’s sparkling com-
position. Unfortunately, the movie was as silly as their next venture into film,
Magical Mystery Tour, was stupid. The first mistake the movie makes is that it is
not really about the Beatles at all. Lennon described the group’s role in Help! as
being “like having clams in a movie about frogs.” At best, it is an amusing but
poorly conceived parody of James Bond-style adventure films. At worst, it has
aged so poorly that it is hardly worth viewing, except for the music—that marvel-
ous music.

“Help!” is a first-class soundtrack taped onto a second-class movie. A few of the
songs, notably Lennon’s, had an uncharacteristic, soul-baring quality that origi-
nally went all but unnoticed by fans who were usually too fascinated by the sound
of the music to get overly philosophical about the words. The music was fascinat-
ing so, understandably, it took a while for the lyrics to sink in. The title song,
“Help!,” in particular had a thick, multilayered melody and structure that were
more than enough to keep casual listeners content. The interplay between Lennon’s
lead vocal and George Harrison and Paul McCartney’s harmony gave the song a

sense of constant motion. Fans were satisfied to simply

The title song, sing along, but wait a minute. What were we singing here?

"Help!,” in The meaning of the song was staring us right in the face,

v but to the fans, discovering it was like unearthing a cryp-

particular had a tic message. Was Lennon, one of the most successful hu-

man beings on the planet Earth, really crying out for help?
It turns out that he was.

ered melody Later in his life, Lennon sardonically referred to this

time as his “fat Elvis period.” He had a sense of unease

and began to put on weight. Surrounded by sycophants,

that were more opportunists, businessmen, and adopted bosses—such as

than enough to film director Richard Lester, producer George Martin,

and manager Brian Epstein—the line between friends

keep casual and business associates became unrecognizably blurred.

listeners Furthermore, he was so busy being “Beatle John” that

his own id seemed to vanish. He was compelled to face

content. the question of who he really was and became frightened

thick, multilay-

and structure
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when he found that the answer wasn’t forthcoming. Lennon was drowning in
his own fame and was searching for some person to relate to his plight.

Unfortunately, the movie completely skips over this rather compelling imag-
ery. Instead of dealing with the current state of the band (the very reason A Hard
Day’s Night was so fascinating), the bogus script overlooked the Beatles as thought-
ful human beings. The sole purpose of the movie seemed to be to convey a '60s
idea of immediacy and modernism, thus guaranteeing it would become a dated
timepiece. As such, the only thing it can claim to have spawned was its bastard
child: the American television series The Monkees.

AUGUST 1965 #2 LIKE A ROLLING STONE—BOB DYLAN

Any semblance of linear thinking that I may have had when I started this project
has all gone out the window once I began to consider Bob Dylan. Writing about
Dylan is like writing about Franz Kafka; for every word that he wrote, the pun-
dits have written another two hundred in analysis and historical study. Besides,
Dylan fits about as comfortably into a book about the Top 40 as Kafka would.
When tracing pop music back to its Tin Pan Alley roots, Dylan stands apart. He
knowingly and deliberately was an outsider who fancied himself to be the de-
structive force that severed pop music’s ties with the moon June croon, at least
until he decided to use pop for his own purpose. Dylan has had so many phases,
most of them contradictory, that any attempt to be objectively factual would surely
be questioned by the diploma-carrying Dylan-ophiles who dedicate more time to
studying their subject of interest than most brain surgeons and nuclear physi-
cists do.

One thing that everybody agrees on is that Bob Dylan is a moving target who
defies definition. He’s either a pathological liar or a weaver of mysterious fables
who protects his privacy above all else. He’s a folkie who seems dedicated to the
plight of the powerless. He’s an electrified rocker who sings surreal song/poems.
He’s a self-obsessed recluse who avoids the press and the public while casually
recording great songs just for his own amusement. He’s a confused country singer
who seems to have trouble being understood or who delib-
erately confounds his fans. He’s a self-analytical, intro- One thing th
spective lover who lucidly and eloquently divulges per- NG thing that
sonal information and heartfelt observations. He’s a sto- everybody
ryteller who spins fantastic tales of fantasy and experi-
ence. He’s a single-minded Christian who seems unwill-
ing to write about anything without including his religious that Bob Dylan
concerns. He’s a living legend (let him deny it) and maybe
none of the things previously mentioned. We barely know
more now than we did thirty years ago, except for his target who
amazing catalog of words and music. When “Like a Roll-
ing Stone” first appeared on the Top 40, there was noth-
ing else even remotely like it. It seemed to arise from the definition.

agrees on is
is @ moving

defies
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ashes like a phoenix born out of the controversy at the Newport Folk Festival,
when Bob Dylan scandalized die-hard folk fans by showing up with a rock-and-
roll band. The lyrics were not derived from that awe-inspiring travesty—it was
recorded the previous month—but his renewed vengeance could easily have been
directed at his detractors, or even at himself for allowing himself to be sucked
into their vacuum.

When he wrote the song, Dylan was frustrated and exhausted to the point of
considering quitting music entirely. He drew up from his well of emotion a seem-
ingly endless torrent of words that he later distilled into the verses. His attitude
was one of dismissive, vengeful anger, which is directed straight at you, the lis-
tener. Fortunately, you have a choice. You can either duck to avoid the line of fire
and listen in sneakily, like an eavesdropper who overhears someone vent his rage
at someone else, or you can stand up to the verbal assault and wipe the spittle
from your face as he revels in your absolute failure and hopelessness. The very
length of this diatribe is astounding. During the six solid minutes of nonstop put-
downs, the song format doesn’t allow the victim to counteract with, “You've got a
lot of nerve to say....” There are only two believable possibilities: either his victim
has been rendered mute, or Dylan, with a disguised gender, is singing into a
mirror.

“Like a Rolling Stone” is so directly personal that it alienates the singer from
everybody. He’s singing for his own sake and simultaneously saying, “Let the
masses be damned,” i.e., “Save yourself, heathen, this is my lifeboat.” Fortunately,
we can interpret this to be something other than despicable, because there is
freedom and liberation in hopelessness. “When you ain’t got nothin’, you got nothin’
to lose.” The accusations and condescensions build and build to interminable
heights until, thank God, the chorus acts as a jubilant release where relief is
derived from the knowledge of saying what you knew had to be said.

Not to interrupt myself in mid-thought, but can you believe I'm talking about a
pop song? From 1965? That’s why Dylan is a big deal. Before him, none of this
would have been, or at least it was never considered to be, song fodder. Now, it is.
To this day, the effects of this song are so ingrained that they are undeniable and
often unrecognizable. Everything was touched by its wake. Calling this song the
birth of folk rock would be an absurd oversimplification of its relevance because
“Like a Rolling Stone” was a revelation. It was not poetry in the sense that it

contained perfectly metered verse because, quite simply,

"Like a Rolling it didn’t. It’s chock full of colloquialisms, casual phrases,
Stone” is S0 and sloppy wordplay, but this only adds to its power be-
cause it seems to have flowered without pretense and de-

directly per- liberation. It brilliantly conveys spontaneity. Because of
sonal that it its liberating use of ideas and words, an entire universe of
souls who harbored secret desires of unlimited self-expres-

alienates the sion were set free. Twenty-plus years on, this newfound

freedom of expression is ingrained in pop music, and some-
times abused. In this sense, yes, you can indirectly blame
everybody. Dylan for unleashing whining crybabies like Dan Hill

singer from
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(“Sometimes When We Touch”), but for every oversensitized dolt who uses music
as a masochistic forum, there are now dozens of artists who have been given a
voice. It sounds almost crazy, but in this light, Dylan was like the Holy Spirit
descending upon the apostles, touching their tongues and bringing enlighten-
ment to everybody who cared to listen. Music has spoken a different language
ever since.

AUGUST 1365 #3 CALIFORNIA GIRLS—THE BEACH BOYS

'I'he Beach Boys were never the hippest band in the valley, and their image al-

ways plagued them, even at the pinnacle of their fame. Al Jardine never looked
like anything other than the dentist that he originally wanted to become. The
Wilson brothers looked like a bowling team in need of directions, and Mike Love
looked like an awkward, overgrown teenager who occasionally put his shirts on
backwards. They seemed nerdy and wore the clothes to fit the role, whether it
was chest-clinging acrylic sweaters (a static-electricity nightmare, I'm sure), short-
sleeved candy-striped shirts, or permanent-press stretch slacks. They may not
have been fashion plates, but no matter, because the hit songs kept coming, and
astonishingly, they kept getting better.

By 1965, the Beach Boys’ music was infinitely cooler than their image. With
Brian Wilson at the helm, the group’s musical creativity flourished. While the
band stuck mostly to simple topics that celebrated the life of a typical California
teenager, the songs began to sport a production that was nothing less than as-
tounding. Carl Wilson said it best when he called his brother’s work “a juxtaposi-
tion of the dumb and the brilliant.” Dumb lyrics, brilliant composition. Dumb
theme, brilliant production. The group’s square appear-
ance contrasted drastically with the absolute hipness of The group’s
Brian Wilson’s drug-inspired single, “California Girls.” group

Ever since the Beach Boys’ first hit, the pressure on square
Brian was unbearable. Capitol Records had been demand-
ing that the group tour, record an album, and release a
single, all in rapid succession. Besides touring and rehears- contrasted
ing with the rest of the band, Brian shouldered the bur- drastically with
den of songwriting and producing. This came to a stand- y
still while on the road, though, because he never learned the absolute
to write on anything other than a piano. For Brian, this hi

. : A . E . . ipness of
was like being denied oxygen. His isolation was magni-
fied by the fact that he lacked a steady writing partner or Brian Wilson's
a sounding board on which to vent his frustration and drug-inspired
share his exhaustion. The endless stream of insults and §-insp
abuse that were administered by his father/manager single,
surely didn't help to improve Brian’s state of mind. Men- ~California
tally, he teetered on a tightrope. Happiness and peace of
mind came only when he worked in the studio. Otherwise, Girls.”

dppearance
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Wilson might he was a mental wreck. After two years of relentless tour-

have been ing and recording enough songs to fill eight (!) albums, he
finally snapped and suffered a nervous breakdown.

miserable and At last, Brian had the excuse that he desperately

. needed to dedicate himself solely to writing and produc-

unstable, but in tion. While he stayed at home, the rest of the band toured,

the summer of at first with Glen Campbell filling in as a temporary re-
1965, “Califor- placement, and later with Bruce Johnston as his perma-

’ nent road substitute. Instead of taking the opportunity
nia Girls” was to nurse himself back to health, however, Brian began

using marijuana and LSD as a part of his daily ritual.
Disregarding any sense of precaution, Brian continued
and “together” to push himself further outside the envelope of his by
record on now fragile sanity. But while his mental instability fes-
tered, his creativity gushed. Ina drug-induced and para-
the radio. noid state of self-obsession, he composed a complex, har-
monic instrumental piece that served as a gorgeous in-

troduction to his latest composition, “California Girls.”

Rather than wait for the Beach Boys to return—and compromise his new piece
with their somewhat limited musical abilities—Wilson worked with the members
of Phil Spector’s “wrecking crew,” including drummer Hal Blaine, guitarist Glen
Campbell, and piano player Leon Russell. The Beach Boys were reduced to a
group of vocalists who sang whatever Wilson asked them to. Regardless of the
tension that may have resulted from this restructuring, “California Girls” was by
far their most expansive single yet. Besides the hypnotic sound of the song’s in-
troduction, its melody and chiming piano sound were instantly addictive. The
production possesses a clarity that makes Spector’s mono recordings sound muddy
in comparison, and it has a contemporary feel that rivals the best work of the
Beatles. Never before was the dichotomy between an artist’s work and his mental
state more pronounced. Wilson might have been miserable and unstable, but in
the summer of 1965, “California Girls” was the most joyous and “together” record
on the radio.

the most joyous

AUGUST 1965 #5 IT'S THE SAME OLD SONG—THE FOUR TOPS

o kidding? I thought I heard this before. Oh yeah, now I remember. This is “1

Can't Help Myself” with new lyrics, isn't it? It’s an amusing, tongue-in-cheek
title, considering that it’s a deliberate lift from a previous success, but at Motown
the Four Tops and their writing and production team were just following orders.
Berry Gordy was the ultimate strip miner of pop music. If he hit a gold vein, he
didn’t leave until he was absolutely sure he had sucked out every last dollar. This
usually meant two, sometimes even three, trips back to the source. Since “I Can’t
Help Myself” became a #1 hit, he ordered songwriters Eddie Holland, Lamont
Dozier, and Brian Holland to write another, and so they obliged. When Eddie
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Holland was at a loss for a new theme, he turned to the It became
obviousness of his task for a subject (although he denies

that this was the case). Humorously, he writes, “It’s the something of an
same old song, but with a different meaning since you've

been gone.” If the truth be told, the meaning isn’t any dif- obsesslon, and
ferent, either. The strange thing is how easily their cre- "l Can’t Help
ative juices flowed when they blatantly ripped themselves Myself” clones
off. Although it lacked the impact of “I Can’t Help My-

self,” it still stood out from the pack of better-than-ordi- continued into
nary songs that it had to compete with. The well-honed 1966 with
talent of the Four Tops guaranteed that.

He might have been mercenary to a fault, but it’s hard "Shake Me,
to blame Gordy for urging his writers and performers to Wake Me [When
stick to what they knew best. When this song reached
#5, it was impossible to contradict him; there was gold in it's Dver).”

them thar hills. It became something of an obsession,

and “I Can’t Help Myself” clones continued into 1966 with “Shake Me, Wake Me
(When It’s Over).” Convinced that he had finally squeezed every last drop of
commerciality from that particular formula, Gordy finally allowed the Four Tops
to search for a new place to dig. It wasn’t long before they hit pay dirt again
with “Reach Out, I'll Be There.” Once that song hit #1, they knew what to expect
and started driving in stakes and preparing a homestead. They knew it would
be a while before the boss man would want them to move on again, and they
were right. Every single that they released for the next year had them return-
ing to the “Reach Out” mine with pickaxes in hand.

AUGUST 1965 #8 PAPA’S GOT A BRAND NEW BAG—JAMES BROWN

Before he released “Papa’s Got a Brand New Bag,” James Brown taped his ap-
pearance on the TA.M.I./TNT Show, a rock-and-roll revue filmed before a live
audience. The show featured the most varied collection of rock-and-roll artists be-
fore or since, and it is an excellent historical document for anyone even remotely
interested in rock-and-roll music in the mid ’60s. The show opens with Chuck Berry
playing without a band, surrounded by seven professional dancers (very '60s), fol-
lowed by the Pacemakers with Gerry Marsden, who wore his guitar strapped so
high it could bang him in the jaw. Sets followed by Bo Diddley, Smokey Robinson
and the Miracles (not a particularly good voice day for Robinson), the Ronettes,
Marvin Gaye (damn, he was good, but he must have been driven to distraction by
the dancers who paraded around him like oblivious morons), Leslie Gore (is she for
real?), and the insipid Jan and Dean.

Ike and Tina Turner offered a sample of things to come when they did “Please,
Please, Please” with a primeval furor, but Diana Ross and the Supremes cooled
things down by performing straight-ahead versions of their hits, surrounded by the
idiotic dance team doing something that looked like zombies playing “Simon Says.”
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Considering the Thankfully, the dancers had the common sense to leave

the stage when the real thing, Mr. Dynamite, “the hardest

working man in show business,” Mr. Jaaaaaaaaames Brown

effect this song was introduced. Even if you could ignore all of the hype

had on popular  that Brown has generated , this single performance proves

that he was the king. Two decades ahead of his time, he

music and influenced everything that followed. “Out of Sight” and a

culture, it had derailing version of “Night Train” were his allotment for

) the evening, but before he left the stage (it took something

quite an like six attempts), everybody knew they had witnessed

something they had never seen before and would probably

never see again. Afterward, Ray Charles played his unique

beginning. brand of brilliantly arranged soul, then the Rolling Stones

came on with poor Mick Jagger, who probably spent the

day throwing up in the men’s room after watching James Brown rehearse. Still,

despite the enormous pressure of following James Brown, the Rolling Stones did a
very admirable job of defending their place on the bill as closing act.

The show’s debut airing coincided closely with the release of Brown’s next
groundbreaking single, “Papa’s Got a Brand New Bag.” Considering the enormous
effect this song had on popular music and culture, it had quite an inauspicious
beginning. Brown had just resolved contractual difficulties with his first label, King
Records. To show good faith, he wanted to record a follow-up to “Out of Sight,” his
previous hit on Smash Records, as soon as possible. According to Brown, he took a
piece of music from his stage show, wrote a few words for it, and stretched it into a
full song. He hadn’t memorized the words, so he sang the first take reading from a
lyric sheet. The band stopped to hear the playback, to fine-tune the mix and tighten
the arrangement, but instead of going back into the studio, they were able to go
home. In one take, the most innovative song of Brown’s illustrious career was fin-
ished. The arrangement, which calls for Maceo Parker to play one lone note on
baritone sax for each pass of the riff, was sped up for single release, and sounds as
fresh and exciting today as it did in 1965.

Freddie Crocker, an influential New York disc jockey, got an acetate of “Papa’s
Got a Brand New Bag,” and although he initially hated it, he played it on the air,
and the phone lines wouldn't stop ringing. Brown, who was just getting (or tak-
ing) credit for inventing soul music, suddenly took everything one step farther. In
1965, they didn't have a name for the style, but “Papa’s Got a Brand New Bag”
defined a new rhythm-based music that eventually was called “funk.” Papa’s got
a brand new bag? No doubt about it.

Enormous

inauspicious

AUGUST 1965 #16 TRACKS OF MY TEARS—THE MIRAGLES

'I'hese Motown guys were really something else. They were notorious for sticking
to a formula until it no longer sold records, then moving on to another. Whether
the production team was Smokey Robinson, Norman Whitfield, or Eddie Hol-
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land, Lamont Dozier, and Brian Holland, Berry Gordy When it comes
usually would not allow them to try anything new until it to songwriting
was obvious that the original formula was completely ex- ’
pended. But what constituted a formula? Were they re- these Motown
ally so clever and deliberate as to revamp the oblique nu-

ances contained in their hit songs? Coming out on the heels Juys were

of “Ooo Baby Baby,” “Tracks of My Tears” makes me think good, and

that they really were. Robinson
Lyrically, the connection between the two songs is fairly

obvious. Listeners who related to the lyrics of “Ooo Baby was the

Baby” would have little difficulty identifying with the pro- consummate

tagonist of “Tracks of My Tears.” Robinson is a clever
songwriter, and he knew Gordy’s reasoning for milking Motown writer.
an idea that sells, but I doubt that the pride he had in his

talent would allow him to be overt in his repetition. “Ooo Baby Baby” is a lilting
song in triplet time that puts emphasis on a lyric by shifting the cadence to a
four-beat pattern. This gives the song a significant hook when Robinson sings,
“You've made mistakes too.” Now, this would be so subtle that it’s hard to imagine
why he would bother, but “Tracks of My Tears” takes the same rhythmic idea and
reverses it. While the song moves along at a steady four beats to the measure, he
suddenly switches to triplets to emphasize the climactic lyrics, “My smile is my
make-up I wear since my breakup with you.” The line is clever enough without
the emphasis, but the triplets make it impossible to ignore. When it comes to
songwriting, these Motown guys were good, and Robinson was the consummate
Motown writer. Formulaic and yet quite original, “Tracks of My Tears” Jjust may
be his definitive song.

AUGUST 1365 #21 IN THE MIDNIGHT HOUR—WILSON PICKETT

Being from the South, Wilson Pickett was, like nearly every black singer in

those days, introduced to music through the gospel circuit. In the late ’50s, a
vocal group known as the Falcons (remember the prevalence of bird names for
vocal groups back then?) combined gospel songs with R&B material but, follow-
ing their mercenary instincts, moved steadily

toward the latter. After the group scored with a
#17 hit called “Youre So Fine,” Pickett joined m
them in 1959, and together they abandoned their AUGUST 1965 -

gospel roots entirely—in substance, that is, but SINCE | LOST MY BABY—
certainly not in style. Not too many people had THE TEMPTATIONS

the intense gospel shout down to a science as
well as Pickett. His powerful vocal is promi- AUGUST 1965 k2§
nently featured on the Falcons’ “I Found a Love,” SHAKE AND FINGERPOP—

. s dJR. WALKER & THE ALL STARS
but his restless nature and sense of ambition
soon led him to leave the group in search of a
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The kazillion solo career. He wrote and recorded a few demos, and they
found their way to Jerry Wexler at Atlantic Records, who
was interested enough to purchase the publishing rights
song that have for one composition, called “If You Need Me.” Wexler could
since been have signed Pickett lock, stock, and barrel, but at the time
he was more interested in furthering the career of Atlan-
recorded by tic artist Solomon Burke, who quickly recorded a not-too-
avery artist shabby version of Pickett’s song. The problem was, Wexler
neglected to purchase Pickett’s original demo recording,
with a craving and while Burke’s version was being prepared for release,
Pickett’s demo was already attracting enough attention
to garner airplay. To avoid embarrassment and to salvage
ibility are Burke’s cover version, Wexler called in every connection
testament he could think of and hustled Burke’s version relentlessly.
His efforts, more than any other factor, knocked Pickett

enough to the out of the running and gave the hit to Burke.

A year or so later, Pickett walked into Wexler’s office
looking for work. Surprised but grateful that he didn’t hold
Pickett's a grudge, Wexler signed him immediately. For his part,

original Pickett was no dummy; he saw how hard Wexler was will-
ing to work and thought it was just better business if he
recording. could align himself with one of the most tough-minded
A&R men in the industry. For the first year of their asso-
ciation, Pickett worked with house producer Bert Berns, but nothing of conse-
quence emerged. Frustrated but not deflated, Wexler convinced Pickett to pack
his things and head down to Memphis, the mystical land of Booker T. and the
MG’s and the home of the Stax/Volt recording studios. Once there, Wexler paired
him with chief guitarist and songwriter/arranger Steve Cropper, checked them
into a hotel room with a bottle of whiskey, and gave them a simple command:
write. Emerging the next day a little bleary-eyed but a few songs richer, Pickett
and the Memphis Musician’s cut a near-perfect slice of sanctified southern soul
called “In the Midnight Hour.”

The kazillion versions of this song that have since been recorded by every art-
ist with a craving for soul credibility are testament enough to the status of Picketts
original recording. His full-throated delivery combines so seamlessly with the
punch of the rhythm section that it’s hard to believe they hadn’t been rehearsing
together for years. The musicians at Stax, both black and white, had an innate
understanding of contemporary soul music, and Pickett and Wexler eked from
them some of their most profound rhythmic ideas. The inherent tension in the
recording is the result of Pickett singing against the band. With an expressive,
impatient style, he seems to be cajoling them to pick up the tempo and send the
song into overdrive while the stubborn insistence of Al Jackson’s drumming main-
tains order by consistently (read “perfectly”) playing behind the beat. As a result,
“In the Midnight Hour” is a textbook illustration of soul music as a constant battle
between pent-up tension and sweet emotional release.

versions of this

for soul cred-

status of
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SEPTEMBER 1965 #3 DO YOU BELIEVE IN MAGIC—THE LOVIN' SPOONFUL

'I'he West Coast already had bands like the Byrds and the Beach Boys, but once
the Lovin’ Spoonful emerged on the East Coast, it was final: America was fi-
nally responding in full force to the English Invasion’s interpretation of Ameri-
can music with its own updated, ingenious sound. Both the Byrds and the Lovin’
Spoonful formed in a direct reaction to hearing the Beatles and their ilk, while
Brian Wilson of the Beach Boys was constantly taunted by the newest Beatles
release, providing him with a form of inspiration through intimidation. Each of
these homegrown bands had a distinctly American sound that grew from native
sources. The Beach Boys built their way up from a Chuck Berry foundation, and
the Byrds chose Bob Dylan as their own point of reference. John Sebastian of
the Lovin’ Spoonful drew from the New York folk scene that spawned him as his
own starting point.

The son of a classical harmonica player (is that an oxymoron?), Sebastian
learned the instrument himself but preferred the blues and folk styles that were
becoming popular in the Greenwich Village club scene. He played the local cof-
feehouses as an accompanist, including a short

stint with the Mugwumps, where he met and
became friendly with guitarist Zal Yonovsky. m
The Mugwumps dishanded when members SEPTEMBER 1865 i

Cass Elliot and Denny Doherty set out for Cali- CATCH US IF YOU CAN~

fornia to find fame in their next incarnation as THE DAVE CLARK FIVE
one half of the Mamas and the Papas.
Sebastian, meanwhile, was listening intently SEPTEMBER 1965 7

YOU'VE GOT YOUR TROUBLES—

to entrepreneur and fledgling manager Eric THE FORTUNES

Jacobsen, who convinced him that he had
plenty of songwriting talent and ought to elec-
trify his music in order to try it out on the rock-
and-roll scene. Recruiting Yanovsky, along with bass player Steve Boone and
drummer Joe Butler, he formed a band and named it the Lovin’ Spoonful, after
a line from a Mississippi John Hurt song.

While Jacobsen worked hard trying to get the band a recording contract, the
group rehearsed a combination of Sebastian’s original songs and a handful of
blues/folk standards. After two months of solid work, they opened at Greenwich
Village’s Night Owl Cafe to great acclaim. In the meantime, Jacobsen worked
out a deal with a new label called Kama Sutra. The most commercial of
Sebastian’s new songs was called “Do You Believe in Magic,” and they chose this
for their debut single. It is an undeniably ebullient song that features joyfully
ringing guitars over an upbeat shuffle rhythm. Sebastian sounds as though he’s
so happy he can’t repress his smile. The bouncy, happy melody is contagious
while Sebastian’s vocals are as inviting as a summer’s day. It just makes you
feel good to hear it, and its optimism invokes the feeling of magic that the lyrics
suggest. Jacobsen was right: the combination of a folksy Jjug band with rock and
roll worked. The nascent rock scene in New York City was now getting national
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attention, which would broaden once pop radio recognized other bands such as
the Young Rascals and the Blues Magoos.

SEPTEMBER 1965 #13 WE GOTTA GET OUT OF THIS PLACE--THE ANIMALS

ric Burdon was a vocalist with a serious identity crisis. He had a fixation with

black culture that went beyond fanaticism. Most British musicians were satis-
fied to sound authentic, but Burdon needed to be authentic. He desperately wanted
to be black, since he assumed he would then have a divine right to sing the blues.

Barry Mann and Cynthia Weil, one of many sets of famous songwriters working
out of New York’s Brill Building, wrote “We Gotta Get Out of This Place,” which
more or less invokes images of black ghetto life. They were shopping the song around
when Alan Price, the Animals’ keyboardist, heard it and picked it up.

Burdon remained convinced that the band ought to write its own material or
stick to authentic blues records, but previous attempts to do so faired only moder-
ately on the charts. Against his will, the Animals recorded the song. Burdon was
vindictive and made a point of telling anyone who asked that he despised the
song. As far as Mann and Weil were concerned, the sentiment was mutual, since
the Animals’ raucous and unsubtle version of their song wasn’t what they ex-
pected or intended.

It’s surprising today to think that neither party appreciated the success that
this crossbreeding yielded. Burdon’s manic soul obsession gave perfect voice to
Mann-Weil’s uptown sophistication. He inadvertently gave the song an edge that
perhaps was not intentional when it was written. He sings “We gotta get out of
this place, if it’s the last thing we ever do” with such raw power and conviction
that it’s hard to tell if he’s escaping ghetto life or a lunatic asylum.

The band members surely related to the sentiment expressed by the lyrics.
One by one they left the band, each time with the ostensible implication that
working with Burdon was too difficult. Burdon, left to his own pursuits, contin-
ued recording with various sidemen under the name “Eric Burdon and the Ani-
mals.” By this time he had renounced his previous obsession, saying “(I) was
someone trying to be an American Negro. I look back and see how stupid I was.”
He subsequently reinvented himself as a San Francisco hippie and continued to
have hits with ridiculous songs such as “San Franciscan Nights” and “Sky Pilot,”
before returning to his African-American persona with Eric Burdon and War.

OCTOBER 1965 #1 YESTERDAY—THE BEATLES

'I'he working title for “Yesterday” was “Scrambled Eggs.” It’s a goofy little
piece of information, but Beatles fanatics revel in this sort of ephemera.

George Martin was a classically trained musician who started work at London’s
EMI Records as a recording assistant for the serious music department of its
subsidiary label, Parlophone. Occasionally, he would be assigned to work with
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popular artists, and over time most of his energy was spent recording nonclassi-
cal material. By 1955, he was placed in charge of Parlophone. Although his back-
ground was firmly rooted in serious music, he tended to be open-minded when it
came to recognizing the salable potential of other acts. This is precisely how and
why he became involved with recording comedy records for Spike Milligan, Peter
Sellers, and others, collectively known as “the Goons.” One thing that Martin
didn’t have, though, was a continuously successful popular act. He was looking
for an artist or group that would be malleable enough to perform a wide variety of
material, and for this reason he agreed to audition the Beatles when the opportu-
nity arose in 1962. The fact that they hailed from the provinces (Liverpool, of
course) didn’t give him much hope, and when he first heard their demo tape, he
was less than impressed. Nevertheless, he agreed to audition them. George
Harrison, Paul McCartney, John Lennon, and the group’s original drummer, Pete
Best, arrived and played, but Martin was critical of Best. He stated that if he
were to record the Beatles, he would use a professional as a substitute. This com-
ment stimulated the Beatles to take action, something they had already been
privately considering anyway. Pete Best was out. Ringo Starr, who played with
Rory Storm and the Hurricanes, was in. The rest, to use a tired phrase and to
avoid an even more tired story, was history.

In the recording studio, Martin’s role with the Beatles began with him organiz-
ing the arrangement—that is to say the structure—of their material. Also, he
often contributed piano lines to the instrumental breaks. This pattern continued
for the first few years of their relationship, but all the while the Beatles’ input
and ideas were becoming steadily more sophisticated. When McCartney wrote
his melancholy ballad “Scrambled Eggs,” Martin’s role became more like that of
an artistic collaborator.

The Beatles had begun to branch out with their writ- In the
ing projects. More and more, McCartney’s and Lennon’s .
songwriting styles had begun to polarize. Although the recording
credits always read “Lennon/McCartney,” most songs studio,
were now the product of one or the other. The varied styles ,
that each of them developed called for different ap- Martin’s role
proaches to their arrangements. The Beatles were well with the
aware of Martin’s musical background and decided to

make good use of it. The first big change came when Beatles began

McCartney realized he needed something other than a with him
rock-and-roll band for his ballad, now titled “Yesterday.”

Martin suggested fleshing the song out with an arrange- organizing the
ment for string quartet. Martin wrote the part, they re- arrangement—

corded the song, and McCartney became the only Beatle

to appear on the final product. that is to say

Surprisingly, the song was not released on a single in
Great Britain until 1976. As usual, though, America was
a different story. Here, the single rose straight to the #1
position, where it stayed for four weeks. “Yesterday” has

m

the structure—
of their
material.
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since been honored by more than 2,000 cover versions (egad!) and is the most
covered song of the rock-and-roll era. Of these 2,000 versions, only one ever man-
aged to reach the Top 40: Ray Charles scraped his way to #25 in 1967.

OCTOBER 1965 #1 GET OFF OF MY CLOUD—THE ROLLING STONES

ondon, England in the late *50s was awash with a music scene that was re-

ferred to as trad jazz. Inspired by the New Orleans jazz tradition of the Ameri-
can South, trad jazz was derivative and strict, thriving on pointless rules regard-
ing style, play, and appropriate material. It became obsessed with purity while
completely ignoring the fact that there really wasn’t anything pure about white,
English people playing African-American jazz. The imposed limitations of trad
jazz exerted a stranglehold on the British music scene until a counter-movement
developed to challenge this restrictive style. The counter-movement was another
form of African-American music: the blues. Between trad jazz and the blues, the
English obsession with the musical styles of the American Negro was consum-
mated.

Whether it came from Texas, Chicago, or the Mississippi delta, the blues was
essentially black in its heritage—most white Americans ignored or knew almost
nothing about the blues. But in England, particularly London, American blues
singers were being elevated to the point of hero worship. Although initially small
in number, English blues fans were fanatical purists who spurned trad jazz pur-
ists, and vice versa. Since trad jazz was firmly ensconced in the London club
scene, blues bands were usually not welcome to perform in these venues. Ini-
tially, it was fans of the less stringent skiffle scene who found a certain
compatability with this style. Blues Incorporated was an incipient conglomera-
tion of musicians who became enamored with the blues. Members included Alexis

Korner (guitar), Cyril Davies (harmonica), Jack Bruce (yes,

The universal- that Jack Bruce, on bass), and Charlie Watts (drums)

among others. From this seed sprouted an English blues

ity of the blues scene that would eventually grow so large it would over-

songs the shadow the beat group scene and dominate Western popu-

. lar music well into the 70s.
Rolling Stones As legend has it, Mick Jagger and Keith Richards were
covered stood previous acquaintances who crossed paths at a train sta-

tion while commuting from their respective schools.
Richards, an avid Chuck Berry fan, couldn’t help but no-
contrast to the tice the brand new record albums that Jagger had ordered
direct from Chess Records and was carrying home with
him. A friendship developed, and for fun they began to
pamchialism of rehearse off-the-record versions of their favorite songs,
along with a mutual friend named Dick Taylor (later of
the Pretty Things) and some others. One night the three
material. novice musicians ventured to the Ealing Jazz Club (a

in marked
divisive

their own
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venue that broke down and allowed blues music), where
they saw Brian Jones sitting in and playing slide guitar
under the pseudonym of Elmo Lewis. Later on, they also Gomelsky, a
met a square-jawed blues enthusiast named Ian Stewart arrulous
(“Stu”), who played a mean barrelhouse piano. It should g
be stressed that the attraction between these various char- Russian immi-
acters was somewhat obvious—the blues scene was in its rant. he-
infancy and they all felt as though they shared a passion grant,
for something that still was generally unknown. Jones was friended the
intent on forming his own band so he brought these sun- .

dry characters together for rehearsals. Rolling Stones

Jagger, meanwhile, had submitted an audition tape and actively
to Blues Incorporated and was accepted as a part-time began to
member. Soon afterward, the BBC offered that band a
prestigious radio appearance but would only allow six promate them
members into the studio. Jagger, being number seven,
volunteered to stand down and cover their usual slot at through appear-
London’s Marquee Club with his other group. The lineup ances at his
of Jones, Jagger, Richards, Taylor, Stewart, and Mick nightclubs and
Avory (later of the Kinks) took the stage that night with
a name that Jones chose: “The Rollin’ Stones.” The advertisements
evening was mostly uneventful, except for some contro-
versy that was provoked by Jagger’s daringly effeminate
stage presence. When Taylor quit the group, they hired magazines.

Bill Wyman, for his excellent equipment as much as for

his bass playing. All that was left to complete the classic lineup was Charlie
Watts. Watts also had belonged to Blues Incorporated but quit when he lost
interest in playing drums professionally. He was replaced by Ginger Baker. The
Stones, aware of his availability and tired of the ineptitude of their other drum-
mers, offered him the drum slot. In a move that he felt displayed a complete
lack of common sense, he said yes.

Georgio Gomelsky, a garrulous Russian immigrant, befriended the Rolling
Stones and actively began to promote them through appearances at his night-
clubs and advertisements in music magazines. Their popularity was increasing
steadily when nineteen-year-old impresario Andrew Loog Oldham and his busi-
ness partner, Eric Easton, convinced the Rolling Stones to sign them on as man-
agers. Gomelsky felt betrayed since he had a verbal agreement with the band,
but without documentation he could lay no claim and would have to satisfy
himself with his other discovery, the Yardbirds. Oldham immediately took charge
of creative matters and focused on the group’s image. The Rolling Stones were
the most frighteningly sloppy and rude bunch of curs he ever had the pleasure
to meet, but he felt that Stewart just didn’t look radical enough for his vision of
the band. Oldham sacked him offhandedly, then threw him a bone by allowing
him to remain on as chief roadie and occasional studio musician. Next, he pitched
the band to Dick Rowe, the infamous Decca Records talent scout who had be-

Georgio
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come famous as “the man who turned down the Beatles.” Eager not to make the
same mistake twice, Rowe was an easy target and immediately signed the band.
The Stones released Chuck Berry’s “Come On” as their first single in June 1963
and dented the British charts at #20. Using Berry and Chess Records’ sound as
their firmament, they kicked off what was to become the lengthiest career of
any group in all of rock and roll.

The universality of the blues songs the Rolling Stones covered stood in marked
contrast to the divisive parochialism of their own material. “Satisfaction” placed
them squarely in the center ring of the rock-and-roll circus by mocking conven-
tion. “Get Off of My Cloud” did the same. Thematically, it closely followed the
rage of its predecessor, but sonically, it resembled a wall of mud. As the song goes
on, the verses degenerate into a series of disconnected and often inaudible vi-
gnettes that are tenaciously held together by the chorus. The Stones’ sound, par-
ticularly in their early days, was always rough and crude (some would say inept),
but it still had a certain authenticity. “Get Off of My Cloud” turned crudity from a
liability into a virtue by capitalizing on the vagueness of the material while defin-
ing its grit. It wasn't a traditional blues song, yet it somehow qualified. It was a
white, privileged, perhaps more refined blues tune of the Martin Mull variety.
Mull’s blues went, “I woke up this afternoon, I saw both cars were gone (repeat
two times). I felt so lowdown deep inside, I threw my drink across the lawn.” It
isn’t much of a reach to imagine Jagger singing those words. The Stones’ version
goes, “Hey, you! Get off of my cloud!” There you have it: even middle-class white
kids sometimes get the blues.

OCTOBER 1965 #1 1 HEAR A SYMPHONY—THE SUPREMES

Marketing was, and still is, a necessary evil in popular music. Today, perform-
ers sometimes gain wider exposure by promoting products—and larger in-
comes when companies sponsor their tours—but in the '60s, the marketing of pop
performers was less organized. Motown unashamedly marketed the Supremes
through whatever means were available. They recorded television commercials
for soda and deodorant. Hardly a week went by that they didn’t make a television
appearance of some sort. They turned up on dozens of variety shows and occa-
sionally were given roles in dramatic programs, including
Motown (this really happened) an appearance on Tarzan, in which
they portrayed three nuns. At one point, they even licensed
“Supremes White Bread,” with a picture of their faces on
marketed the the plastic wrapping. A better symbol of Berry Gordy’s
Supremes ambition and ideology could not be found. Hell, I seriously
doubt that a better one could be invented.
through what- Yes, the Supremes were a money-making machine, but
gVEr means according to the figures that have since been made public,
it was not the Supremes who got rich. According to the
were available. terms of their contract, they earned 3 percent of 90 per-

unashamedly
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cent of the suggested retail price of each record sold. The 3 percent applied to the
group, not the individual, so each member’s cut was 1 percent. If records sold for
around 75 cents, that translates into two-thirds of a penny for each 45 RPM sold.
Also, all expenses for recording and touring—and I mean all expenses—were de-
ducted, including studio time spent on unreleased material. A song like “Where
Did Our Love Go” is on record as having sold more than one million copies; ac-
cording to these terms, each Supreme, before taxes and expense deductions, earned
less than $7,500. Although most fans assumed that fame and fortune went hand
in hand, this amply proves that it isn’t necessarily the case. The sideline ventures
brought in extra money, but you must remember that the Supremes belonged to
Motown, and Motown was a subchapter S corporation. That meant that, finan-
cially speaking, Motown equaled Berry Gordy (at least essentially).

After a brief hiatus from the top spot on the charts, the Supremes returned
with “I Hear a Symphony.” It was their sixth #1 record in seven releases since
1964. Songwriters Eddie Holland, Lamont Dozier, and Brian Holland continued
the pattern of rewriting their earlier material, this time updating “Where Did
Our Love Go.” Diana Ross sang the original with an excess of sexy reserve, and
a second attempt yielded similar results. She purrs “I Hear a Symphony” so
coyly that it invokes the kind of shivers usually reserved for when a loved one
whispers into your ear. The intimacy of her performance brings her so close that
everything else, including the other Supremes, seem miles away. By now, some
fans may have wondered if the other Supremes could sing anything besides
“Oooh” or “Baby, baby.” By their next single, these fans would be wondering if
they sang at all.

OCTOBER 1965 #2 1-2-3—LEN BARRY

What ever became of songs like this? In 1965, pop music was at such a creative
crossroads that almost every record seemed to have a direction all its own. An
omnipresent optimism and sense of freedom soaked into the very fiber of popular
music and seemed to signal that we were on the threshold of a brave new world.
English bands changed music ineradicably while soul
bands were rearranging our ideas of American black mu- “1-2-3” was one
sic. American rock-and-roll bands were charting a course

to unknown regions, and even the usually traditional clas- of those

sic pop was breaking new ground. “1-2-3” was one of those

unabashed pop songs that wasn't afraid to blare its opti- unabashed pop
mism in your face. An upbeat tempo supported a fabulous songs that
horn chart with a heavy backbeat, and it was all soaked
generously in reverb, giving the song a brand new and
shiny luster. What it lacked in substantive lyrics it made blare its
up for in pure entertainment. The inventive melody de-
manded a great singer, and Len Barry was certainly up to
the challenge. Part schmaltzy Vegas, part gritty James your face.

wasn't afraid to

optimism in
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Brown, his voice was perfect for the pure pop of “1-2-3.”

Barry (Leonard Borisoff) came out of the Philadelphia doo-wop scene, where
he was lead singer for the remarkably successful Dovells. A series of hits, in-
cluding two in the Top 10 (“The Bristol Stomp” and “You Can’t Sit Down”) made
the group very popular and emboldened Barry to follow his longings for a solo
career. “1-2-3” satisfied that ambition when it reached #2 on the pop charts, at
a time when the competition was at its most fierce. Before the complicated and
often confused ramblings of psychedelia—a style that was as unsuited to Barry
as Gregorian chants—“1-2-3” was as straightforward and likable as a pop song
could be.

By the way, where did the idea originate that it was easy to take candy from a
baby? From my personal experience, taking anything from a baby, particularly
candy, is a dangerous proposition. It’s much easier to give them candy, as any
overindulgent grandparent could testify. Sammy Davis Jr. got it right in 1971
when he released what was arguably the most sickeningly sweet pop record of all
time. “The Candy Man” talked about turning the world into one giant, sugar-
coated candy bar, just to satisfy the demands of the already dangerously hyperac-
tive, sweet-toothed little monsters. This song should be required listening for
anybody in desperate need of a dietary aid. If you are like me, just the phrase
“Who can take the su-un-liiiight...” is enough to warrant an insulin injection. At
the very least, it ought to help you swear off sweets for the rest of your life. Barry’s
song might have been lyrically inaccurate, but at least it didn’t make you gag. It
was also among the last of a dying breed, since progressive music trends would
eventually sweep good old-fashioned pop under the carpet and off the charts.

DCTOBER 1965 #2 A LOVER'S CONCERTO—THE TOYS

ere’s a strange one that just made it under the wire before the girl-group trend

faded away completely. The male-dominated doo-wop groups that were so popu-
lar in the ’50s had to share the spotlight once rockabilly and R&B performers
began to redefine popular teenage music by playing what came to be known as
rock and roll. Throughout the late *50s, traditional doo-wop cohabitated uneasily
with the new driving rhythms and raucous beats. The payola scandal quashed
both styles very handily by inducing a paranoia over the recording industry that
seemed to affect more than the standard methods of doing business; it also al-
tered the music. As if calming the content of the music would quell the wrath of
the government investigators, record companies sublimated riotous and/or sug-
gestive recordings and replaced them with a premanufactured type of music that
hearkened back to the days before rock and roll or doo-wop. By 1960, it appeared
that these musical forms were on their last legs, being totally usurped by the
corporate teen idols. Surprisingly, they both held on and were able to make a
resurgence. Rock and roll would have to wait for England to revive its essence.
Doo-wop sprang back to life more quickly but with one very noticeable difference:
suddenly there were more girl groups than guy groups in the Top 10. The sound
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changed, as well. Instrumental backing was no longer con- The only
sidered to be extraneous accompaniment but instead be- Ameri

) . : merican doo-
came integral to the songs. The girl-group trend contin-
ued to thrive until 1964, when the English Invasion ren- wop groups that
dered it almost extinct. The only American doo-wop groups survived were
that survived were those that adapted to the constantly
evolving musical developments that were taking place at those that
a near-dizzying pace.

Few groups were better at adapting than the Four Sea- adapted to the
sons and their producer, Bob Crewe. Crewe had a keen eye constantly
for trends, and besides his work with the Four Seasons, he
produced many recordings for other artists, particularly the
girl groups. One of his most successful efforts was “A Lover’s musical devel-
Concerto” by the Toys. Songwriters Sandy Linzer and Danny opments that
Randell came up with a snippet of a melody culled from a
Bach piano exercise (“Minuet in G”) and wrote some moon- were taking
June-style lyrics to fit the pattern. Crewe then took the
melody— which, although pretty, repeated itself endlessly
without any variation—and fleshed it out with some inter- dizzying pace.
esting production flourishes. He recruited the Toys, who
had previously done some session work for him, to sing. The result was a charming
love song with innocent lyrics that would have been hopelessly out of sync with the
times had it not been for Crewe’s imaginative production. After “A Lover’s Con-
certo,” the girl-group trend was essentially finished.

evolving

place at a near-

OCTOBER 1965 #3 LET'S HANG ON!—THE FOUR SEASONS

'I'he fan base that supported the Four Seasons was dedicated and catholic in
taste. The English Invasion could not be ignored, nor could Motown, but the
consistently charming songs of the Four Seasons just would not go away. “Dawn,”
“Ronnie,” “Rag Doll,” and “Save It for Me” all reached the Top 10 in 1964. With
innovative musical styles breaking out all over, the Four Seasons became some-
thing of a guilty pleasure. They weren’t quite hip, yet they managed to remain
popular and relevant throughout the ’60s. Sticking to what they knew best, they
sang well-crafted, falsetto-based harmony with a solid rhythmic base, and the
result was always undeniably catchy.

“Let’s Hang On!” was their first (and only) Top 10 single in 1965. With a guitar
sound that would have been unthinkable two years earlier, the song further mod-
ernized the doo-wop genre, changing it significantly and permanently. Like Dor-
othy accidentally throwing water on the wicked witch, the Four Seasons might
even have inadvertently killed doo-wop. They altered traditional vocal-group styles
so much that the term “doo-wop,” which was never adequate to define their music
anyway, became forever obsolete. “Let’s Hang On!” served as evidence that the
Four Seasons were capable of burning their bridges behind them. They may
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have been rooted in styles of the past, but from this point on, Frankie Valli and
Company were most certainly more concerned with maintaining relevance into
the future.

OCTOBER 1965 #7 A TASTE OF HONEY-
HERB ALPERT AND THE TIJUANA BRASS

y parents weren’t big music fans, by any stretch of the imagination, but like
most others in their age group, they owned a reasonable sprinkling of record
albums. The majority were by popular vocalists, such as Andy Williams, Robert
Goulet, Perry Como, and particularly Jerry Vale. My dad thought Vale was the
greatest. I can still hear him raving about how perfect his diction was, as if that
were the most important characteristic a singer could possess. It also implied that
most of the singers I listened to were Cro-Magnon heathens who were barely ca-
pable of grunting. It didn’t matter much, though, and we could peaceably coexist
(I wasn’t a teenager yet) as long as we didn’t

subject each other to our unique preferences.
m Looking back, my parents owned certain records
that I truly liked, although I'd have been loath

:gg:lmmlgfmm BASS e to admit it then. At various times, however, my

sister and I discovered some wonderful alterna-
OCTOBER 1965 7 tive uses for their record albums. To her, they
POSITIVELY FOURTH STREET— made great pretend dishes for playing house. For
BOB DYLAN .

me, they were excellent projectiles and worked
OCTOBER 1965 W35 almost as good as Frisbees. In some ways they
RESPEET—BTIS REDDING were even better, since I discovered that they

would explode upon impact with a high-tension
wire. When we were younger, we both tried to
draw on the vinyl with our crayons. In short,

GREAT MISSES my parents’ record collection was either totally
: N annihilated or wrecked beyond use.
OCTOBER 1965 i . . : ) B
DAWN OF CORRECTION— With their record collection becoming so “mul-
THE SPOKESMEN tifunctional,” my parents often were unable to

play their old favorites. A simple solution to the
musical drought that descended over our house-
hold was to replace the destroyed or (ahem) missing disks with new albums, so as
the old Harry Belafonte or Trini Lopez records went (literally) out the window,
my parents would bring home new stuff and hope that, since we were no longer
young and stupid (yeah, right), we wouldn’t trash their new purchases. One record
that I vividly recall my mother bringing home was by Herb Alpert and the Tijuana
Brass. Called Whipped Cream and Other Delights, it pictured an apparently na-
ked woman up to her cleavage in the stuff. Now ¢his, I thought, was interesting.

Sporting a sound that was like a mariachi band with a heavy and swinging
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beat, I liked this record as much as I supposed that my parents did. Best of all,
it was all instrumental, with none of the crooning vocals that usually made
“their music” all but impossible for me to appreciate. The key song here was a
Top 10 hit called “A Taste of Honey.” I was already familiar with the tune be-
cause the Beatles did a very boring version of it on one of their albums, but
Herb Alpert and the Tijuana Brass’s version was something else. It was lively,
sprightly, and hip—much cooler than the Beatles’ version. Heck, here I was, a
preteen smack dab in the middle of Beatlemania, and I actually preferred a
version of a song from a record that my parents bought more than the Beatles’
version. “Boy,” I must have thought, “I hope my friends don’t find out about
this.” As it turned out, most of my buddies loved the song, too, and they didn’t
even know that the Beatles had recorded it. All was fine. Just to be on the safe
side, I amended my ways, stopped throwing records at power lines, and made
sure that, from now on, my sister would use something other than records when
she invited her imaginary friends over for tea.

NOVEMBER 1965 #3 1 BOT YOU [1 FEEL 600D]—JAMES BROWN

AOOOOWW!”

“I Got You (I Feel Good)” was kept in the can for a while, since James Brown
was having legal problems for the better part of the previous year. When things
cleared up, a mother lode of material was ready to be unleashed on an unsuspect-
ing public. The first salvo, “Papa’s Got a Brand New Bag,” was a direct hit. Any-
one who was left standing after this record was released was soon felled by its
follow-up, “I Got You (I Feel Good).” Back-to-back hits of monstrous innovation,
they changed the course of popular music perhaps even more significantly than
the entire British Invasion.

“I Got You (I Feel Good)” capitalized on the momentum of “Out of Sight” and
“Papa’s Got a Brand New Bag,” peaking on the pop charts at #3, the biggest hit of
Brown’s career. He has entered the Top 40 forty-four times (to date), a record
surpassed only by Elvis Presley, the Beatles, and just recently, Stevie Wonder
and Elton John.

DEGEMBER 1365 #1 WE GAN WORK IT DUT—THE BEATLES

M y dictionary defines “symbiosis” as “the living together in more or less (I love

that part) intimate association or close union of two dissimilar organisms...in
a mutually beneficial relationship.” Therein lies a perfect overview of “We Can
Work It Out.” Paul McCartney scribed the initial formula for the song, but his
version was lacking for two reasons. First of all, it needed a middle section to
alleviate the repetitiveness of the verses, and secondly, it needed a sense of dual-
ity to bring it a depth of meaning that might temper its optimism. Enter John
Lennon. By supplying a bridge that contained enough thought and melody to
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form the basis for a song all by itself, Lennon
made McCartney’s verses spring to life. From
their differing perspectives, they wrote a song

?ﬂxmﬁmﬁnm_rn[ IIVII'[‘IIS that is both an articulate plea for compromise
S and a textbook example of how effective a com-
NOVEMBER 1965 1] promise could be.

L CAN NEVER GO HOME ANYMORE-— By combining the optimistic perspective of

THE SHANGRI-LAS McCartney’s verse with the realistic earthiness

of Lennon’s bridge, “We Can Work It Out” be-
comes greater than the sum of its parts. The
song contains a conversation within itself, dis-
playing by example what it requests from
the listener. It’s a gorgeous formula, but it can

GREAT MISSES

NOVEMBER 1865

MAY THE BIRD OF : only work when both halves are equal but dif-
) ARADISE FLY UP ferent. Black/white, fire/water, male/female,
"LITTLE" JIMMY DICKENS up/down, Lennon/McCartney. When it works,

symbiosis can bring greater meaning to each
half’s existence.

DECEMBER 1965 #5 DAY TRIPPER—THE BEATLES

By now, if you wanted to assess the state of popular music, all you needed to do
was familiarize yourself with the latest Beatles release. Their influence was so
pervasive that the entire pop industry awaited each Beatles record with bated
breath in order to determine what the new trend might be. With the whole
world looking to them for direction, it was no wonder that they constantly re-
mained one step ahead of the competition. Once they started releasing B sides
that were as good as A sides, though, there was no competition. “Day Tripper”
started a trend that would double the appeal
of the typical Beatles release. From now on,
John Lennon and Paul McCartney would often
compete with one another to see who could
SOUNDS OF SILENGE— write the best single, then release the results
SIMON AND GARFUNKEL back to back. This (at first) healthy competi-
tion would solidify their reputations as the pre-
mier songwriters of their time.

With a killer guitar riff (another son of “What’d I Say”) that burrows itself deep
into the recesses of the brain’s pleasure center, “Day Tripper” plays mind games
with its intended audience. Lennon’s pervasive humor drove him to write a song
that made veiled reference to drug use and sex, but in a phrase that was beyond
suspicion. The lyrics posed a challenge to listeners who wanted to be hip but who
couldn’t part from the ritualistic formalism that bound them. The term “day trip-
per” normally applies to somebody who leaves for a short excursion. Lennon used
the phrase to define the new breed of “weekend hippies.” It wasn’t so much that

DECEMBER 1965
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he despised this type of person as that he simply wanted to know what side of the
fence they were on. This was at a time when people went around wearing buttons
that said “Don’t trust anyone over thirty” (I wish I didn’t remember that). “Day
Tripper” was an inside joke that provided food for thought to anyone who cared to
read between the lines.

Nineteen sixty-five drew to a close, and once again, the Beatles had accrued
more commercial material than they could release. Like my previous list of songs
from 1964 (see “I'll Cry Instead”), the following list contains songs from 1965
that, surprisingly, were never given a chance to enter the Top 40: “No Reply,” “I'm
a Loser,” “The Night Before,” “You've Got to Hide Your Love Away” (actually a hit
for the English folk group Silkie and produced by McCartney and Lennon), “You're
Gonna Lose That Girl,” “I've Just Seen a Face,” “Drive My Car,” “Norwegian Wood,”
“Michelle,” and “In My Life.”

DEGEMBER 1365 #10 YOU DIDN'T HAVE T0 BF S0 NIGE-
THE LOVIN' SPOONFuL

less than three months after their debut single, the Lovin’ Spoonful were back
on the charts with “You Didn’t Have to Be So Nice.” For the next two years, they
would continue to release singles at this pace, and each of them would easily grace
the Top 20—nine singles in twenty months, to be precise. Their singing-with-a-
smile sound was labeled “good-time music” and sounded quite unlike what you
would have expected to emerge from a city as jaded as New York. The Lovin’
Spoonful’s music stood in marked contrast to that of many other bands that shared
their home turf, such as the Fugs and the Velvet Underground, neither of which
enjoyed much recognition in their time. Gritty realism and artistry did not sell, but
happy pop tunes were being bought by the crate.
The Lovin’ Spoonful’s material was inviting and
catchy without being cloying or saccharine, so the
group was able to enjoy pop success without los-
ing its credibility among the city’s trendsetters.
Andy Warhol in particular had become something
of an icon in New York, and his unbiased embrac-
ing of pop culture in all its forms may actually
have played a role in helping the Lovin’ Spoonful maintain integrity with the “in”
crowd while they concentrated on their own core audience.

“You Didn’t Have to Be So Nice” moves along with a steady, almost monotonous
shuffle beat while John Sebastian sings just a shade louder than inaudible. The
song’s hook is nothing more imaginative than a guitar mimicking the vocal line, yet
it is somehow almost as infectious as their first single, “Do You Believe in Magic.”
The band sounds relaxed and confident that their message is getting across, while
Sebastian’s low-key delivery makes him seem about as carefree and satisfied as a
man lounging in a hammock after eating a big meal. All in all, the performance

DECEMBER 1365 L
HIVE I'CLOCK WORLD—-THE VOGUES
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comes across as both effortless and graceful. Once this song also reached the Top
10, it became apparent that the Lovin’ Spoonful would probably be around for a
while. For the next two years, they would remain a pop radio staple.

DECEMBER 1965 #33 MYSTIC EYES—THEM

orget the Yardbirds. Forget the Animals. Forget the Rolling Stones, at least

their early sides. Them, featuring Van Morrison, was hands down the most
convincing European blues band of the mid-'60s. Nobody else was as expressive
and heartfelt in their vocalizations as Morrison was, and nobody else’s arrange-
ments sounded so authentic; the only English group to come close was John
Mayall’s Bluesbreakers. To the others, the blues was a style to be emulated. To
Morrison, it was a religion.

George Ivan Morrison was a shy only child born to George and Violet Morrison,
he an avid collector of American recordings and she an aspiring dancer. Through
his father’s record collection, young Morrison was exposed to the blues of Muddy
Waters and Leadbelly, the country of Hank Williams and J immie Rodgers, the
jazz of Charlie Parker and Jelly Roll Morton, and the sanctified gospel of Mahalia
Jackson, not to mention the not-so-sanctified R&B of Ray Charles. Morrison
took up saxophone and played with a variety of show bands around his home-
town of Belfast, eventually graduating to the
rest of the U.K. The most notable effect of per-
forming was his abrupt personality change once
he climbed onstage. Suddenly the withdrawn

DECEMBER 1365 fint

JUST LIKE ME— schoolboy was gone, and in his place was a
PAUL REVERE AND THE RAIDERS crazed showman who would do almost anything
to attract attention. It was in this way that he
began to be featured as a lead vocalist. His love
for R&B music soon pulled him away from the show-band scene, and he aligned
himself with a blues group that called themselves, quite simply, Them.

It was during his time with Them that Morrison’s phenomenal ability to in-
terpret the blues became obvious. The group’s version of “Baby, Please Don’t
Go” proved it, but the B side of that single was the real eye-opener. “Gloria” was
an original composition that was so lustily sexual and dynamically moody that
it has since become recognized as one of the most classic rock-and-roll record-
ings of all time. At the time of its release, though, it barely made an impression,
at least not on our side of the Atlantic. Helped by constant rotation on English
television’s Ready, Steady, Go, “Baby, Please Don’t Go” rose to the Top 10 there,
but in America it may as well not have existed. Considering that this is one of
the best two-sided singles ever released, it is a travesty that it was not over-
whelmingly recognized for its greatness at the time, but that oversight has since
been rectified. In 1966 a vastly inferior (but still good) cover version of “Gloria”
by the Chicago-based garage band the Shadows of Knight made it onto the Top
10. A subsequent rerelease of Them’s original kicked and screamed its way to
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#71, but it was too late, since the song was now in the
shadows of the Shadows of Knight. Today, it’s usually
(and rightfully) Them’s version that gets recognition.

“Here Comes the Night,” a poppish number composed
by American producer Bert Berns (also the coauthor of
“Twist and Shout”) became Them’s first American hit
when it reached #24 in June 1965. But the band’s un-
willingness to cooperate with either the press or their
own management, coupled with numerous personnel
changes, had an adverse effect on their popularity. Their
photos usually had enough scowls to make the Rolling
Stones look like Benny Hill impersonators, and they were
soon tagged “the angry young Them.” The band lasted
for two albums, which have since fallen victim to so many
repackagings that their original identity is all but to-
tally lost. As for the band, the only member who escaped
with any identity at all was Morrison.

“Mystic Eyes” was a wild instrumental tune, which the
band used for jamming and which featured some excel-
lent blues harp work by Morrison. When the song was
recorded, it was nothing more than an unfinished set of
changes on which Morrison ad-libbed a few vocal phrases
and excerpted some lyrics from his other compositions.

"Here Comes
the Night,” a
poppish number
composed by
American
producer Bert
Berns |also the
coauthor of
"Twist and
Shout”] became
Them's first
American hit
when it reached
#24 in June
1965.

Although the track is only approximately two and-a-half minutes in length, vo-
cals don’t enter until the midway point. Even then, they sound every bit as
scattershot and loose as they were, with the guitarist darting in and around
Morrison’s phrases in an amphetamine-drenched game of tag. The key moment
comes when Morrison locks onto the title phrase as if it were a life-sustaining
moment. He screams the words “Mystic Eyes” over and over until the band is
fully revved and ready to roll away on a pumped-up charge toward the abrupt
fade-out. The song is hardly classic in its structure and is anything but standard
Top 40 fare, but it stands out for being an early version of the ad-libbed blues/
mystical music that Morrison would later perfect on solo albums like Astral Weeks.
Although Them was short-lived, recordings like “Mystic Eyes,” “Gloria,” “Baby,
Please Don’t Go,” and their remarkable cover version of Bob Dylan’s “It’s All Over
Now, Baby Blue” (perhaps the best reworking of a Dylan song ever) have built
their reputation as one of the most talented and exciting but unrecognized bands

of the U.K. blues scene.

.
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JANUARY 1966 #1 LIGHTNING STRIKES—LOU CHRISTIE

How can a song so politically incorrect sound so cool in the '90s? The subject of
young lust has been addressed ad nauseam on the Top 40 but never better
than here. And to drive the point home, Lou Christie uses his incredible vocal
range to display just how excited a virile male can be when he just “cant stop.”

The protagonist comes off as a kind of Dr. Jekyll. Christie’s voice and the song
structure help to map the transition as he becomes a Mr. Hyde. The verse, sung
in a natural range, has him trying real hard to convince his baby “You’re old
enough to know the makings of a man” so “For the time being, baby, live by my
rule.” This line of argument apparently doesn’t go over too well, so when the
bridge begins, he completely changes the tone of his voice, becoming sensitive (as
a fox) as he sings pleadingly about “trust to the very end” and settling down at
some “chapel in the pines.” (Chapel in the pines? Geez, lady, if you buy this, I've
got some real estate in the Everglades you'd be interested in.)

But uh-oh...here comes that feeling again. Suddenly he snaps and confesses,
“When I see lips waiting to be kissed, I can't stop, I CAN'T STOP MYSELF....”

Before you know it, his cool is completely blown. Christie’s voice rises by an
octave (at least) as he yelps uncontrollably, “LIGHT-NING’S STRI-YIKING AGA-
YANN!” Hoo, boy. The poor guy then has a few moments to compose himself be-
fore the whole process starts again, with new words.

The craziest thing about this record is that any red-blooded guy who hears it
can relate to it. So can most women. What a world. What a cool song.

JANUARY 1966 #3 UPTIGHT [EVERYTHING'S ALRIGHT)—STEVIE WONDER

It is hard to describe the career of Stevie Wonder without relying heavily on
superlatives. After Elvis and the Beatles, Wonder has racked up more Top 10
singles than anybody (twenty-six and counting). He’s been the most continually
successful of all the Motown-related artists while remaining one of the most ar-
tistically idiosyncratic. He has also maintained a level of consistency in the qual-
ity of his output that is unequaled by any contemporary

artist with his longevity.
Born a month early on May 13, 1950, the baby Steveland After Elvis and
Morris was placed in an incubator and subjected to an the Beatles,

excessive amount of oxygen, which has been explained as Wonder has
the cause of his blindness. Although one of his senses was

compromised, Stevie showed a natural facility with mu- racked up more
sic, and he hoped it would provide him with an avocation. Top 10 singles
In his preteen years, he was brimming with talent that
was obvious to anyone who ever heard him sing on a neigh- than anybody
borhood doorstep. A friend of his was the brother of Ronnie
White, a member of Smokey Robinson’s Miracles, and he
constantly harassed his brother to come and check Stevie counting|.

[twenty-six and
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For almast two out. Tired of the pestering, White and Pete Moore (also a
Miracle) became the first members of the Motown Record
years, Motown Corporation to hear Steveland Morris, and they were im-

and "little pressed enough to introduce him to the label’s “talent
scout,” Brian Holland. Not expecting much, Holland didn’t
even bring him into the building and instead asked him
as Gordy to audition on the front stoop of the studio, not realizing
that this was the young singer’s most natural environ-

Stevie Wonder,”

dubbed him, ment. Berry Gordy was next to be notified of the blind
searched for an boy’s talent, and promptly made him the youngest mem-
. ber of the Motown family.
appropriate Just like a musically inclined kid in a recording studio,
single to break he could hardly believe his luck at having access to so many

instruments, and he jumped at every chance to play what-
ever he could get his hands on. Motown recorded numer-
pop charts. ous tracks with him, but he was such a unique artist that,
because of his age and his specialized sound, Wonder re-
sisted being molded into the standard Motown routine. For almost two years,
Motown and “Little Stevie Wonder,” as Gordy dubbed him, searched for an appro-
priate single to break him onto the pop charts. The first few they attempted per-
formed miserably on the charts and were ignored by radio. Wonder’s saving grace
at this time was his live performances. Gordy booked him a spot on the “Motown
Revue,” a traveling tour of the various Motown acts featuring a very controlled
set of performances by the label’s numerous acts. Since his spot on the live show
was usually loose and instinctive, Little Stevie stood out. He would inspire the
audience with his improvisational playing and singing until they erupted into a
frenzy. Among all the acts to appear on the bill, the response to Wonder was the
most overwhelmingly supportive, so Gordy decided to try something new and
recorded him onstage. “Fingertips” was a seven-minute-long highlight of his show
that was broken in half and released as a single in two parts. “Fingertips, Part IT”
featured little more than a series of improvised encores and confusion while the
band changed personnel for the next act and followed Wonder’s lead as best as
they could. It was a mess, but it was an exciting mess, and it went to #1, suddenly
establishing Little Stevie Wonder as a premier artist on the Motown label. He
was thirteen years old.

A dip in the pitch of his voice the following year led Motown to drop the “Little”
prefix from his name. Unfortunately, the tremendous success of his live recording
and his predictably steady maturation both conspired to destroy his career. His
subsequent studio efforts werent nearly as appealing as “Fingertips,” and his
deepening voice meant that a complete change of direction was in order, as well
as a change in the key of his backing tracks, if he was to remain active at Motown.

Songwriting was the key that salvaged Wonder’s career. While on tour, he would
often keep everybody on the bus awake while he worked out musical ideas that he
had in his head, making it obvious that he had an innate talent for creating his
own music. Although Motown generally frowned on artists writing their own ma-

him onto the
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terial, Gordy recognized that Wonder was something of an anomaly and let him
write with house producer/writer Henry Cosby and lyricist Sylvia Moy. “Uptight
(Everything’s Alright)” was the fruit of their labor, and it became the most identi-
fiable song of Wonder’s career. With a joyous message and some cockeyed lyrical
phrasing (a trademark of much of Wonder’s work), “Uptight” was as infectious
and life-affirming as a song could be when sung by someone who's “Got empty
pockets. See, 'm a poor man’s son.” A searing horn riff sets up the song’s positive
vibe until Wonder’s voice takes over. From then on, the song brims with
unharnessed exultation. With a new voice and a more focused musical style, Won-
der was back on the pop charts in a big way. “Uptight” climbed to #3 and provided
the foundation for the next thirty years of his career.

JANUARY 1966 #5 MY WORLD IS EMPTY WITHOUT YOU-THE SUPREMES

As the Supremes’ career wore on, Diana Ross steadily moved farther into the
spotlight while Mary Wilson and Florence Ballard steadily receded. By the
time of “My World Is Empty without You,” the “other” Supremes were deemed as
tokens. Their presence on this record is so minimal that they seem extraneous.
Actually, Ballard was absent altogether; she missed the recording session and
was replaced by another vocalist named Marlene Barrow.

The grooming that Motown offered to (or required of) its acts was met with a
variety of responses within the Supremes. Wilson did what was expected, while
Ballard did what was necessary. Ross, however, made sure to take advantage of
whatever would increase her “star appeal.” Part
of this grooming included four months of intense
and grueling rehearsals to prepare for an ap- m
pearance at New York’s prestigious Copa Cabana
Club. After this show—and in subsequent ones— :ﬂ::“ﬂn:l;?[s_‘fn AY CHARLES e
Wilson and Ballard became, at best, pillars of -
support for Ross, who used the concerts as a JANUARY 1966 428
vehicle toward stardom for herself as opposed IT WAS A VERY 600D YEAR—
to the group as a whole. Soppy renditions of “Put FRANK SINATRA
on a Happy Face,” “You’re Nobody "Til Somebody
Loves You,” and “The Girl from Ipanema” be-
came part of their live program, moving them about as far away from soul as a
group of black girls could possibly be. Thankfully, they never lost sight of what
made them popular as recording artists and continued releasing material that
was written by Lamont Dozier and brothers Eddie and Brian Holland.

The rather incongruous, distorted bass drumbeat that starts off “My World Is
Empty without You” is at odds with the professionalism displayed on the rest of
the track. The house band plays with the panache and liveliness typical of a
Motown recording, while the polish of Ross’s vocal is so obvious that it requires
no mention. With so much continual success, it seemed as though the organiza-
tion that supported the Supremes could churn out material like this while sleep-
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ing. Critics might have resented it, but fans who cared only about the image
and the music were indifferent to the means used to get it. A good song was
enough, and despite the rumblings that were tearing them apart, the Supremes
remained, in the public’s perception, a lovable trio fronted by the indefatigable
Diana Ross.

FEBRUARY 1966 #1 THESE BOOTS ARE MADE FOR WALKIN'—
NANGY SINATRA

ome songs are so bad that they’re good. It’s like they enter some black hole of

bad-dom, only to emerge from the other side as a wholly enjoyable experience.
“Boots” is that kind of song. You just gotta believe that everybody knew the record
was ridiculous and deliberately capitalized on
its badness. Even producer/songwriter Lee
Hazlewood had to know he was being silly be-
yond redemption; either that or he was halluci-
nating. And the guitarist—if he thought of that
“riff” that sounds like someone noisily tuning a
guitar string, it was either genius or insanity.
Then, there is Nancy Sinatra herself, completely
willing to be portrayed as the camp queen of the decade as she deliciously flagel-
lates her lover. Just listen to the lyric: “You keep lyin’ when you oughta be
truthin’,” and “you keep samin’ when you oughta be changin’.” Wha? I don’t
know who’s smarter, the tongue-in-cheek lyricist, the shamelessly humorous
Sinatra, or the arranger (the aptly named Billy Strange). Either way, this song
is a rip. Crank it up.

GREAT MISSES

FEBRUARY 1966 K1
BALLAD DF THE GREEN BERETS—
SSGT. BARRY SADLER

FEBRUARY 1966 #3 LISTEN PEOPLE—HERMAN'S HERMITS

Well, at least I didn’t pick “I'm Henry VIII, I Am.”

It would be terribly easy to make disparaging remarks regarding Herman’s
Hermits, and more serious musicians and critics have been quite adept at doing
just that. Sure, a lot of their material was recycled British pub tunes and dis-
posable, schmaltzy pop. Peter Noone’s relentless cuteness was annoying—un-
less you were one of the millions of fans who adored him. He was totally un-
abashed about his persona, and as a result he appeared to be completely sincere
in his performance. That sincerity is precisely why “Listen People” works so
well. He is offering us a little piece of advice, a small kernel of wisdom, and he
sounds so utterly truthful that we want to listen and believe him.

The plaintive guitar and sparse arrangement help to put the emphasis on the
vocals. It was particularly intelligent to not overarrange the song because, in
this case, less is definitely more. The band certainly had all the orchestral trim-
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mings at their fingertips, as evidenced on songs such as “There’s a Kind of Hush,”
so their restraint was deliberate and admirable.

“Listen People” was written by Graham Gouldman, who wrote two other Top
40 hits for Herman’s Hermits. He also wrote “Bus Stop” for the Hollies and later
became a founding member of 10 C.C.

FEBRUARY 1966 #3 WORKING MY WAY BACK 10 YDU—
THE FOUR SEASONS

'I'he Four Seasons may not have seemed innovative at first glance, but upon
further investigation, their creativity and originality become more obvious.
In 1965, “Let’s Hang On!” brought them thoroughly up-to-date. With their farci-
cal and entertaining version of Bob Dylan’s “Don’t Think Twice, It’s Alright” as
a follow-up, they made the point that they were both hip enough to like Dylan
and self-effacing enough to have some fun. Pre-

sumably the result of Frankie Valli fooling
around with various silly voices in the studio, m
the song was so outrageously comical that it

begged for release. They were doubly clever {:[;,l':,llnnnnn,yl;snﬁﬂi"m'"._ "
tricksters, as well, when they released it cred- THE MAMAS AND THE PAPAS
ited to the “Wonder Who?” and it reached #12.
No version of any Dylan song could more ad- :I[l]nl'l‘lulzzrll:!:lsllﬁlmﬂ #5
equatel.y.demonstrate the malleability of his SIMGN AND BARFUNKEL
songwriting.

“Working My Way Back to You” was the le- FEBRUARY 1966 ¥9

gitimate follow-up to “Let’s Hang On.” It reached | FOUGHT THE LAW—
the Top 10 in February 1966, stopping at posi- THE BOBBY FULLER FOUR
t;;)ln #9. Prod’ucer Bob prewes f.ascmatlon with FERRUARY 1856 -

il Spector’s production techniques helped to CALL ME—CHRIS MONTEL
guarantee that a Four Seasons record would not S
be lacking in craftsmanship, and “Working My
Way Back to You” is certainly no exception. One
major difference is that you can easily discern
the instrumentation on Crewe’s production,
whereas Spector’s wall of sound comes at you in
one heaving mass, thus rendering the individual
instruments inaudible. Valli didn’t emphasize
his upper register as much on “Working My Way
Back to You.” Depending on whether you're a glass-is-half-full or glass-is-half-
empty kind of person, the result is either a more mature or a less Jjuvenile sound.
Either way, the Four Seasons did it again against the odds, continuing their streak
of contemporary-sounding hit records.

Cole Porter’s “I've Got You under My Skin,” as well as “Tell It to the Rain” and
“C’'mon Marianne,” all graced the Top 10 from 1966 through 1967. These tracks

GREAT MISSES

FEBRUARY 1966 #a
ELUSIVE BUTTERFLY—BOB LIND
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showed signs of wear, though, and they lacked new ideas to carry the Four Sea-
sons into the upcoming decade. In 1980, the Spinners revived “Working My Way
Back to You” and had a #2 hit with it. By then, Valli was an established star on
the disco scene.

MARCH 1966 #1 [YOU'RE MY] SOUL AND INSPIRATION—
THE RIGHTEDUS BROTHERS

kay, so it’s a direct cop of “You've Lost That Lovin’ Feeling.” From the theme of

the lyrics to the pleading vocal to the song’s structure, “(You're My) Soul and
Inspiration” could be overlaid on top of “Lovin’ Feeling” and compared bar for bar,
with little of note that would appear different. But why complain when the root is
so solid? Barry Mann and Cynthia Weil wrote “Soul and Inspiration” as the in-
tended follow-up to “Lovin’ Feeling,” which they also penned. For whatever rea-
son, Phil Spector saw things differently and instead had the Righteous Brothers
record Gerry Goffin and Carole King’s “For Once in My Life,” followed by “Un-
chained Melody” and “Ebb Tide.”

Spector didn’t own the Righteous Brothers outright as he did his other acts,
but he leased their contract from their previous label. He was becoming more
concerned with developing his masterwork with Ike and Tina Turner, so when
MGM offered him $1 million for the Righteous Brothers, Spector decided to sell.
Abandoned by their producer, the Righteous Brothers desperately needed to
find a healthy dose of soul and inspiration, and they did, literally, in the Mann-
Weil composition that they set out to record. Bill Medley had some experience

as a songwriter and record producer, and he obviously

Although was not falling asleep in the studio while Spector me-
ticulously crafted his material. So he took over the pro-
derivative, the duction chores and set about recreating the sound that
sung was Spector had obtained. The final product is evidence that

he was in no small way quite successful. Although de-
almast the rivative, the song was almost the emotional equal of its
prototype, and it became their biggest hit when it re-
mained at the #1 position for three weeks.
of its prototype, Meanwhile, Spector remained ensconced behind the
and it became recording console for months, producing what was per-
haps the most meticulously structured pop single of all
their biggest time. “River Deep, Mountain High” was complex even by
hit when it Spector proportions, with dozens of layers and climaxes.
Tina Turner gives the performance of a lifetime, sound-
remained at the ing even less inhibited, and yet more in control, than
#1 position for usual. Even by his own standards, Spector had created
his ultimate masterpiece. Unforgivably, unpredictably,
three weeks. and actually quite impossibly, “River Deep, Mountain

emotional equal
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High” never reached the Top 40. Deluded and overcome by the curiously indif-
ferent response to his masterwork, Spector decided he didn't want to play any-
more so he took his ball and went home. He would completely avoid the music
industry for the next three years and even then resurfaced only temporarily.
After doing some very good (and some not so good) work with the post-breakup
Beatles, he retired permanently.

The Righteous Brothers would not repeat their feat, either. After “Soul and
Inspiration,” a few forgettable hits followed until Medley left in search of a solo
career that didn’t blossom (prophetically his first “hit” was titled “I Can’t Make
It Alone”) until he became involved in the soundtrack for the 1987 movie Dirty
Dancing. Hatfield, meanwhile, toured and recorded with an impostor brother.
They reunited briefly in the mid-"70s (“Rock and Roll Heaven” hit #3 in 1974)
and again more than ten years later for a rerecording of “Unchained Melody,”
used in the 1990 film Ghost.

MARCH 1966 #2 19TH NERVOUS BREAKDOWN—THE ROLLING STONES

rom their inception, the Rolling Stones were continuously being provoked by

the media, who insisted on portraying them as the “great unwashed” and a
bane to all things decent. For their part, the Stones fought back by writing songs
that poked holes into the soft white underbelly of middle-class moralism. The
brilliance of setting themselves up as adversaries to staid conservatism and ac-
ceptable social mores was self-evident. A valuable function of contemporary art is
to reflect the current state of affairs in all its ugly splendor, forcing a type of self-
examination from the audience. The Stones did
this beautifully, simply by turning the tables.
“So you think we’re the problem, eh?,” they
seemed to be saying, “Well, take a look at your

MARCH 1366 #

own sorry selves.” GODD LOVIN'~THE YOUNE RASCALS
On “19th Nervous Breakdown,” Mick Jagger

and Keith Richards lampoon crusty societal woes MARCH 1966 ¥2

by painting a caricature of a wealthy, nail-bit- OAYDREAM—THE LOVIN' SPOONFUL

ing, self-obsessed neurotic (my God, I'm getting
old; instead of identifying with Jagger like I used
to, I now find myself sympathizing with the unstable woman that he mocks).
There’s no sympathy here, though. Instead, Jagger bemusedly posits, “Here comes
your nineteenth nervous breakdown.” Just for good measure, he throws in a rather
blatant reference to tripping on LSD in the third verse, just to make sure there is
no doubt as to where he sees himself in the scheme of things. It is ironic and pithy
that Jagger could openly criticize the segment of society that he aspired toward.
The Stones’ wealth lent them a mystique and brought them into closer contact
with upper-class social circles that found them, particularly Jagger, to be intrigu-
ing and oddly powerful. Considering his current status as a jet-set gentleman of
the world, he could hardly sing this song today with any conviction—unless he
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interpreted it in a self-critical manner. His bad-boy posturing of the ’60s elevated
him until he became rock-and-roll royalty. Now, it is not the devil but Jagger
himself who is very much “a man of wealth and taste.”

MARCH 1966 #3 NOWHERE MAN—THE BEATLES

Nineteen sixty-six marked the complete disappearance of the “Fab Four” and
the emergence of a new image for the Beatles. Their live shows had degener-
ated into playing before audiences who couldn’t give a damn about the musical
performance and only wanted to scream at the top of their lungs in some form of
ritualistic catharsis. So they made the collective decision to quit playing live and
instead to concentrate solely on their records. No longer playful, lovable mop-
tops, they now showed themselves as introspective and full of contradiction. Their
album Rubber Soul posed the first of many musical challenges to Beatles fans
who, ready or not, had to accept the change or be left behind. Luckily, the musical
innovation caught on and emboldened the Beatles to continue their experimenta-
tion by recording music that was continually breaking new ground.

Fashion styles and social attitudes were also changing very rapidly. The stark,
gray austerity that defined London in the early years of the decade gave way to a
playful, colorful, “swinging” London. Designer Mary Quant and supermodels Jean
Shrimpton and Twiggy became stars in their own right. Miniskirts, wide-brim
hats, and flowered shirts in the brightest of colors were all the rage, and Carnaby
Street came to resemble a carnival more than the staid clothing designer’s dis-
trict it had previously been. The Beatles and the fashion world fed off one an-
other, and each one escalated the other’s supposed importance.

Once again, the Beatles clearly articulated and reflected their times. “Nowhere
Man” addresses the invisibility that this sameness of fashion and style renders.
By using some of the constantly evolving “hip” speech that set the younger gen-
eration apart, it celebrates individuality and at the same time points out that a
sense of community is desirable. John Lennon’s autobiographical plea is sur-
rounded by Paul McCartney and George Harrison’s harmony, as well as a stun-
ningly original guitar break by Harrison. By example, “Nowhere Man” demon-
strates what can be achieved when individuals pool their talents for the better-
ment of the group; it’s a perfect amalgam for the optimistic, community-minded
younger generation of the mid-1960s.

MARCH 1966 #4 KICKS—PAUL REVERE AND THE RAIDERS

My opinion regarding Paul Revere and the Raiders runs counter to the popular
critical position. Most critics hated the band in its prime but in retrospect heap
all kinds of accolades on them, but not me. I was a big fan of “Where the Action Is”
and watched the group (featuring Mark Lindsay) almost every weekday afternoon
on Dick Clark’s weaker cousin of American Bandstand. I loved the ridiculous suits
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they wore, I loved the ridiculous antics they performed while lip-synching, and I
loved their ridiculous, second-rate cover versions, which I didn’t even know were
cover versions. I thought they wrote stuff like “I Know,” “Searchin’,” and “Ooh Poo
Pah Doo,” but what can you expect from a ten-year-old kid? Slowly but surely I
eventually heard the original artists’ versions of just about all their early stuff, and
each time I did, my memory of the Raiders’ versions would slip further into my
subconscious until they were all but forgotten. Today, only a handful of songs re-
main that are identified as Raiders’ songs, and “Kicks” has got to be the best of the
batch. For one thing, the demented “Louie Louie” beat that they used on most of
their material —the way a bad cook would use salt—is not evident, and for another,
it sounds like they took a bit more than their usual half-hearted interest in the
production quality. The main factor, though, is that it was written by one of the best
songwriting teams of all time, Barry Mann and
Cynthia Weil.

Mann and Weil actually wrote “Kicks” for the
Animals as a follow-up to “We Gotta Get Out of MAREH 1966 43
This Place,” but producer Terry Melcher talked SECRET AGENT MAN—JOHNNY RIVERS
them into giving the Raiders a shot. Against the
odds, the Raiders not only did the song justice,
but recorded a version that couldn’t be beat. Augmented by session players, they
exuded a sense of professionalism throughout the recording. Session drummer
extraordinaire Hal Blaine lists “Kicks” on his résumé of hit performances.

My wife told me a story that helps to explain why I think “Kicks” is the best
Raiders song. After living all over the U.S. throughout her early life, she left
America for England in 1975 and lived there for five years. As far as England was
concerned, Paul Revere and the Raiders were invisible, so she completely forgot
that the band ever existed. Upon returning to the states, she was walking through
Greenwich Village in Manhattan when “Kicks” drifted out the doorway of some
record shop. She froze in her tracks and felt a shiver as the memory of the song
drifted over her. Unable to move, she listened, completely captivated. I doubt if
there is another song in the band’s repertoire that ever could have done that.

MARCH 1966 #5 TIME WON'T LET ME—THE OUTSIDERS

B esides causing American teenagers to spend all their pocket money on records,
the English Invasion bands inspired another trend, as well. On the heels of beat
music, which was booming its way up the charts, American teenagers were forming
rock-and-roll bands that emulated the structure and sound of their British heroes.
In no time, every city and small town across America had a smattering of local
bands. Some were hopelessly awful and would never quite get the hang of even
tuning their instruments (which didn’t necessarily mean that they were not inter-
esting to hear—think of “Louie Louie” by the Kingsmen, which happens to predate
the English Invasion), while others became quite good and could write some of
their own songs. Some were terribly derivative (which also didn’t necessarily mean
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they were worthless—think of “Lies” by the Knickerbockers, which sounds like a
spitting image of the early Beatles) while others were quite original.

The Outsiders did an excellent job of finding their own nonderivative sound
and executing it with aplomb. Made up mostly of seasoned musicians who worked
the midwestern nightclub circuit, they certainly were not amateur garage-punks.

They wrote most of their own songs and recorded
a few, hoping to land a record deal. Capitol
Records heard their demo recording and almost

immediately offered them a contract. “Time
MARCH 1366 #2 Won't Let Me” heir fi b d bi
THIS DLD HEART OF MINE— ’ont et Me” was their first, best, and biggest
THE ISLEY BROTHERS single.
All that a song really needs to be memorable
MARCH 1966 #28 is a good hook, which this song certainly has in
BET READY—THE TEMPTATIONS spades—along with horns, a hard-hitting up-
APRIL 1966 " tempo rhythm, a rocking guitar part, organ, har-
MONDAY MONDAY— mony vocals, a syncopated melody...you get the
THE MAMAS AND THE PAPAS picture. All the stops were pulled to propel this
song to its rightful place. It was custom-built

for pop radio, and I'm sure that everyone must
have been very pleased with the results when “Time Won’t Let Me” peaked at #5.
A few hits followed for the Outsiders, but most of them sounded much too similar
to keep record buyers interested for any extended period of time. They disbanded
in the late ’60s, and vocalist Sonny Geraci then formed another group named
Climax, which had a middle-of-the-road hit in 197 2 with “Precious and Few.”

APRIL 1966 #1 WHEN A MAN LOVES A WOMAN—PERGY SLEDGE

hat amazes me is that a song as good as “When a Man Loves a Woman”

could just “happen” spontaneously, but I suppose that depends on whether
you are considering the creation or the final product. Percy Sledge supposedly
stumbled upon a chord phrase that his organist and bass player were tooling
around with, ad-libbed a few lines about heartbreak, was overheard by songwriter/
producer Quin Ivy, who rewrote the lyrics and recorded the song so that months
later, almost every heart in America was touched. Its effect was both immediate
and obvious, as it became a #1 hit on both the R&B and the pop charts, the first
southern soul record to do so. Yet nobody seems to agree on the haphazard cir-
cumstances surrounding its development.

“When a Man Loves a Woman” is often credited for being the song that estab-
lished Muscle Shoals, Alabama, as a viable entity in southern soul music. Before
it, Stax Records in Memphis was the primary source for the homegrown, “grits
and soul” approach to recording. Rick Hall’s Fame Recording Studios became the
focal point for the Muscle Shoals sound, but actually “When a Man Loves a Woman”
was not recorded by Hall, who turned the song down because he thought it was
too ordinary. It seems that twenty people who tell the story tell it twenty different
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ways, but this much seems to be true: Hall assisted an associate named Quin Ivy
in setting up a studio to handle his overflow work, called Quinvy Studios. Around
the same time, Sledge, who was working as a hospital orderly, was asked to sit in
with a group called the Esquires when a member became ill. One night he was
feeling particularly blue, and with a few Scotches under his belt, he began to
make up a song based around the phrase “why did you leave me?” Ivy, in any one
of twenty different ways, somehow crossed paths with Sledge and started work-
ing on the song in earnest, changing the lyrics until it became what was eventu-
ally recorded in December 1965. Convinced of the song’s potential, Ivy told Hall,
who told Atlantic Records’ J erry Wexler, who agreed to release it, and the rest, to
make a long story short, is history.

With all the dignity of a religious hymn, “When a Man Loves a Woman” hits
home with a fundamental emotion that is as powerful and pure as soul music can
be. Sledge seems to sing the melody with such naked honesty that it is almost
impossible not to shudder with sympathetic recognition of his pain. Even the
bleating horns on the last chorus sound as though they are sobbing mournfully
and sympathetically. Never a professional singer, Sledge sings his heart out for
anybody who has ever felt the pain of unrequited love. He eked out a few more
hits afterward, but he could never sustain the intensity of his first recording.
After two years that were spotted with four more appearances on the Top 40
(most notably with the naive message song, “Take Time to Know Her”), Sledge
has spent the better part of his career singing his first song on the oldies circuit,
a song that he claims can still bring tears to his eyes.

APRIL 1966 #3 SLODP JOHN B—THE BEACH BOYS

loop John B” was a traditional song, probably Jamaican or Trinidadian in

origin, which had known some popularity in folk circles. Al Jardine was a
neotraditionalist folkie before he joined the Beach Boys, and “Sloop John B” was a
part of his early repertoire. He had suggested that the band record the tune, but for
one reason or another the project was never be-
gun, so he assumed that Brian Wilson was unin-
terested. Meanwhile, the Beach Boys toured the
world with Bruce Johnston taking Wilson’s place,
while Wilson, who abhorred touring, stayed at APRIL 1966
home to write and do preproduction work for the RAINY DAY WOMEN #1
group’s forthcoming LP. SURIEVIEN

The Beatles had recently released Rubber
Soul, and after listening to the album in its en-
tirety, Wilson was both floored and inspired. It was as though the Beatles had
issued him a personal challenge: “Can you, Brian Wilson, top this?” He made up
his mind to record an album that was fascinating from beginning to end, with
no filler. In short, he intentionally set out to record the world’s greatest album
of all time.
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Wilson's His first song project was “Sloop John B.” On a wave of
inspiration, he arranged and recorded the instrumental
textures took tracks by himself virtually overnight. Surely, Jardine must
have wanted to collaborate with him on the arrangement,
but once he heard what Wilson had come up with, he could
from its simple hardly complain. Wilson’s textures took the song away from
roots and its simple roots and bathed it in an elaborate musical set-
ting that ignored its humble origins. Despite the baroque
bathed it in an flourishes, the emotional impact was not lost in overpro-
duction. In fact, it was amplified by the beautiful setting

elaborate . o, . .
provided by Wilson’s arrangement. Interlacing harmonies
musical setting and intricate instrumentation combined for a song that

was wholly original, despite its public domain heritage.
that ignored its “Sloop John B” was just a slice of what Wilson’s album
humble origins. was intended to be, but Capitol Records was aghast.
Where were the girls in bikinis? The surfboards? The hot
rods? As if to prove its point, Capitol released another song from Wilson’s tapes,
called “Caroline, No,” which they perceived to be less of a risk. It was an un-
likely single and was credited to Wilson in lieu of the Beach Boys (his only solo
single, in title anyway). Then Capitol pointed to its disappointing sales figures
when it failed to chart any higher than #32. Still, despite doubt on all sides,
Wilson stuck to his intentions and insisted that “Sloop John B” be released as
the next single. To everyone’s surprise (except Wilson’s, of course), the song shot
to #3. Ironically, the label then insisted that Wilson include the song on the
group’s new album, Pet Sounds, although Wilson had originally intended it to
be only the companion single. Even worse, Capitol refused to relent with its
self-destructive, sabotage tactics and decided not to support Pet Sounds. In-
stead, it released a greatest-hits package within eight weeks of the new record
and gave the rehashed collection plenty of advertising, which caused it to com-
pletely outperform the ingenious and inspiring new album. To Capitol and to
the other Beach Boys, this was proof positive that the public had no interest in
hearing any musical development and preferred the Beach Boys to remain ter-
minally adolescent. By smothering the sales potential of Pet Sounds, Capitol
hoped that Wilson would fall in line, but not a chance. His independent streaks
would only increase until, by year’s end, he would find himself alienated not
only from his label, his band, and the expectations of his fans, but from himself

as well.

the song away

APRIL 1966 #14 EIGHT MILES HIGH-THE BYRDS

t’s the little things in life that can sometimes be so weird and amusing. For
example, pity the poor parents of Roger (né Jim) McGuinn. As confused and
befuddled as they were by the stardom and name-changing of their rebellious
folk-rocker son, they coauthored a book called Parents Can’t Win. Ha! No,  haven’t
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read it, but I do wonder what book title might have applied had the parents of his
bandmate, David Crosby, decided to do the same.

Isn’t it funny how all of those songs from the ’60s that we swore were about
drugs turned out to be about something else? Like the McCarthy era, when the
only good commie was a dead commie, conservatives in the ’60s sincerely be-
lieved that the only way to deal with rock music was to ban rock music. God
forbid if you used metaphor in your lyrics—or the words “grass,” “high,” “smoke,”
or even “puff.” (Remember the brouhaha over

Peter, Paul, and Mary’s absurdly innocuous ode

to lost childhood called “Puff, the Magic m
04 & . . . ”

Dragon”?) “Lucy in the Sky with Diamonds” was APRIL 185 -

pot about LSD, but a child’s drawing. “Grazing ELORIA—THE SHADOWS OF KNIGHT
in the Grass” really was about a sunny day, “Mr.
Tambourine Man” most certainly was not about APRIL 1966 im
a drug pusher, and Donovan’s “Mellow Yellow” SIGN OF THE TIMES—PETULA GLARK
was just an idiotic nonsense rhyme. Even the
first big psychedelic hit, “Eight Miles High,”
was innocuous—which, in retrospect, is disap-
pointing, really. At the time, it was great to
think that the Byrds would fly in the face (no
pun intended) of conservative mores by issuing codes from the underground to
their pop audience. The record was banned, which only added to the illusion.
In reality, “Eight Miles High” was about flying to London (“the gray town known
for its sound”) while at the height of their fame, only to “touch down” and have
the British press tear them to shreds. “Eight Miles High” is no more than a refer-
ence to the height at which jet planes fly, and perhaps a metaphor for the optimis-
tic feeling of flying to Europe for the first time as stars, Apparently, they disap-
pointed England, the English press disappointed them, and now the truth about
this autobiographical song will probably disappoint a generation of ex-hippies.
No matter. It still sounds musically innovative, and people can choose to believe
whatever they care to believe.

APRIL 1966 f
SHAPES OF THINGS—THE YARDBIRDS

MAY 1366 #1 PAINT IT BLAGK—THE ROLLING STONES

[ver since the Rolling Stones’ first visit to the United States in the summer of

1964, they had made good use of their penchant for American recording stu-
dios. R&B was their passion, and Chicago’s Chess Recording Studios was their
mecca. Initially, their intent was to duplicate the sound of their favorite artists
with as much accuracy as possible. When things clicked, the results were stag-
gering. The only limitations were caused by their own occasional lack of ability,
most apparent when Mick Jagger would take a turn at a soulful classic ballad.
Jagger’s butchery of Otis Redding and Solomon Burke tunes was twofold. Yes, his
pitch was atrocious, but worse was the fact that his singing was fundamentally
unbelievable. Even if he sang songs like “That’s How Strong My Love Is” or “I've
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tasily the most Been Loving You Too Long” note-perfect (and believe me,
he didn’t), it would be pointless to hear because he was
about as convincing as a bowl of plastic fruit. Blues and
the Rolling soul were about emotion and feeling, and Jagger was much
Stones’ early too busy posturing to convince his audience otherwise.
Once Jagger and Keith Richards started writing their
singles, "Paint own songs, however, that problem was solved. They re-
It Black” paints corded nearly all of their mid-’60s output at either Los
Angeles’s RCA Hollywood Studios or Chicago’s Chess. The
Jagger and band’s confidence was increasing geometrically while
Jagger and Richards’s songwriting prowess expanded ex-
ponentially. Released in mid-1966, the album Aftermath
decidedly consisted entirely of original material. One side effect of
somber bunch this productivity was the influence it had on the Stones’
founding guitarist, Brian Jones. Jones began feeling ter-
of satanists. ribly insecure about his role in the band, which was only
compounded by the paranoia induced from his excessive
drug intake. Almost as a means of compensation, he threw himself into learning
new instruments and finding new sounds for the group. Because of his work,
Aftermath also represented the Stones’ first attempt to stretch the boundaries of
standard rock-and-roll instrumentation, by featuring such exotic touches as the
dulcimer, marimba, and sitar. The result was a brand of raga-rock that caused
John Lennon to complain, “Everything we’d do, the Stones would copy four months
later,” referencing the Beatles’ use of sitar on Rubber Soul’s “Norwegian Wood.”
Easily the most reflective of the Rolling Stones’ early singles, “Paint It Black”
paints Jagger and Company as a decidedly somber bunch of satanists. Here they
are searching their souls, and all they can find is an empty void. How encourag-
ing. The moodiness of the lyrics was, let’s say, a bit overwrought, but the mood of
the record came off as believable. “Paint It Black” was far afield from the normal
Rolling Stones fare, but experimentation was hardly out of the ordinary for the
times. The American public had no problem adjusting to the shift in direction,
and “Paint It Black” rose to #1 for two weeks.

reflective of

Gompany as a

MAY 1966 #8 IT'S A MAN'S MAN'S MAN'S MAN'S WIRLD-
JAMES BROWN

r. Excitement. James “Butane” Brown. Mr. Please Please Please. Soul Brother
Number One. The Hardest Working Man in Show Business. Mr. Dynamite.
Mr. Superbad. The Godfather of Soul. Number One Soul Survivor.

His four-decade career has earned James Brown a veritable collection of titles
by which he is instantly recognized. While other performers often let managers
and producers control their careers (and their destinies), Brown refused to be
pigeonholed and remained fiercely independent. Perhaps more than any of his
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contemporaries, he based the standard of success for his records not on sales, but
on feel. While the competition would try to remain comfortably within a defined
formula, Brown’s relentless energy and ambition drove him to constantly experi-
ment and expand his stylistic repertoire.

Instead of allowing his string of innovative singles to continue unabated, Brown
paused momentarily to record the retrogressive
single “It’s a Man’s, Man’s, Man’s, Man’s World”
(at the time, did anybody notice the title’s allu-

sion to the all-star comedy film It’s a Mad, Mad,

Mad, Mad World?). With a string section ar- r ::‘ lAa::l:K— W

ranged by Sammy Lowe, this song harks back to SIMON AND GARFUNKEL

the sound of Brown’s earlier ballads and blues

arrangements. Released between “I Got You” and MAY 1366 o

“Cold Sweat,” it sounds almost out of place. Per- SWEET TALKIN' GUY—THE CHIFFONS

haps he wanted to take one last nostalgic look MAY 1966 #2

back before he delved into the uncharted terri- OH HOW HAPPY—SHADES OF BLUE

tory of stone-cold funk, as exemplified by “Cold

Sweat” and “Licking Stick-Licking Stick.” MAY 1966 g
In the ’90s, the lyrics of “It’s a Man’s, Man’s, THE MORE | SEE YOU—CHRIS MONTEZ

Man’s, Man’s World,” if taken literally, are MAY 1966 420

enough to raise the ire of most women and em- ROAD RUNNER—

barrass even the staunchest of chauvinists, but

dfi. WALKER & THE ALL STARS

it is not the politics of the lyric that make the
record effective. It is the conviction in Brown’s
performance. He gives the impression that the
weight of the world is suspended on our backs,
and if you can hear the lyric as being about the
state of man, as opposed to men, the song takes
on a broader, universal thrust.

“It’'s a Man’s, Man’s, Man’s, Man’s World”
marked the last time Brown utilized the formal
structures of traditional pop music, pursuing instead the percussive sounds of
funk. Some of these later records are so drenched in hypnotic rhythm that a chord
change seems to be superfluous, if not an outright sacrilege. These sparse ar-
rangements were a spawning ground for an interminable list of popular music
styles, including disco, rap, and hip hop. Perhaps the reason Brown had so many
tags is because a new one was needed each time he reinvented his genre. From
Mr. Please Please Please to the Number One Soul Survivor and everything in
between, Brown has proven that he is worthy of each and every one.

GREAT MISSES

MAY 1966 H28

THE "A" TEAM—SSET. BARRY SADLER

JUNE 1966 #1 PAPERBAGK WRITER—THE BEATLES

By now, Paul McCartney and John Lennon were almost always writing exclu-
sively of one another. Even when they did collaborate, they usually wrote their
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McCartney parts separately and then stitched the pieces together.
Their competitive relationship usually inspired each of
wrote the them to concoct a song that would be the next Beatles
single. “Paperback Writer” was McCartney’s submission
while John Lennon presented “Rain” as his own choice.
dense "Paper- They were released back to back, but the more tradition-
—— ally commercial “Paperback Writer” was chosen for the A

back Writer” as side, and it eventually reached #1 for two weeks.

melodically

an attempt at McCartney wrote the melodically dense “Paperback
Writer” as an attempt at what the Beach Boys were ac-

what the Beach complishing with their complex harmonies. His lyrics take
Boys were the form of a submittal letter from a struggling author to

a publishing firm and begin: “Dear Sir or Madam, Would
you read my book? It took me years to write, won’t you
with their take a look?” It’s an unusual approach, but the lyrics never
complex break the droll (dull?) prose of the letter format. The only
double entendre is what the listener might want to read

harmonies. into it. Still, it’s a very clever song.

“Paperback Writer” is infinitely more manic than any-
thing attempted by the Beach Boys (it is hard to know exactly what McCartney
was thinking). The fuzz-tone guitar amplifies the impatience of the lyric and the
tempo. The song moves along so swiftly that it never stops to assess whether it is
sinking in, at least until the vocal returns to the dense, four-layered harmony.
Even then, gears are shifted only temporarily before the song lurches back into
overdrive. In a sense, “Paperback Writer” suffers from an excess of originality. It’s
easy to lose grasp of what the Beatles were trying to convey, and some fans began
to question whether they really were infallible (which, of course, they weren't).
Rather than slipping from former glory, the Beatles were merely testing new
waters. “Paperback Writer” was certainly an imaginative, if somewhat modest,
step toward the future. As such, this song should be recognized for what it is: a
conscious decision to leave the dry land of the familiar while tentatively heading
toward the heavens.

accomplishing

JUNE 1966 #23 BAIN-THE BEATLES

hile Paul McCartney took his first cautious steps toward experimentation
with “Paperback Writer,” John Lennon jumped headlong into the fray with
“Rain.” He recklessly ignored whatever qualifications were expected from a Beatles
45, and for this reason it remains one of their most interesting titles to ever enter
the Top 40. It wasn’t Lennon’s style to approach an idea cautiously. Whatever
notion possessed his curiosity, he felt compelled to jump headlong into the fray,
until it bored him. He had no patience to temper his vision and expected every-
body, his fellow Beatles included, to follow him as he chose the path less traveled.
It is patently unfair to criticize McCartney for being less innovative than his
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partner, especially considering that in the wake of his mur-
der, Lennon has been all but sanctified. I'd be remiss if I
didn’t mention that “Rain” contains one of McCartney’s experimental
most fascinating bass guitar lines: twisting and turnin .
and always inte%esting%ut while his creatéi{vity with th§ recordings with
Beatles speaks for itself, McCartney could become his own Yoko Ono would
worst enemy when his occasional lapses into saccharine
sweetness rose to the surface unchecked. It is telling that
Lennon would write about “Rain” while at the same time seem like a
McCartney would write about “Good Day Sunshine.” .
Lennon’s “Rain” spoke to anybody who ever sensed the Partridge Family
ambivalent and daring side of their nature while record, but at
McCartney’s “Good Day Sunshine” was so unrelentingly
optimistic that only an android could withstand its “have
a nice day” platitudes without screaming. experimental-
In its time, “Rain” was so extraordinary that it seemed
to be an end in itself. Hardly. Lennon’s later experimental
recordings with Yoko Ono would make “Rain” seem like a accessible.
Partridge Family record, but at least here his experimen-
talism was accessible. The band recorded the song at a sped-up pace and then
slowed down the tape to overdub the vocals. Besides changing the pitch, this
altered the tone of the instruments, particularly Ringo Starr’s snare drum, which
has a deeper, wet tone. The technicalities were fascinating, but Starr’s inspired
performance might be the highlight of his playing career. The backward vocals
that grace the end of the recording were the result of an accident when Lennon,
in an altered state of consciousness and near exhaustion, looped an in-process
mix of the song backward onto the tape reel and loved what he heard. If he had
been given free reign, it is a distinct possibility that the entire song would have
been released backward. He would save such extremism for later in his career.
Meanwhile, this song was not only challenging, but stimulating, as well.

Lennon’s later

make "Rain”

least here his

JUNE 1966 #4 YOU DON'T HAVE T0 SAY YOU LDVE ME—
DUSTY SPRINGHELD

WOW, what an intro. This beginning sounds like what you’d hear in a Cecil B.
DeMille movie when God parts the Red Sea for Moses. With all the bombast
that a full orchestra can muster, the horn section summons the percussion to try
to outdo itself. Everything rises to a towering crescendo, which pauses, and then...
“When I said I needed you, you said you would always stay”...Dusty Springfield’s
voice enters and manages to express the overwrought anxiety of the lyric without
resorting to histrionics. The orchestration practically dares her to oversing. The
restraint that she shows in singing this song is more than admirable —it’s a small
miracle. The song builds to such an emotive climax that you would expect a lesser
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Springfield’s performer to break into octave-leaping screeches while fire-

controlied works explode. Springfield’s controlled delivery evinces

just enough emotion to make the point of the lyric and

delivery implies something else besides. Holding back makes her

gvinces just sound as though she is afraid of losing control, instead of

like she already has. Hanging on by a thread adds both

enough emotion power and passion as she pleads, “Believe me, believe me,

to make the I can’t help but love you, but believe me, I'll never tie you

down.” “You Don’t Have to Say You Love Me” was origi-

point of the nally an Italian ballad. Simon Napier-Bell, producer of

lyric and the Yardbirds, and Vicki Wickham, producer of the Brit-

ish TV show Ready Steady Go, adapted English lyrics to

implies some- the Italian arrangement and offered the finished product

thing else to Springfield, who was a regular host on Wickham’s ex-

traordinarily popular TV series.

besides. The heavy black eyeliner and the beehive hairdo that

Springfield wore in the mid-"60s gave her an image of be-

ing the epitome of swinging London. She later decried the four-hour effort in-

volved in preparing for a public appearance by describing the style as “tacky glam-

our.” But it was a popular look, and at the time it was expected of a woman per-

former. Since then, she has also noted that the lyrical content of her hits was

often quite sexist and that she very well might not have sung many of them if she

had paid closer attention to the words. As it was, the women’s movement was still

in its infancy, leaving Springfield free to sing as many weepy ballads and woman-
as-victim anthems as she cared to.

JUNE 1966 #8 LITTLE GIRL—THE SYNDICATE OF SOUND

ttitude, attitude, and more attitude. Records don't get any punkier than this.

The musical execution of “Little Girl” is nothing less than glorious, but it is the
unbelievably wrongheaded vocal that gives this song its pervasive (and perverse)
appeal. Not many songs before or since have managed to sound so unwittingly
self-repugnant. Maybe you don't recognize this beaut by the title. A lyric or two
are in order, if not to jar your memory, then to convey just what I mean by
“wrongheaded” and “self-repugnant™ “Hey, little girl you don’t haveta hide nuthin’
no more. You haven’t done nuthin’ that hasn’t been done before.” In itself, this is
a meaningless gem of a repeated triple negative if ever there was one. But that’s
not the half of it. Later, the vocalist sneer-sings, “Little girl thought she wouldn’t
get caught, you see. She thought she’d get away with goin’ out on me. Huh-huh,
YAY-Yeah.” That Beevis and Butthead chuckle at the end of the phrase says it all.
He’s celebrating this! He thinks the issue is that he caught her, not that she was
double-timing him in the first place. Maybe it’s false braggadocio in the face of a
broken heart, but it sounds a lot more like he doesn’t get the fact that he’s been
duped—royally. He struts around like a peacock simply because he was able to
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figure out that he was being emasculated. Sounds cool to me. What a genius.

Other musical genres would take a similar situation and turn the event into a
suicidal soap opera. Think Leslie Gore, for example. Think Gene Pitney. Think
Michael Bolton. On second thought....

It’s amusing that the singer never seems to get it—or that he chooses to pre-
tend he doesn't care. He’s not crying about it, he’s hanging out in the parking lot
with Clearasil all over his face and bragging to his friends about how he couldn’t
care less about losing another girlfriend to somebody else—probably one of the
guys that he’s bragging to. He even admits that she hasn’t “done nuthin’ that
hasn’t been done before.” Hey, this happens to him all the time.

The guitar riff for this song ought to be playing twenty-four hours a day in the
lobby of the Rock and Roll Hall of Fame for the way it captures the punky ethic of
rock and roll without any compromise of technical ability or deliberate posturing.
As it stands, the magic of “Little Girl” comes from the singer being as confident in
his screwy self-righteousness as the band is in its musical execution. Of all the
punk-rock songs that were popular in the second half of the *70s, none captured
so succinctly the humor or the art of confident self-loathing as well as “Little Girl”
did, more than a full decade earlier.

JUNE 1366 #11 DIRTY WATER—THE STANDELLS

'I'hank God for the Rolling Stones. By reestablishing rock and roll as a distaste-
ful and rude musical genre, they caught the interest of every pimple-faced ado-
lescent kid with a bad attitude and inspired them with the idea that they too
could write, sing, and play annoying music. Across America garage bands rehearsed
a handful of three-chord songs that they copped from the radio, while the better
of the lot wrote a few of their own. These garage punk bands unknowingly laid
the groundwork for removing the old vanguard and replacing it with anarchy.
Looking back, it’s interesting to think how naive America was about its own
culture in the ’50s and ’60s. Despite the various inroads that were made by doo-
wop, rock and roll, and R&B during the late fifties, Americans still managed to
ignore much of their musical heritage. It took the Roll-
ing Stones to reintroduce us to our own blues heritage,
and then they stood the whole process on its head by
adding a young, white, discontented, middle-class per- it's interesting
spective to the proceedings. A certain breed of youth ab- to think how
solutely loved the hybrid and quickly began to emulate
it. They all wanted to be somebody other than the dorky naive America
kid who got laughed at by the best looking girls and then
beat up by the jocks after school. A cheap Dan Electro

Looking back,

was about its

guitar or an imitation Gibson bass were the talismans own culture in
for a new life and a new sense of respect. A homemade the '50s and
brew of rock and roll began to flourish nationwide and

yielded a seemingly endless stream of one-hit wonders. "60s.

m



LS/ AMERICAN HIT RADIO

The Standells At its worst (which was also its most bizarrely entertain-
ing), garage rock sounded like generic noise from the ge-
WEere more or netically damaged, while at its best it was genuinely good.
less typical of The Standells were more or less typical of the garage-band
genre, but their songwriter/producer was anything but.
the garage-band Ed Cobb’s résumé with the music industry included a stint
genre, but their as a member of a cheesy vocal group called the Four Preps.
! They had plenty of hit records between 1958 and 1961
songwriter/ but have since become a virtual nonentity in pop music
history. Cobb continued his career in music by writing
songs, and he proved his diversity and knack for com-
anything but. mercial appeal by penning “Tainted Love” (Gloria Jones,
Soft Cell), “Every Little Bit Hurts” (Brenda Holloway),
and “Dirty Water.” The Standells could qualify as the original Hollywood brat
pack. Bandleader Larry Tamblyn was actor Russ Tamblyn’s brother, guitarist
Dick Dodd was an ex-Mouseketeer, and along with rhythm section Gary Lane
and Tony Valentino, they were all from the Los Angeles area. Cobb’s song was
about Boston, which was about 2,000 miles away from the Standells—who prob-
ably wouldn’t have known the difference between the “River Charles” and the
River Kwai—but it was also about frustrated (or, really, frustrating) women,
who assuredly exist just about everywhere.

A blues riff, a Jaggeresque growl, a strutting beat, and testosterone-addled
lyrics all made this worth hearing in 1966. Almost thirty years later, it’s still
great, and it’s still worth hearing, for the exact same reasons. Although this
style of blues-based rock has been covered ad nauseam for thirty years now,
“Dirty Water” holds up well —which only goes to show you that you can alter the
formula in an infinite number of ways, but only a few are good enough to stand
the test of time.

producer was

JUNE 1966 #13 AIN'T T00 PROUD TO BEG—THE TEMPTATIONS

erry Gordy was not one to upset the apple cart when things were going smoothly.

Since Smokey Robinson had proven to be quite successful writing and produc-
ing for the Temptations, he was continually enlisted to perform these jobs for
them again. Only once during an intimidating string of hits —including “The Way
You Do the Things You Do,” “I'll Be in Trouble,” “My Girl,” “It’s Growing,” “Since 1
Lost My Baby,” “You've Got to Earn It,” “My Baby,” “Don’t Look Back,” and “Get
Ready”—did Norman Whitfield produce a track for the group, with a song called
“Girl (Why You Wanna Make Me Blue).” He had hoped to usurp Robinson’s throne
as producer par excellence, but #26 on the pop charts simply wasn't good enough
by Motown standards.

By 1966, things were changing rapidly at Motown. Robinson was named vice
president, and his workload required some rearranging. He was doing less writing
and arranging and remained active only with the Temptations and his own band,
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the Miracles. Robinson’s songs were certainly as good as ever, but his productions
for the Temptations were showing signs of wear. Worse, they were not consistently
reaching the Top 10, causing consternation and horror at Motown’s quality-control
department. When Robinson and Whitfield both submitted their latest projects
with the Temptations, a decision was required. Ever conservative when it came to
business, the Motown top brass chose Robinson’s “Get Ready” for single release but
stated that if it didn’t reach the Top 10, they would next release Whitfield’s “Ain’t
Too Proud to Beg.” When Robinson’s energetic but perhaps too straightforward
song stalled at #29 on the pop charts, Whitfield’s moment had arrived. It should be
noted that “Get Ready” did reach #1 on the reactivated soul charts. (Billboard aban-
doned the R&B charts for about a year but brought them back under the “soul”
moniker in January, 1965.)
“Ain’t Too Proud to Beg” pulled no punches.

Instead of offering up a lukewarm version of a m
Robinson production—as he did the first time

with “Girl (Why You Wanna Make Me Blue)”— :::'EII::IGME WE DOWN— 2
Whitfield simultaneously found his own voice ERIC BURDON AND THE ANIMALS
and updated the Temptations’ sound. The song

wastes no time getting started, jumping imme- JUNE 1956 21
diately into the opening verse. The backbeat, HOLD ON I'M COMIN'~SAM AND DAVE
supplied by bassist James Jamerson and drum- JUNE 1956 436
mer Benny Benjamin, pulsates with both the DEDICATED FOLLOWER DF FASHIDN—
finesse and energy that were crucial to the best THE KINKS

Motown product, but here they add a funky
stride to their rhythm sound that gives the
record its extra bounce. The high key was chosen to push lead singer David Ruffin
to the edge of his range, eliciting cracks and strains that give the song a powerful,
churchy feel. It was new and different for the Temptations, and it soon charted at
#13 and #1 on the pop and soul charts, respectively.

Whitfield became the band’s new writer/producer, allowing Robinson to con-
centrate on his own band, personal matters, and his managerial responsibilities
at Motown. It was a change of pace that the Temptations needed, and it sparked
new life in them. Without disrupting their identity, Whitfield pointed them to-
ward another phase in their career that would modernize their image so that
they could easily survive the stylistic changes that the future held.

JULY 1366 #1 SUMMER IN THE CITY—THE LOVIN' SPOONFUL

It would be hard to exaggerate the importance of the transistor radio on mid-'60s
rock and roll. In the ’50s, a common place for most kids to hear rock-and-roll
radio was in their parents’ cars, cruising Main Street on Saturday nights. By the
mid-'60s, though, the transistor had made the radios both cheap and portable, so
every kid could take one wherever they went. A trip to the park or the beach was
considered incomplete without bringing along the radio. Best of all, you didn’t
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in the heat of need a driver’s license to have access, so radio fast be-
came the property of adolescents as well as older teenag-
July, the song ers. Music was now able to penetrate every minute of
perfectly our leisure hours. Anyone who ever did it will always
remember the thrill of going to bed with a radio pressed
captured the against the pillow and listening clandestinely while some
spirit of the deejay at a faraway station played rock-and-roll records
all night long. It was romantic, both because it fired your

season and the sleepy imagination and because it freed your mind to

mood of an age roam across the miles with the radio signal, making sleep
. all but impossible.

when innocence To me, “Summer in the City” was the ultimate portable

still permeated radio song. Hundreds of songs fit the bill, but “Summer in

the City” had every key ingredient that I looked for when
tuning in. First of all, it was a hit in the middle of summer.
pop culture. Second, it had a trebly tone and a heavily rocking beat that
were new and exciting and sounded even better coming out
of a tinny radio than they did on a record player. Best of all, the song pushed all the
right buttons to cause my imagination to work overtime. Images of hot days in the
big city and cool nights on the town danced in my brain. My mind would roam
wildly, envisioning hot, sweaty sidewalks where construction crews worked jack-
hammers during the tense verses, and beautiful girls and nightclubs during the
release of the chorus. It was a multifaceted fantasy that was only heightened by
the strikingly original sound of the music and the novelty of hearing it come from a
three-by-six-inch, chrome-plated, plastic box that ran on batteries. For an anony-
mous preteen growing up in the suburbs, nothing else could have stimulated my
senses more. For three weeks, “Summer in the City” sat at the #1 position. In the
heat of July, the song perfectly captured the spirit of the season and the mood of an
age when innocence still permeated all aspects of pop culture.

all aspects of

JULY 1966 #5 | SAW HER AGAIN—THE MAMAS AND THE PAPAS

he San Francisco scene that took hold in the summer of 1967 never really trans-

lated properly to vinyl. The proper medium for San Francisco’s music was the
stage, like Bill Graham’s Filmore West, but the further we move away from that
time, the more difficult it is to comprehend the appeal that these shows once held.
Most recordings from that time failed to capture the ambiance that hung in the
air. By 1967, too many bands were forsaking well-constructed records for endless
jams that resembled little more than public exhibitionism. Because these bands
couldn’t focus their intuitive energy into a compact, commercial, organized shape,
their ramblings only fit on albums. As a result the “hokey” 45 RPM single was
ignored or looked down on by the hippie movement.

In time, San Francisco came to represent a lifestyle and a sound. The new lifestyle
forced an alternative culture to develop in which a form of hippie elitism took place.
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Anything with ties to the mainstream became suspect. Country Joe and the Fish,
Jefferson Airplane, Quicksilver Messenger Service, Janis Joplin, and the Grateful
Dead stood on one side of the fault line, while the Mamas and the Papas, the Turtles,
and the Beau Brummels seemed to tumble into the sea. With America’s first united
surge of a musical scene since the onset of Beatlemania, the hit single was almost
rendered obsolete. At the time, the fate of the Top 40 was looking grim, but in
retrospect, has anybody listened to After Bathing at Baxters recently? Still playing
those Quicksilver Messenger Service records? How many of us bought I Feel Like
I'm Fixin’ to Die on CD? The acid-drenched bands were embarrassed by and unwill-
ing to acknowledge any debt to the pop acts, but it would be the pop acts whose
music would enjoy longevity while the shelf life for some acid rock compositions
ended before the bands finished playing.

Another factor that had an insidious effect on pop music was the expansion of
FM radio. Better sound quality, an ability to

broadcast in stereo and a significantly smaller

broadcast range all helped to make FM radio

the perfect outlet for the burgeoning under- - o
t T kK

ground music scene. FM radio indulged artists L

who habitually broke the three-minute thresh- AR TUING ek [nes
old of AM programmers. It quickly became the JULY 1966 #2
broadcast medium of choice for all but the SUNNY—BOBBY HEBB
teenyboppers and the hopelessly outdated.

Ip 1966, vs{hen tl?e Mamas and the .Pf';\pas had LIL' RED RIDING HODD—
their first hits, things weren'’t so divided yet. SAM THE SHAM AND THE PHARAOHS
They were seen as a fascinating update of the
earlier folk sound, with their rock-and-roll
melodies and well-thought-out four-part har-
monies. Their first two singles were huge, so GREAT MISSES
huge that they still generate enough airplay to ko .

g JULY 1966 LR
keep you thoroughly bored any time they come THEY'RE COMING T8 TAKE ME AWAY—
on the radio: “California Dreamin” and “Mon- NAPOLEON XIV N
day Monday” are both very good 45s, but
enough already. I can’t even judge them prop-
erly any longer since my ear has become jaded from learning to anticipate every
sound that exists in the grooves of these songs. “I Saw Her Again” stands up
better, probably because I've heard it less often and also because I think it has
a more interesting arrangement. John Phillips was gaining confidence as a pro-
ducer/arranger/songwriter and really flexes his muscles here. The sound is dense
and layered, resembling Phil Spector’s kitchen sink approach to production.
Everything seems to be vying for space at the same time, but the melody sur-
vives just about every onslaught that Phillips throws on top of it.

An excellent reworking of the 5 Royales and the Shirelles’ “Dedicated to the
One I Love” and the topical nonsense of “Creeque Alley” kept the Mamas and the
Papas in the public eye throughout early 1967, while Phillips’s composition “San
Francisco (Be Sure to Wear Flowers in Your Hair)” became a huge hit for his

dJULY 1866 #2
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By 1968, the friend Scott McKenzie in the summer of that year. They
y - they (Phillips in particular) were crucial in organizing the
self-destructed Monterey Pop Festival, which was a defining event in San

Francisco’s developing musical image, yet the Mamas and
the Papas were soon abandoned by the “scene,” apparently
problems and because of their contact with pop culture.
endless The Mamas and the Papas were legendary in their
time, whether viewed as the playful and friendly inno-
infighting. cents of their image or as the drug-addled and sexually
dysfunctional unit that they actually were. Even if they
had continued to be embraced by the alternative elite, though, they stood little
chance of survival. By 1968, they self-destructed amid marital problems and
endless infighting. Mama Cass (Cass Elliot) went solo and released a few singles
that ranged from bearable (“Dream a Little Dream”) to unbearable (“Make Your
Own Kind of Music”) before dying of heart failure (not from choking on a ham
sandwich as the ubiquitous rumor has it) in 1974. Denny Doherty quietly faded
into obscurity while Michelle Phillips became an actress (she had a pivotal role
on the nighttime soap opera Knots Landing) and fodder for the gossip rags.
Meanwhile, John Phillips succumbed to, and then recovered from, one of the
most voracious drug habits imaginable. But while most of the acid music of
their contemporaries has been labeled, post-mortem, as D.O.A. (Dopey, but Only
noticeable Afterward), the pop songs of the Mamas and the Papas, despite their
personal trials and tribulations, linger on.

amid marital

JULY 1966 #8 MOTHER'S LITTLE HELPER—THE ROLLING STONES

Mother’s Little Helper” was the leadoff track from the original English version
of the Rolling Stones album Aftermath. As was standard for the time, the
American album varied significantly from its English counterpart, with fewer
tracks (eleven instead of fourteen) and a different running order. England and
the United States held two completely different theories concerning what an LP
should be. In England, it was considered fraudulent to pad out an album with a
song that was already available as a single; in America, albums were little more
than extended showcases for hit singles, with other songs used solely as filler.
Because “Paint It Black” was already a hit single, it was considered to be the best
candidate for the leadoff spot on the American album and replaced “Mother’s
Little Helper,” which was removed from the lineup entirely. Instead (and inexpli-
cably), “Mother’s Little Helper” was released in America as a corresponding single
to Aftermath. Together, they comprised a heretofore unseen, but not unpredict-
able, side of the Rolling Stones.

Even more perversely fascinating than the multi-instrumental indulgences
used on these records was the underlying misogyny that crept its way into many
of their lyrics. Mick Jagger’s still-evolving sexual ambiguity and “star” status
made him the sexually desirable object and cast his female partners as humili-
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ated, self-flagellating masochists who were willing to be Although his
seen as props standing in his shadow. Furthermore, with L
sex as readily available as a can of beer, most of the Stones wording is

overindulged themselves until women became hardly sometimes
more than flesh-covered blow-up dolls. This was reflected
in the words of their songs. “Stupid Girl” speaks for it- awkward, the
self. “Under My Thumb” revels in holding down a disdain in
“squirming dog who just had her day” while “Out of Time”
treats the woman in the song like a product with an ex- Jagger’s voice
pired shelf life. “Mother’s Little Helper” is hardly more .
reasonable in the way it belittles and mocks the supposed 's wamistakable
stress of being an everyday housewife. and further
If “19th Nervous Breakdown” had the Stones dishing :
up dirt with their impressions of “societal taboos,” then LLLURLLERL )
“Mother’s Little Helper” could have been subtitled “Soci- hepe of ever
etal Taboos Revisited.” Without painting an overtly ex-
plicit picture, it’s still easy to see a woman in curlers,
slippers, and a rayon house dress talking over the fence generation gap.
to her look-alike neighbor, complaining bitterly about ev-
erybody else’s lifestyle while she randomly pops speed pills to get her through
her day. Although his wording is sometimes awkward, the disdain in Jagger’s
voice is unmistakable and further eviscerates any hope of ever crossing the
generation gap. Still hilarious is the “Hu-uy!” ending, which sounds less like a
bunch of dangerous rock and rollers than a chorus of Polish whalers at a sing-
along. With their damning imagery and unrestrained musical drive, the Rolling
Stones continued to offer inspiration to an entire generation of pimply-faced,
garage-based, do-it-yourself, suburban white dopes with a song about white
mums on dope.

crossing the

AUGUST 1966 #24 LADY JANE—THE ROLLING STONES

What? Mick Jagger and Keith Richards composed a love madrigal? (I never
know whether to say Richards or Richard; he dropped and added the “s” at
different points in his career. Dionne Warwick(e) did the same thing, but I have
difficulty keeping track of these nuances.) Just for implausibility, this song rates
as a classic. Just who, or what, was it about, and what did it mean? Was it, as
Jagger led his then-girlfriend, Chrissie Shrimpton (sister of model Jean Shrimp-
ton), to believe, about her (I wonder if she noticed that he got her name wrong)?
Or was it about Lady Jane Seymour, one of the six wives of Henry VIII (yeah,
right; this is what the record company would have you believe)? Maybe it referred
to one of Jagger’s royal acquaintances, Lady Jane Ormsby-Gore, as he implied
when he was in her presence. Could it have been an obliquely veiled reference to
the evil weed, Maryjane, aka marijuana? Considering the Stones, the most licen-
tious possibility is also the most believable. Jagger was a big fan of D.H. Lawrence’s
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novel Lady Chatterley’s Lover. In the book, a character
refers to his lover’s vagina as “Lady Jane.” Of the above
of the lyrics possibilities, what would you believe? (Me, too.)
This really is a pretty song, though. Despite, or per-
haps because of, its peculiar period-piece instrumentation,
each listener “Lady Jane” brings one aspect of the developing flower-
. - power ’60s into clear focus. The ideals of the younger gen-
could imagine ) ) X
eration were partly based on a desire to return to simpler
his awn times, something that was reflected in the penchant for
Elizabethan-style clothing and longer hair styles on men.
The present was romanticized as a reflection of times gone
bring out the by, and songs like “Lady Jane” made the tenuous connec-
“true” . tion a bit more believable. The vagueness of the lyrics made
rue” meaning . . . . .
sure that each listener could imagine his own scenario
of the song. and bring out the “true” meaning of the song. As
songwriters, Jagger and Richards were coming to realize
that vagueness was a tool that could be worked to their advantage. Soon, almost
all of their singles would be veiled in a shroud of mystery. Although it was a B
side to “Mother’s Little Helper,” “Lady Jane” charted on its own, reaching #24.
The Rolling Stones had embarked on a new phase of their career, a phase that
would focus on ornate and elaborate instrumentation, with surreal lyrics that
would be almost entirely devoid of the group’s blues roots.

The vagueness

made sure that

scenario and

JULY 1966 #9 | COULDN'T LIVE WITHOUT YOUR LOVE-PETULA CLARK

petula Clark was the consummate professional who achieved international fame
simply because she worked hard and was talented. She spent almost two de-
cades of her life as a soon-to-be-overgrown child actress in European family films
until, in her late twenties, she channeled her energy into performing as a vocal-
ist. Mostly because of her manager and soon-to-be husband, Claud Wolff, she
received excellent guidance, and her transition from child actress to mature pop
star was relatively painless.

Always upbeat, catchy, and accompanied by full-blown orchestral accompani-
ment, her hits were different enough from the average rock-and-roll pop songs to
remain thoroughly autonomous from her English competition. She lacked the
rebellious immediacy of her contemporaries, eschewing any false posturing in
favor of high-quality material. While English rock and roll was so different that it
demanded a certain adjustment on the part of the listener, Clark simply sang
pretty songs. This is exactly why some critics found her songs to be extraneous
fluff and also why audiences ate them up. In the ’70s, performers like Barry
Manilow and the Carpenters catered to a similar audience, but with cloying, sim-
plistic, and sentimental material. In the ’60s, Clark may have been a precursor of
these pop music icons, but she continually had great material to work with. “I
Couldn’t Live Without Your Love” has a melody that Barry Manilow would sur-
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render a limb for, and the contagious expression of Clark’s singing goes light
years beyond the flat expression of Karen Carpenter. Without the bombast that
occasionally hampered some of her other hits (remember “My Love”?), “I Couldn’t
Live without Your Love” takes a light and breezy approach. It also avoids any
pretension, never trying to make any grand statement or represent itself as any-
thing more than it is: a well-sung, pretty pop song.

JULY 1966 #22 TRAINS AND BOATS AND PLANES—DIONNE WARWICKE

hile reading liner notes for “Trains and Boats and Planes,” I was surprised to

discover that it was originally recorded by Billy J. Kramer and the Dakotas.
Dionne Warwicke reached the Top 40 with her rendition in the summer of 1966,
barely a year after Kramer’s version fell from the charts, but I am confident that
hers is the definitive version.

“Trains and Boats and Planes” has an understated arrangement and perfor-
mance so perfect that it gleams. A cranked-up guitar spurts a sound that is purely
percussive and propulsive while a chorus supplies the melody over an electric
keyboard. In front of this backdrop, Warwicke enters and sings the first verse.
She could not possibly have sung the song any better. Every note is in its place.
Percussion and brushed drums introduce the second verse, which adds a nylon-
string guitar. Then gradually a string section and a female chorus enter, all with
the crisp attention to detail that made songwriters Burt Bacharach and Hal David
famous. The successful combination of Warwicke, Bacharach, and David that be-
gan in 1963 perhaps reached its zenith with this recording.

AUGUST 1966 #1 YOU GAN'T HURRY LOVE—THE SUPREMES

Maybe not, but you can hurry a recording session every now and then. The
Supremes were so busy with the business of being “the Supremes” that they
had precious little time to spend in the recording studio. As a result, their input on
their recordings was minimal. They usually ran in, recorded, and ran out to an-
other nonmusical obligation or a live performance. Their presence for their songs’
development became secondary to the image-making machinery that Motown en-
gineered for them. Somehow, the material never seemed to suffer. For one thing,
the behind-the-scenes professionals made sure that everything was in order before
the Supremes arrived. In the studio, their job was to sing (at least that was Diana
Ross’s job) so they didn’t need to get involved with the other details. In many ways,
the resultant hustle and bustle probably added to the music’s exuberance by giving
it an excited and breathless presence. This mood is perfectly appropriate for “You
Can’t Hurry Love.” The song’s lyrics deal with the patience that is sometimes nec-
essary to find true love, but as anybody who has ever been in that position can
testify, “It ain’t easy, no it ain’t easy.” The music sounds like it can’t wait another
second. If Ross sounds harried, so much the better.
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The criticism that has most often been leveled at the Supremes is precisely the
reason I think they were a great band. Specifically, they are faulted for being a
contrived pop product that required input from dozens of other more talented
people to record a good song. Well, you'll get no argument from me, but I'm not
terribly interested in the machinations involved or in the group’s merit as musi-
cians. I am very interested in the quality of the recordings that were released
under their name, though, and almost without fail, they tend to be well-written,
well-produced, infectious, and memorable. Why quibble about the Supremes when
the music, even when viewed as nothing but product, is so good? In the end,
nothing really matters but the song itself. The professionals at Motown knew it,
and they had it down cold.

AUGUST 1966 #2 YELLOW SUBMARINE—THE BEATLES

'I'he Beatles’ last concert tour was such a series of nightmarish horrors that it
left them feeling alienated and disgusted. The mad determination of their fans
had worn them down until it was no longer fun. Actually, it became a horror for
them to do anything at all publicly. After two solid years of imprisonment within
their isolation chamber of hotel rooms and limousines, they began to go mad with
cabin fever. Besides this, things were going wrong. An unintentional snub of Imelda
Marcos in the Philippines led to a near life-threatening confrontation with the
island’s authorities. The Beatles were lucky to escape alive, and even after they
boarded their plane, they were refused permission to taxi to the runway until
they surrendered half of their earnings from their concert appearance. Even worse
was the fracas that resulted from an off-handed comment John Lennon made
during an interview with a friendly acquaintance from the London Evening Stan-
dard. The conversation had turned toward how out of hand the Beatles fame had
become, and Lennon noted, “We’re more popular than

After two solid Jesus now.” In the context of the conversation, his remarks
were both appropriate and thought-provoking, but once
the American press got a hold of it, all hell broke loose.
imprisonment Through deliberate misrepresentation of his intention,
. Lennon appeared to be the embodiment of the Antichrist.
within their Self-righteous but misguided fundamentalists feigned
isolation horror and organized boycotts and record burnings.
ber of Lennon received numerous death threats, as Christian a
chamber o method of reprisal as could be imagined, I suppose. His
hotel rooms and songs took on unintended meaning, as well; the backward
vocals on “Rain” must have sounded outright satanic to
limousines, these fervent zealots. Each whistle-stop along the Ameri-
they began to can tour, particularly in the South, required a veritable
. army of security personnel, but the group still remained
go mad with frighteningly vulnerable when onstage. Add to this the
cabin fever. misguided judgment that led to the cover of their Ameri-

years of
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can compilation album Yesterday and Today featuring a photo of the band wear-
ing butcher’s jackets while covered with torn-up baby dolls and pieces of meat,
and you've got a band in the midst of a serious image problem.

With all of this insanity, some self-induced and some incidental, surrounding
them, the Beatles needed to make a positive impression to set things right. What
better tonic could there have been than a simple fairy tale sung by good old self-
effacing Ringo Starr, the Beatles’ resident everyman? “Yellow Submarine” was as
unthreatening as the group could be while sounding playful and inventive. In-
stead of straining to make a big statement, they parodied English Music Hall
styles (their vaudeville of sorts) and had fun with the silly surrealism of the lyric
by adding whistles, bells, bubbles, and distorted intercom transmissions into the
mix. Lennon seems beside himself with glee as he mimics Starr’s every line on
the last verse, sounding as though he is singing through his hands while adopt-
ing an exaggerated cockney accent. By the time the whole band and crew of friends
join in for the last chorus, all is forgiven. Some people thought the song might
contain drug references, but most thought it was good, clean fun. And it was. The
storybook fantasy of “Yellow Submarine” later took on mythic proportions when
it provided the title and theme for an animated film that featured the likenesses,
but not the voices, of the Beatles.

SEPTEMBER 1966 #11 ELEANOR RIGBY—THE BEATLES

With Revolver, the relevance of the Beatles’albums surpassed the importance
of their singles. The overwhelming impact of having a series of truly great
songs running back-to-back made Beatles albums some of the most important
collections of music ever assembled. Each song contains a unique vision whose
only thematic link to its brethren is the experimental daring that they share.
The double A-sided single (each side was considered side “A”) of “Yellow Subma-
rine”/“Eleanor Rigby” was released on the same day as the album from which
they were extracted. A more eclectic pairing of songs could not be imagined.

While “Yellow Submarine” is a goofy children’s fantasy, “Eleanor Rigby” is a
portrait of intense loneliness. The hollow lives of the char-

acters are spelled out with telling scenarios that depict While "Yellow
the mundane pointlessness of their existence. Both Eleanor
Rigby and Father MacKenzie seem to live their lives de- Submarine” is a

void of any human contact except for the little bit pro-
vided by the servile roles of their unrewarding jobs. The
lyrics don’t attempt to give us every detail, so colorizing fantasy,

their bleak lives is up to the listener’s imagination, which “Heanor Righy”
is part of the inherent beauty of this record. In my own gy
mind’s eye, I can easily imagine the shabby dress of the is a portrait
widowed Mrs. Rigby, who only halfheartedly attempts to
maintain her appearance, or the dark, musty room where
Father MacKenzie sits darning his socks. It is easy to as- loneliness.

goofy children’s

of intense

m



Q AMERICAN HIT RADID

sume that the church where Eleanor Rigby picks up rice, cleaning up after some-
one else’s wedding (which vaguely reminds her of her own), is the same place
where Father MacKenzie labors for a God that he sometimes feels has abandoned
him. It can also be imagined that while Eleanor Rigby moves about cleaning and
sweeping around the pews, Father MacKenzie putters about on the altar, prepar-
ing a sermon (that no one will hear). Perhaps neither one ever acknowledges the
other’s presence. Perhaps their paths never cross until Father MacKenzie pre-
sides over the gray, empty burial service that lays Eleanor Rigby in the ground.

The emptiness of their lives is pathetic and emotionally taxing. It is made even
worse when Paul McCartney sums things up by flatly stating, “No one was saved.”
There is no vent to escape the claustrophobic vacuum of their loneliness, and all
the listener can do is sympathize. At best, it may inspire us to think twice before
we blithely ignore someone who could easily be overlooked. With black and white
paint, McCartney and the Beatles paint a picture that asks us to face the hum-
bler side of humanity with empathy and concern. Not bad for a pop song.

AUGUST 1966 #5 BUS STOP—THE HOLLIES

he Hollies formed in Manchester, England, in 1962 when old friends Graham

Nash and Allan Clarke decided to expand their vocal/guitar duo. After a few
name and personnel changes, they became the Hollies, intended as an homage to
American rock and roller Buddy Holly.

An awful lot has been said about English bands in the first half of the ’60s, but
in America, not much was said about the Hollies. Although they were overwhelm-
ingly popular throughout England and Europe, they did not have nearly the same
impact on the other side of the Atlantic. Their first U.K. Top 10 hit came in 1963,
but they would not reach the American Top 40 until 1966, with “Look through
Any Window.” By then, they were already superstars in their native England.

When they released “Bus Stop” in the summer of 1966, the Hollies finally broke
wide open in America. The song was written by professional songwriter Graham

Gouldman (later of 10 C.C.), who had previously written
When they hits for Herman’s Hermits and the Yardbirds. Set off by
" Middle Eastern modalities in the guitar bridge, “Bus Stop”

released "Bus . X ! . )
is an otherwise conventional boy-meets-girl song with lyr-
Stop” in the ics that sound like an excerpt from a second-grade read-
summer of ing primer (“Bus stop, wet day, she’s there, I say, ‘Please
share my umbrella™). The simplicity of the words adds to
1966, the the song’s effect by putting emphasis on the rhythm and
Hollies finally melody of the vocal. The song features some of the richest
harmonies on vinyl this side of the Beach Boys and was a
broke wide harbinger of Nash’s later work with David Crosby and

open in Stephen Stills.

To strengthen the group’s hold, an American tour soon
America. followed and was a tremendous success. “Bus Stop”
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peaked at #5 and was immediately followed by “Stop, Stop, Stop,” a song about
a belly dancer, which reached #7.

AUGUST 1966 #8 WOULDN'T IT BE NICE—THE BEACH BOYS

While formulating ideas for his upcoming album project, Brian Wilson felt he
needed to collaborate with a lyricist. Tony Asher was a friend of a friend whom
he thought might be a good foil for his gentle yet ever more complex melodies.
When Asher got the call from Wilson, his initial reaction was disbelief. This fa-
mous rock star was requesting his services not only as a songwriter, but as a
collaborator! He wrangled a three-week leave of absence from his day job as an ad
writer and immediately went to work with Wilson.

At the time, the Beach Boys were touring the world with Bruce Johnson taking
Wilson’s place while he stayed home to work on the album. Since Wilson was
following a highly personal muse, he was averse to sharing his ideas with the
other Beach Boys, feeling that they would reject them as both inappropriate and
uncommercial. He did not let this fear deter him from his intentions, though.
Musical ideas that were much moodier than the usual Beach Boys fare were flow-
ing from him, and Asher provided words that almost always reflected his per-
sonal concerns and problems. Since Asher found Wilson to be extremely difficult
to work with, he often insisted on finishing his lyrics at home. Wilson continued
to write, even when there were no words. One song in particular, “Let’s Go Away
for Awhile,” was so musically expressive and
evocative that they abandoned the idea of writ-
ing lyrics altogether, and the song remained the
instrumental pastiche that Wilson began with.

It eventually ended up on the B side of “Good el (A o

eventually p on s LAND OF 1,000 DANCES—

Vibrations.” After recording the basic tracks, WILSON PICKETT

Wilson recorded most of the songs for the new
album live, using a hired ensemble of some of
the best session players available. The result was, in essence, the first Brian
Wilson solo album, called Pet Sounds. When the Beach Boys returned from their
tour, Wilson’s instincts about their reactions proved to be correct. They were
shocked to find that he had been presumptuous enough to record an entire album
in their absence and were uncomfortable with the rococo production and writing
style that he employed. While on tour, they were simply a surfing band, but when
they came home, they discovered that Wilson was fully prepared to change every-
thing. This took some getting used to. To their credit, they basically remained
patient with him and followed his instructions for putting down the vocal lines. If
he was unhappy with the results, he would simply erase the tape and record his
own voice over theirs.

Musically and thematically, Pet Sounds was Wilson’s baby. It also signifies
the high watermark of his creativity. Every song is either heavily laden with a
longing melancholy or celebrates some type of escapist fantasy. “Wouldn’t It Be

i)



LS AMERICAN HIT RADID

The spiritual Nice” kicks off the album and was the first intentional
single. It fit neatly into the “escapist fantasy” category,
and three decades later its lyrics have lost none of their
"Wouldn't It Be artful significance. Innocently and deliberately, the song
Nice” lies i conveys the fanciful desire of a youthful couple to “say
ice” lies in its goodnight and stay together.” The love is pure, and the
blend of desire is reasonable. The most beautiful and touching
line comes in the refrain: “Maybe if we think and wish
and hope and pray, it might come true.” The power of
optimism and in positive thinking has been said to move mountains, so
its childish why not try? The spiritual beauty of “Wouldn’t It Be Nice”
lies in its blend of youthful optimism and in its childish
impatience. impatience. Best of all, it captures the singular moment
in which the promise of a happy future and the desire of

the present make these traits not only appropriate, but enviable.

beauty of

youthful

SEPTEMBER 1966 #39 GOD ONLY KNOWS—THE BEACH BOYS

n other essays I delved into the somewhat sordid reality which engulfed this

band. Now I can’t help but think that perhaps the best thing to do would have
been to leave the Beach Boys’ myth alone. Each of their songs possesses such a
singular beauty that any discussion of reality tends to mar the purity of essence
that defines a Beach Boys song. After all, each song as art occupies its own pecu-
liar place away from reality. It’s as if the best songs are hovering just above the
ground and any attempt to define the circumstances of their creation tends to
tramp them down until their fragile magic dissipates. I really hope that present-
ing fragments of their sad story did not have that effect, although I fear that it
might. The distance between these songs and any reality, much less the Beach
Boys reality, is immense and it is the myth that they hold which gives them such
lasting value.

Why “God Only Knows” was placed on the B side of “Wouldn’t It Be Nice”
instead of being released on its own is completely beyond my understanding of
supply and demand, but the result was one of the best two-sided singles ever
released. Even more mysterious is why it never charted any higher than #39.
Songs this beautiful don’t come along very often, and the chart position of “God
Only Knows” speaks volumes, either about how fallible the Top 40 can be or
how fickle the record-buying public is. Brian Wilson’s brother Dennis offered
the opinion that Brian’s writing was “hypnotic, entertaining, and beautiful.” No
less an authority than Paul McCartney referred to “God Only Knows” as the
perfect pop song. Perhaps radio station programmers were afraid to play a song
that used the word “God” in the title, even though it was used respectfully and
tastefully, or maybe it was ahead of its time. Most likely the answer lies some-
where in between, with poor marketing thrown in for disruptive measure. Some-
how, this song did not make the impact that its soulfulness deserved.
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Unlike most everything else in popular music at this Unlike most
time, the Beach Boys lacked any real R&B credibility. Even
the most innocuous English bands could claim some R&B everything else
as a significant influence, but the Beach Boys remained
aloof. “God Only Knows” helped to broaden the definition
of soul because of its soul-baring honesty. Ideally, “soul music at this
music” wasn't a stylization at all but a means of honest
expression. What else could “God Only Knows” be if not time, the Beach

in popular

soul music? One thing was for certain: it most definitely Boys lacked any

was not surf music. real REB
Wilson’s early songs were mostly made up of adoles-

cent, stereotypical platitudes, and they haunted him now credibility.

that he wanted to express himself in a more personal

manner. He was no longer a boy, hardly even a “Beach” Boy, and his songwriting
collaborations began to address his concerns with coming of age. Although, by
all accounts, Wilson remained a child emotionally, he wrote “God Only Knows”
with Tony Asher from the perspective of an adult. The lyrics attempt to look
bravely at what may lie ahead. For the time being, he earned himself a brief
respite.

The soul-searching sense of satisfaction that lies on the surface of the song is
counterbalanced with an insecurity that prevents the lyrics from resolving them-
selves. This lack of resolve guarantees the song its lasting strength. The emotion
it captures is akin to a seesaw that is precariously balanced on a fulerum, in a
state of suspension where things float just above the surface. Whatever dangles
eventually drops, and the sadness inherent in this lyric is one of recognition. In
the present, it celebrates satisfaction and a sense of wonder, but it is also sad in
that it simultaneously recognizes the fallibility of love. The French horns only
add to the lonely undertow. The real beauty here is that “God Only Knows” is
broadly interpretable, and each listener can hear it and gather his own meaning.
Facts and gossipy nonsense about the various comings and goings of the group
might only serve to colorize the conceptions of the listener. Hopefully, the ears
will have the last word.

AUGUST 1966 #25 THE DANGLING CONVERSATION—
SIMON AND GARFUNKEL

t is difficult to choose appropriate songs from the Simon and Garfunkel cata-

log since many of their best songs were never Top 40 hits (“America,” “The
Only Living Boy in New York,” “For Emily, Whenever I May Find Her,” and the
“Old Friends”/“Bookends” medley are a few), and quite a few of those that were
now sound painfully dated. So, here’s what we're dealing with. Paul Simon and
Art Garfunkel had fifteen Top 40 hits. Let’s go through them one song at a time
and give them cursory consideration.
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1) “The Sounds of Silence”—#1 for two weeks,
December 1965
Let’s be honest. Bob Dylan hit with “Like a Roll-
AUGUST 1966 4 ing Stone” a few months earlier, and Simon and
SUNNY AFTERNDON-THE KINKS Garfunkel (or their producer, more accurately)
hopped on the electric folk bandwagon in a way
that was overtly opportunist and baldly com-
mercial. Had they left it alone and not dubbed on the extraneous instrumenta-
tion, maybe, just maybe, it could have withstood the changes of time (though
admittedly, it never would have been a hit). As it is, it’s parenthetically clever
and plainly derivative.

2) “Homeward Bound”—#5, February 1966
A pretty song, really. A bit forced emotionally, but still it sounds like an honest
and convincing account of loneliness. Best of all, Garfunkel’s cherubic voice
doesn’t interfere with the pretty melody, but enhances it.

3) “ Am a Rock”—#3, May 1966
An awkward reversion to blatant Dylanisms. The arrangement, and the naive
Al Kooper-style organ flourishes in particular, make it almost impossible to take
this record seriously—which is a shame since, over the years, parochial school
seventh graders will find it increasingly difficult to understand why their reli-
gion counselors find this song so precious.

4) “The Dangling Conversation™—#25, August 1966
Precious? What an appropriate word. Yes, it sounds like a sensitive college
student’s first attempt at existentialist poetry, but its very quaintness gives it a
measure of profundity. Rock and roll, even folk music (depending on how you
would categorize this song), doesn’t have very many poet laureates anyway, so
who really cares if the words aren’t capital “A” Art? Simon has since attempted
to distance himself from this song, but it continually comes back to haunt him.
I wish that I could cooperate and allow it to fade into oblivion, but the fact is
that I like this song. Compared to “Bridge over Troubled Water,” this is raw and
youthful (then again, anything would be). The naiveté is charming and convinc-
ing, while the melody, not to mention the production/execution, is entrancing.
Perhaps as I get older I also will abandon all attempts to defend this song, but
in the meantime, “I'll continue to continue to pretend” that this is really clever.
I'm sorry, Paul.

5) “A Hazy Shade of Winter”—#13, November 1966
A mediocre piece of dated material that the Bangles considered to be retriev-
able. Somehow, enough people agreed, and they had a hit.

6) “At the Zoo”—#16, April 1967
A likable enough ditty, but hardly classic.

7) “Fakin’ It”—#23, August 1967
Forgettable.

8) “Scarborough Fair”/“Canticle”—#11, March 1968
A pretty madrigal with excellent workmanship; ho-hum.

9) “Mrs. Robinson”—#1, May 1968
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Excellent. See separate entry in Chapter 5.

10) “The Boxer”—#7, April 1969
They’re on a roll. See separate entry in Chapter 5.

11) “Bridge over Troubled Water”—#1 for six weeks, February 1970
Oh, no. In the past ten years, I have yet to hear anybody play this song through to
its conclusion without somebody else complaining. Sure, it’s pretty, but Garfunkel’s
castrato imitation is more than most people care to bear. And that bombastic
production is just too precious. But the country was apparently ripe for anthems
on brotherhood, considering that the Hollies’ “He Ain’t Heavy, He’s My Brother”
was a contemporary (and superior) second cousin, but like "The Star Spangled
Banner,” we just don’t want to hear anything so huge for casual listening.

12) “Cecilia®—#4, April 1970
I can’t even parody this song when the lyrics do it all by themselves: “I get up to
wash my face. When I come back to bed, someone’s taking my place.” Wait a
minute, is that innocent Art peeking through the window?

13) “El Condor Pasa”—#18, September 1970
I'd rather be a pimple than a mole. Yes, I would. If, indeed, I could, I surely
would.

14) “My Little Town”—#9, November 1975
A lackluster reunion song.

15) “Wake Up Little Susie”—#27, May 1982
Another lackluster reunion song, and pointless besides.

That’s all of ’em. After that, the two went their separate ways. Simon continues
to write usually intelligent songs that reflect the emotional maturity of his age,
and Garfunkel sings songs that are so fragile only the pathologically sensitive
can relate.

SEPTEMBER 1966 #1 REACH DUT I'LL BE THERE—THE FOUR TOPS

Here, at what may well be the Four Tops’ grandest achievement, would be a
good spot to discuss the producers and writers who made this song possible.
Eddie Holland started as a singer who recorded demos for Berry Gordy to present
to Jackie Wilson. It was no real surprise, then, when Gordy started his own label
and recruited Holland as a performer, since his vocal style bore an uncanny (and
unflattering) resemblance to his mentor. He was a derivative singer, and genuinely
uncomfortable with performing, so he decided to “retire” to the production end of
the business. His brother, Brian, had worked his own way into Motown as an engi-
neer and became a member of the loosely based production team that recorded the
company’s early hits. His biggest success came with a song he cowrote for the
Marvellettes called “Please Mr. Postman.” When it hit #1, it insured him a prime
spot among the staff producers. Brian Holland agreed to work with Eddie at about
the same time that Lamont Dozier was looking for collaborators. Like Eddie Hol-
land, Dozier was coming down from an unsuccessful recording career (he used the
name Lamont Anthony), and the threesome came to realize that their individual
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Between 1363 talents and personalities complemented one another.
and 1966 When working as producers, Brian Holland generally
’ took charge of the recording console and solo instruments
Holland-Dozier- while Eddie Holland coached the lead vocal (if needed) and
Holland pro- Dozier worked with the rhythm section and backing vo-

cals. When writing songs, Dozier usually came up with the
duced twenty- melody and a title while Brian Holland would arrange the
eight Top 20 structure. Then Eddie Holland would put it to words. Amaz-
ingly, none of the three could read or write music, and they

hits, twelve of relied on staff members to write out chord sequences and
which went to transpose the key to suit the recording artist. Often, there
was more than a little resentment on the part of Motown’s

#1. "Reach Dut staff musicians, who were as much as a generation older
I'll Be There” than the young producers and who saw themselves as more
capable and knowledgeable musicians, which in all fair-

was one of the ness, they surely were. But could they write lyrics and

melodies, and handle production chores? Did they have the
same innate understanding of what the kids who bought
it was records wanted? For this, Holland-Dozier-Holland reigned
perhaps their supreme at Motown. After arranging a song, they would
record it, often with as many as twelve different versions
masterwork. and mixes. From there, it went to Motown’s quality-control
department, which issued a thumbs up or a thumbs down.
If rejected, the recording was usually scrapped, but if accepted, it almost certainly
became a hit. Between 1963 and 1966, Holland-Dozier-Holland produced twenty-
eight Top 20 hits, twelve of which went to #1. “Reach Out I'll Be There” was one of
the twelve, and it was perhaps their masterwork.

Every time I hear the opening instrumental phrase to this song, the hairs on the
back of my arms stand on end. I get goose bumps. It is as evocative as hearing a
train whistle in the distance on a warm summer’s evening. I can’t be sure of the
instrumentation, but there is certainly a flute, and a guitar harmonizing the lead
line while a bass and percussion instrument add tension underneath. The phrase
repeats twice, until “RrrrrRRAAA!!” The Four Tops enter, and Levi Stubbs puts on
the performance of a lifetime. In his hands, this song of devotion has a religious
fervor that is feverish in its intensity. When he sings these lyrics, he’s not offering
help because he’s a nice guy, but because he has no choice. His love is so overpower-
ing that it has become his sole purpose in life to serve his beloved—not that the
lyrics come close to saying this. They never do. The song has such generic lyrics
that it could have served as a prototype for “Bridge over Troubled Water.” It is the
quiver in Stubbs’s voice that causes the implicit meaning of the words to rise above
their obvious intent. To paraphrase his earlier hit, he can’t help himself. Whether it
was sheer professionalism or honest emoting is moot. What matters is that the
entire record is as convincing as the most pain-wracked and honest soul perfor-
mance. The marriage of Holland-Dozier-Holland and the Four Tops would never
get any better than this.

twelve, and
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SEPTEMBER 1966 #1 LAST TRAIN T0 CLARKSVILLE—THE MONKEES

'I'he Monkees almost single-handedly proved the axiom that in America any-
thing is possible. Bob Rafelson and Bert Schneider’s inspired dream of invent-
ing an American Beatles was not exactly a stroke of genius, but rather a very
well-crafted attempt to make money.

Preteens were spending an unprecedented amount of cash on pop music and
its related product. All that was needed to get a piece of the action was a viable
(i.e., salable) band. Waiting for the right band to Jjust “happen” would be difficult,
but this could be overcome if you just invented the band yourself. Rafelson and
Schneider both had backgrounds in film and TV so naturally they felt that TV
would be the best medium for their idea.

They concentrated on finding the correct personalities who would make their
show a success. Musical talent was desired, but it wasn’t of primary importance.
The Lovin’ Spoonful initially auditioned for the Jjob, but they did not come across
as possessing strong enough personalities. Ads were placed in the Daily Variety
looking for “folk and rock musicians/singers for acting roles in a new TV series.”
After 400-plus tryouts—including auditions by Stephen Stills (later of Buffalo
Springfield and Crosby, Stills, Nash, and Young), Danny Hutton (later of Three
Dog Night), and Paul Williams—the final nod went to Davey Jones, Mike Nesmith,
Peter Tork, and Mickey Dolenz. It was Stills, rejected because of crooked teeth,
who convinced his then-roommate Peter Tork to audition.

While the band was rehearsing and filming, Don Kirshner, a businessman of
renown with remarkable knowledge of the music industry, rounded up a tremen-
dous variety of talent to record a series of songs that would be used for the show.
The Monkees were then brought into the studio to lay down their vocal lines over
the prerecorded tracks. “Last Train to Clarksville,” written by Tommy Boyce and
Bobby Hart, was chosen to be the first single. Boyce and Hart claim they wrote the
song during a twenty-minute coffee break. Using a guitar riff derivative of the
Beatles’ “Ticket to Ride,” they deliberately incorporated the hook “no, no, no...no,
no, no...” to counteract the Beatles’“Yeah, yeah, yeah.” This combination virtually
guaranteed the song hit status. The guitar riff still sounds fresh today and is good
enough to make most authentic bands envious, but the commercial success of the
single was considered secondary to the success of the TV show. Once “Last Train to
Clarksville” went to #1, though, it forced everyone to rethink their priorities.

SEPTEMBER 1966 #1 96 TEARS—? AND THE MYSTERIANS

Names forever etched in history, household names that instantly bring to mind
the classicism of their universally respected and identifiable sound: Rudy
Martinez (Mr. ? himself), Robert Balderrama, Frank Lugo, Frank Rodriguez, and
Edward Serrato. Huh?

Well, OK, so maybe you don’t know the individual names of the band members,
but you just gotta know their only real hit, “96 Tears.” The funny thing was that
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the band, at least the lead singer, ?, never wanted any-
body to know their names and assigned letters, such as x
dopey but ultra- or y, etc., to themselves. You get the idea. ? also wore
sunglasses all the time. He was really mysterious.

When this bunch of Tex-Mex rockers moved north to

an identity all Michigan, they found work by playing the local teenage

its own, but it's dance halls and dreamed, against all hope and common

! sense, of hitting the big time. When ? told the band he

?’s chilling had written a poem called “Too Many Teardrops,” they

helped him put it to music but suggested changing a key

lyric from “69 Tears” to “96 Tears.” ? questioned whether

make this a he would be compromising his artistic credibility but con-

truly stoopid curred that it was probably a necessity if they wanted a

hit record (something that he persistently believed to be

record. possible). The song became a staple of their live shows

and was often requested by people who became familiar

with the band. A tiny independent record label called Pa-Go-Go Records, from

their home state of Texas, thought enough of the song to pay for a demo tape, so

they recorded a two-track version in somebody’s living room. They also recorded

a version of “Midnight Hour,” which some bandmembers thought might make a

better A side than ?’s “96 Tears.” ?, however, insisted that his composition get
top billing, since it deserved to be a huge hit.

This all became sublime once local radio picked up on the tune and propelled it
hard enough and far enough for it to nearly miraculously become a nationwide #1
hit record. I wonder how well this song would have fared were it not for the cheesy
electric organ that bangs out eighth notes throughout the entire number, except for
when the player almost indiscriminately breaks into the central riff. ? and the
Mysterians are credited with being the first garage-punk band to sport this new
sound. To date, most people still associate the Farfisa organ sound with this par-
ticular recording. The song’s dopey but ultra-cool riff give it an identity all its own,
but it’s ?’s chilling vocals that make this a truly stoopid record.

The song's

cool riff give it

vocals that

SEPTEMBER 1966 #5 PSYCHOTIC REAGTION—THE COUNT HVE

omebody was eager to give these guys an instantly identifiable image, so pho-

tographs were taken of the bandmembers standing around in front of a spooky
mansion while wearing capes. OOOHHH! The cover shot for their album has
them peering menacingly into the lens of a camera that is lying at the bottom of a
freshly dug grave. OOOOOHHH! Sure, this sounds pretentious, but in truth, the
Count Five were dime-store existential visionaries. You could see it in their scowling
faces. The gimmicky stuff was certainly ludicrous, but their music and lyrics com-
bined the banal with the profound in perfect proportion (most likely this was
done purely by accident), lending their songs a warped sensibility that was both
amusing and stimulating.
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Afuzz-tone guitar opens the track, then other instruments enter layer by layer.
Aharmonica blast, a grungy rhythm guitar, a thumping bass, and then the pound-
ing drums enter, followed next by the vocals...which brings me to the lyrics. “I feel
depressed, I feel so bad, cuz you're the best girl that I ever had” certainly hasn’t
inspired any poetry awards for originality. It’s such a cliché that it is instantly
dismissible, but wait. “I can’t get love, I can’t get affection. Oh, little girl, psy-
chotic reaction.” Well, that’s different. A screwed-up love scene induces a psy-
chotic reaction “and it feels like this....” With that, the band exits the shuffle
rhythm it was using and launches into an all-out assault.

The double-time instru-mental break is derived directly from the rave-up (an
English-derived term for an all-out, speed-addled, rhythmic assault) style that
was initially popularized by the Yardbirds, but none of the Yardbirds’ singles
sound quite so manic—or quite so deranged. The Yardbirds were cool and criti-
cally popular, but they were also aloof. The Count Five sound eager to be as cool
and popular as their heroes, but instead they come off as clueless. They over-
compensated for their presumed shortcomings by shrouding their lyrics (and
their bodies, via capes) in mystery, while their music took on an edge that sounded
like desperation. In the process, they beat the Yardbirds at their own game,
since it is wholly appropriate for a band singing about mental instability at a
hundred miles an hour to give the impression that they are teetering. A sense of
awareness about the drug culture helped make the song
more understandable somehow, as well.

There was a feeling in the ’60s that pop music was
much more than something that you hummed along to
on the radio. It was a phenomenon that you could fry
your brain on, something that could stimulate long-pas-
sive neurons and inspire you to become an enlightened
member of the new youth culture. Of course, this meant
taking drugs. Pop music, suddenly laden with oblique
drug references, seduced us to turn on, tune in, and drop
out, while most respectable citizens were only obliquely
aware of the “brain invasion” that was taking place. Usu-
ally, they found the music so distasteful that it was abso-
lutely unlistenable. Only when it was too late did they
realize that Johnny and Betty had changed their names
to “Sunshine” and “Moonbeam” and were subjecting
themselves to counterculture propaganda. This “under-
ground conspiracy” (hardly accurate, since it was nei-
ther underground—it was pop music—nor a conspiracy)
caused a backlash from the government, but it was too
little too late. By then, we were all sitting around on Per-
sian rugs with dilated pupils, eating Twinkies and play-
ing the latest Jefferson Airplane record backward, not
because there was a hidden drug message but because
Jefferson Airplane sounded better when played back-
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ward. We were going to change the world, but we couldn’t even get up to change
the channel.

“Psychotic Reaction” is great because it captures a time before this subject
matter and style of playing became “serious” music (i.e., album rock) and pop
music came to be perceived as childish. It exists on the fault line before the split
that forever kept songs like “Psychotic Reaction” off of top 40 playlists. In 1966,
this song could be both subversive and popular. Once songs like this were no
longer welcome on the Top 40, pop music suffered for it. We didn’t know it at the
time, but this trend was the first step toward complacency that eventually led to
the bland homogenization of popular music.

SEPTEMBER 1966 #5 WALK AWAY RENEE—-THE LEFT BANKE

Boy, this “rock” business is starting to get awfully complicated. It was so much
easier when we called it “rock and roll.” Either you played rock and roll or you
didn’t. With rock, so many factions were forming that prefixes were required.
There was California surf music (a form of rock), English rock, garage or “punk”
rock, folk rock, blues rock, pop rock, and now, thanks to the Left Banke, neo-
Elizabethan sonnet rock. OK, I made that up, but the two hits that Michael Brown
composed for the group were so different from everything else on the music charts
that they deserve their own category. Both “Walk Away Renee” and the lesser-
known but almost equally resonant “Pretty Ballerina” are filled with influences
from serious, or ancient, music, including string quartets and harpsichords, but
the real timelessness of these recordings stems from their melodies. The dandi-

fied styles in clothing and coiffure that were prevalent in

There was
Galifornia surf
music [a farm

of rock|, English
rock, garage or
"punk” rock,
folk rock, blues
rock, pop rock,
and now,
thanks to the
Left Banke,
neo-Elizabethan
sonnet rock.

1966 reflected a hearkening back to earlier times, and the
Left Banke put this stylization into aural form. It is both
admirable and evident that the song’s quality was good
enough to transcend what was simply stylish and become
a generally well-loved classic.

Brown was a classically trained musician whose father
owned a successful studio in Manhattan called World United
Recording. This matter played no small part in allowing
him and his friends to work on material and perfect their
style of harmony and instrumentation without undue pres-
sure or financial stress. Lead singer Steve Martin sounded
appropriately aloof for the confusing lyrics, and the tired
resignation in his voice brought the song an added mea-
sure of self-pity. Smash, an offbeat division of Mercury
Records, picked up on the Left Banke’s recording of “Walk
Away Renee,” but without much publicizing, it appeared
the band was going to suffer a quick death. Luckily, a Mid-
west radio station picked the record up, and in a few months
it spread like wildfire. “Walk Away Renee” climbed to the
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#5 position. Unfortunately, the band fell apart as soon as it finished work on its
first album. Brown would resurface as a member of Stories, with Ian Lloyd, who
had a #1 hit in 1973 by covering Hot Chocolate’s “Brother Louie.”

Still, all the words in the world cannot adequately explain the unique and
crafty melody of “Walk Away Renee” or the inventiveness of the band’s musical
approach, so hearken. 'Tis a wondrous sound emanating thus. Lend an ear and,
at my word, thou shall connote this group hath borne a melody soothing to thy
soul and pleasing to thy senses, in equal measure.

SEPTEMBER 1366 #25 SUMMER WIND—FRANK SINATRA

I:rank Sinatra’s career can be neatly encapsulated into three distinct stages,
each coinciding with the record label that he was affiliated with at the time. His
Columbia years (1943-1952) are the “Frankie” stage: the skinny kid with the bow
tie who crooned while bobby-soxers fainted. At the end of the war decade, his popu-
larity took a serious dip. Perhaps as a result of the tumultuous decline in his career,
Sinatra toughened up and came back a new man. The Capitol years (1953-1962)
gave us the confident and swinging “OI’ Blue Eyes,” the singer with a new edge to
his delivery, deeper and more forceful. By the end of the ’50s, Sinatra had become
the entertainer incarnate. He founded Reprise (1961- ), a label built especially to
display his formidable talent. In complete control of his destiny, Sinatra became
“The Chairman of the Board.”

Sinatra is the ultimate example of the artist who can take all the experiences of
his life and convey them in a simple popular song, which is why Sinatra aficionados
can correctly assert that as he got older, he got
better. “Summer Wind” is yet another Sinatra-
Nelson Riddle collaboration and features an or-
gan for the first time on any Sinatra record. It
was recorded at the same sessions that yielded ﬁ:}:‘g;‘;gg% THE ¥
“Strangers in the Night,” his previous (solo) #1 BROKEN HEARTED—JIMMY RUFFIN
single, which doobie-doobie-dooed all the way to o
the top of the charts three months earlier.

“Summer Wind” starts off slow and lilting,
sounding for all the world like a languid summer breeze. As the song progresses,
the key modulates upward often enough to give the song a sense of motion, as if it
were pushing itself along. By song’s end, the tempo is faster, and the band is
swinging. It takes listeners somewhere, and then it gently returns them.

Sinatra almost single-handedly kept the best material from the Tin Pan Alley
era alive and simultaneously rescued from oblivion newer songs by contemporary
writers who were estranged by rock and roll. As such, for him to have a #1 hit and
a follow-up pop song that sounded innovative smack dab in the middle of rock
music’s most creative era is nothing less than fantastic, but that’s Sinatra. Al-
ways swimming against the tide while remaining true to his own personal artis-
tic endeavors, he is the survivor of twentieth century music.

m



Q@
OCTOBER 1966 #1 GOOD VIBRATIONS—THE BEACH BOYS

let’s face it: the Beach Boys were one of the weirdest groups that ever graced
popular music. Everything about them was in direct contradiction to the hipness
and good times displayed on their recordings. A bunch of square suburbanites
who ranged from adequate to poor musicians (excepting Brian Wilson, of course)
had a sound that defined the meaning of cool. Wilson’s severe depression and
schizophrenia were thoroughly concealed by the unrelentingly happy vibes of his
music. The myth was much more pleasant than the reality, and the Beach Boys
were more then happy to oblige by keeping the more distasteful and uncomfort-
able aspects of their union a well-kept secret.

Although the album Pet Sounds displayed a

creativity that was virtually unmatched by other
pop artists at the time, public acceptance of this
OCTOBER 1966 fit

new direction was slow in coming. For all intents
POUR SIDE OF TOWN— and purposes, the Beach Boys had painted them-
JRNRNY BIFERS selves into a corner with their early surf, sun,
OCTOBER 1966 # girls, and cars image. By 1967, this would cause
DEVIL WITH A BLUE DRESS ON & them to appear as passé as Guy Lombardo. Their
600D GOLLY MISS MOLLY [MEDLEY)- only hope for continued relevance came when
nM[l:IE:lrwI[lI[I[Il‘:“ THE Wilson sent up his last flare with “Good Vibra-

tions,” marking his final S.0.S. before sinking
QCTOBER 136 #9 under the weight of his mental problems.
HAVE YOU SEEN YOUR MOTHER, BABY, Attempting to prove himself worthy of the “ge-
STANDING IN THE SHADOW- nius” appellation with which he was tagged after
THE ROLLING STONES Pet Sounds, Wilson set out to record a single that
OCTORER 1966 426 would be a “pocket symphony.” “Good Vibrations”
| JUST DON'T KNOW WHAT was destined to become his best and his last shot
10 00 WITH MYSELE— simultaneously. At a reported cost of $50,000, the
[IONNE WARWICKE song was a wildly self-indulgent and ridiculously

expensive project. It was compiled from nearly

twenty sessions that incorporated work from four
different studios and filled more than ninety hours of recording tape. Editing must
have been grueling.

The most compelling sound on “Good Vibrations” is an instrument called a
theremin. It produces a single monophonic tone that alters pitch when you slide
your finger back and forth along its playing surface. Before “Good Vibrations,” it
was most often used as a soundtrack instrument for psychological thrillers such as
Alfred Hitchcock’s Spellbound. Organ and a bowed cello also contribute to this
record’s startlingly unique sound. Mostly, though, this song is interesting because
of the way the various sections contrast and are intertwined. At the time, it was
(unbelievably) the only million-selling record that the Beach Boys ever recorded.
Wilson had his cake and he ate it, too.

It was while writing and recording this follow-up to Pet Sounds that Wilson
stretched the rubber band inside his brain a little bit too far. His next album was to
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be a personal masterpiece that would outstrip all of his It was while
competition. He intended it to be a “teenage symphony to writing and
God” called Dumb Angel. Unfortunately, the work in
progress never became more than an unfinished morass. recording this
As the album transmogrified into dozens of related follow-up to
projects, the title was altered to the simple purity of Smile.

Ranging from the complex sound paintings of “Mrs. Pet Sounds
O’Leary’s Cow” (also known infamously as “Fire”) to the that Wilson
gorgeous (and also complex) word paintings of “Surf’s Up,”

Wilson and collaborator Van Dyke Parks created a mad- stretched the

deningly eclectic collection of scraps that required more rubber band
assembly than Wilson was willing to face. He lost his sense

of direction with the project and became frightened, like a inside his

child who can't find his parents in a shopping mall. To brain a little
distract himself from his fear, he indulged his slightly mad

eccentricities as much as humanly possible, including bit too far.
building a sandbox for his piano, installing a gigantic tent

in his living room and surrounding it with gym equipment that went unused, and
placing a tree house against his front door so that anyone who entered had to
crawl through it. He hoped that these things would somehow fuel his childish
creativity, but all they turned out to be were additional stumbling blocks and
distractions.

Capitol produced the cover and waited for Wilson to deliver the album. And
waited. And waited. Wilson, uncertain and confused, hesitated. Meanwhile, the
Beatles released Sgt. Pepper’s Lonely Hearts Club Band. Then the Monterey Pop
Festival went on. While the Beach Boys reneged on their invitation, the festival
drove home the point that popular music had, in the meantime, changed irrevo-
cably. The focus moved north to San Francisco, and Wilson was victimized by his
own vacillation. Once uncertain but now horrified, he retreated into the safety of
his inner sanctum. The rest of the Beach Boys were rudderless without him. With
no sense of direction, they fell apart, leaving nothing but the shrapnel of their
past successes and Wilson’s works in progress. The fact that they held onto some
semblance of their former glory for nearly three more decades is perhaps their
biggest claim to fame—except, of course, for their glory days, when Wilson ran
the whole show by writing and recording songs as challenging and exciting as
“Good Vibrations.”

NOVEMBER 1966 #1 YOU KEEP ME HANGIN' ON—THE SUPREMES

I:lo Ballard was a founding member of the Supremes and the one responsible for
recruiting members Mary Wilson and Diane Ross. Vivacious and talented, she
was quick with a joke and full of ambition. It was apparent that she had the
strongest voice and the best pitch control of the three, so in the beginning it was
usually her job to sing lead. Ballard changed, however, after a nightmarish inci-
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dent in which she was raped by a supposed “friend.” As could be expected, it had
a profound effect on her personality and scarred her in a way that was much
deeper than could often be perceived. Less able to maintain her status as the
group leader, she surrendered the job to Ross, who quite willingly filled the role—
too willingly, according to some.

At times, Ballard’s resentment of Ross rose to the surface, and both Ross and,
more importantly, her boss, Berry Gordy, began to consider her as difficult and
uncooperative. The situation worsened when Gordy’s personal relationship with
Ross intensified. It was no secret that they had more than a standard business
relationship, and Gordy soon made it plain enough that he had every intention of
making Ross a huge star. A turning point came when, at their prestigious perfor-
mance at the Copa Cabana Club, he took away Ballard’s one solo number and
bestowed it upon Ross. Ballard complained bitterly and vociferously, but Gordy
remained implacable. In his mind, Ballard was becoming nothing more than a
nuisance, and in time her own self-respect began to wane. She gained weight,

started drinking heavily, and became ill quite

often. She lost interest in the group and began

m missing rehearsals and recording sessions.
\OvERRIER TaEE ¥ A final blow came when it was announced,
. with no forewarning, that the group’s name was
il to be officially changed to Diana Ross and the
NOVEMBER 1966 #9 Supremes. Ballard was furious and made plain
A PLAGE IN THE SUN—STEVIE WONDER her intention to quit. Her behavior helped to
make the decision unanimous: Ballard was out,
and Cindy Birdsong became her replacement.
Motown settled Ballard’s account by paying all
of her proceeds from her duration as a Supreme,
which amounted to approximately $160,000.
Also, they allegedly agreed to pay her $2,500 a year for six years, but she re-
ceived no royalties, not even for her earlier recordings, and had no right what-

soever to use the word “Supremes” for promotion of her solo projects.

Ballard recorded briefly and unsuccessfully for ABC Records. With her hus-
band acting as her manager, she was a long way from the power-broker approach
used by Motown, and her career floundered. She retired to live with her husband
and children in the house that she purchased while still at Motown. Unfortu-
nately, soon afterward her lawyer informed her that her funds were nearly ex-
hausted. Allegations of embezzlement and misrepresentation were made, and
although the lawyer would later be disbarred, the damage was done. The bank
foreclosed on her home, and she had to apply for welfare to support her children.
In 1975, the Detroit press caught wind of her predicament and publicized it. Ballard
then sued Motown, alleging a conspiracy to remove her from the group and inap-
propriate accounting procedures, but the suit was dismissed as groundless. In
the next few years, she was separated from her husband, mugged, and her resi-
dence was robbed. On February 21, 1976, she passed away. The medical report
stated the cause of death as cardiac arrest, the result of a blood clot in a coronary

NOVEMBER 1966 #28
KNOCK ON WOOD—EDDIE FLOYD
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artery. Ross attended the funeral but was met with jeers "Soulful” is not
and animosity. Gordy did not attend. a word that

“You Keep Me Hangin’ On” was released while Gordy
actively searched for a replacement for Ballard. “Soulful” usually applies
is not a word that usually applies to a Supremes perfor- to a Supremes
mance, but if any one song of theirs earns the word, this is
it. In retrospect, the lyrics seem to convey some of the per- performance,
sonal difficulties that plagued the group. Atelling moment but if anv one
occurs during the bridge when the music breaks down and y
a frustrated Ross sings, “There ain’t nothin’ I can do about song of theirs
it.” Then Ballard, singing solo, replies, “Set me free, why
don’t you, babe.” Knowing now that they wanted to get sarns the word,
away from each other in the worst way, I can only wonder this is it.
how much of it was pure coincidence when they then sing,
in unison, “Get out of my life, why don’t you, babe.”

The song’s introduction is immediately riveting. The stereo effect of panning
the stuttering guitar riff left and then right was unusual for Motown, but it works,
sounding like a frantic message in Morse code. Messages were bouncing around
the studio, alright, but the propriety of any code was long forgotten. The message
was no longer veiled, and considering Ballard’s exit into obscurity and Ross’s
subsequent rise to solo stardom, the results were plainer still.

“You Keep Me Hangin’ On” has the honor of being covered with two memorable
versions. A plodding, organ-laden version by the Vanilla Fudge reached the Top
40 in 1968, and in 1987, Kim Wilde took the tempo in the other direction and
reached #1 with her nightclubbing, high-energy rendition.

DECEMBER 1366 #1 1'M A BELIEVER—THE MONKEES

he Monkees’ second single, written by Neil Diamond, was a two-sided hit with

the punk garage-rock song “I'm Not Your Steppin’ Stone” on the flip side. The
younger audience that watched the TV show and heard the group’s first hit, “Last
Train to Clarksville,” bought “I'm a Believer” by the millions. The corresponding
album, More of the Monkees, received advance orders of one-and-a-half million
copies, higher than any previous Beatles or Elvis LP, and went from #124 to #1
within a week of its release.

The Monkees, an invention for a TV show, had become America’s most famous
band. Month after month, virtually every fanzine, such as 16 and Tiger Beat, had
their faces on the cover (especially Davey Jones’s), sometimes with entire issues
dedicated to them with important scoops like “Davey’s Dream Date,” or “Mickey’s
Favorite Foods.”

Of course, serious rock fans found all of this completely distasteful. The Monkees
were not taken seriously by older teenagers and in fact were looked upon with
disdain by discriminating fans who preferred, say, the Rolling Stones or the Byrds.
Today, though, it is tough to deny this well-written and well-crafted pop song.
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Previously jaded listeners now can enjoy “I'm a Believer” when it comes on the
radio without fear of being ostracized.

Lead vocals were once again performed by Mickey Dolenz, who was beginning
to prove himself to be a more than adequate singer. Interestingly, the success of
“I'm a Believer” inspired Neil Diamond to further his own singing career.

DECEMBER 1966 #20 I'M NDT YOUR STEPPIN' STONE—THE MONKEES

Heleased as the flip side of “I'm a Believer,” this song garnered enough sales and
airplay to achieve Top 40 status in its own right, reaching #20. It takes a con-
siderably harder tack than the other Monkees hits. Mickey Dolenz sings with
more than a hint of anger in his voice. Although he possessed limited vocal abili-
ties, he delivers a convincing performance, spewing lines like “When I first met
you, girl, you didn’t have no shoes, now you’re walkin’ round like you’re front-
page news.” Written by Tommy Boyce and Bobby Hart—the same pair who wrote
“Last Train to Clarksville,” “She,” and later “Valleri"—“I'm Not Your Steppin’ Stone”
gave the Monkees a much needed bit of credibility with older rock fans by virtue
of its toughness.

Demands for live performances grew with the group’s popularity, and eventu-
ally they agreed to perform, to the utter disbelief of their detractors. They held
their first live show before a near-rioting crowd in Hawaii. It’s interesting to note
that the Monkees began to perform live just weeks after the Beatles announced
their intention to stop touring. To further their acceptance among older fans,
Dolenz took personal responsibility for one of the strangest double bills of the
rock era. He hired the Jimi Hendrix Experience as a support act, which proved to
be an embarrassment for both parties. Monkees fans were mostly adolescents
who couldn’t care less about any opening act, particularly one as strangely inno-
vative as the Experience. Catcalls and chants of “WE WANT THE MONKEES”
interrupted the group’s performance. After a handful of shows, the two bands
parted ways.

DECEMBER 1966 #2 TELL IT LIKE IT IS—AARON NEVILLE

Before Aaron Neville became everybody’s duet darling, those who knew of him
considered him the most soulful singer in New Orleans’s funkiest band. While
the Neville Brothers laid down some truly nasty contrapuntal rhythms, Aaron
Neville’s melisma-drenched voice would float over the syncopations like an angel
who got lost on the way to heaven. Once away from his brothers, though, it be-
came impossible to predict what tripe he might lend his God-given talent to. Be-
sides his overwrought warbling of romantic mush with Linda Ronstadt, he has
lent his ethereal, falsetto-tinged tenor to something as base as an airline com-
mercial—which, of course, is his prerogative, but it makes it that much more
difficult to take him seriously when he finally sings something worthy of his abil-
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ity. I remember seeing Neville perform solo, with piano Before it
accompaniment, and being horrified at his poor choice of

material. By the time he launched into Anne Murray’s hit became a rote
“You Needed Me,” the person next to me, a total stranger, staple, like
leaned over and said, “I can hardly wait to hear him sing !

‘I Am Woman.” We both began to laugh uncontrollably, so cornfiakes,
much so that we had to leave, taking with us a camarade- “Tell It Like It
rie born of disappointment. Neville’s live performances of

“Tell It Like It Is” suffer from overfamiliarity, since he is Is” was recog-

required to sing it constantly. Once his sound became a nized to be ane
commodity, the line that separated him from, say, Barry

Manilow, was erased, except for that voice. That haunt- of the finest
ing voice can make the hair on your arms stand up, which
can make you feel pretty stupid if you're only watching a
TV commercial, but you might as well surrender because the '60s.
Neville’s voice will always win out.

Before it became a rote staple, like cornflakes, “Tell It Like It Is” was recog-
nized to be one of the finest soul songs of the ’60s. On vinyl, it still is. Its languid
6/8 rhythm and self-righteous lyrics convey pride and heartbreak, while Neville’s
voice does what it always does so well: it soars. Best of all, the recording cap-
tures him while the melody is still fresh, and he sounds invigorated by the crisp
arrangement.

All four of the Neville Brothers—Art, Aaron, Charles, and Cyril—have been
struggling for continued widespread commercial success for so long that it is mis-
anthropic of me to begrudge Aaron Neville of his recent popularity. Whether it
was as solo artists or as part of the Hawketts, the Neville Sounds, the Soul Ma-
chine, the Wild Tchoupitoulas, or the Meters, they have flirted with fame but
never quite broke through to enjoy the popularity they so richly deserve. Of course,
this is no problem in their hometown of New Orleans, where they are walking
icons, but the rest of the world adamantly refuses to catch on. For everyone else,
“Tell It Like It Is” remains their crowning achievement (or Aaron Neville’s), and
odds are good that it will remain their most requested song wherever they play.

soul songs of

DEGEMBER 1966 #6 STANDING IN THE SHADOWS OF 1OVE-
THE FOUR TOPS

As mentioned earlier, the writing and production team of Lamont Dozier and
brothers Eddie and Brian Holland were more than adept at helping Berry
Gordy run his photocopy service when a song hit it big, and “Standing in the
Shadows of Love” was their very deliberate and successful attempt at writing
“Reach Out (Again), I'll (Still) Be There.” After this became a hit, they wrote
“Bernadette,” which was “If You Keep On Reaching Out, I'll Keep On Being There”
or “Standing in the Shadows of Our Last Hits.” As long as record buyers kept
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reaching out (and into their pockets), Gordy made sure the product was there.

The way that “Standing in the Shadows of Love” cleverly incorporates that
frighteningly effective riff in “Reach Out I'll Be There” is more than enough
reason to consider it a brilliant pop song, but its appeal goes beyond that. Three
decades removed from its inception, it has taken on an identity all its own.
Lyrics to most Holland-Dozier-Holland songs existed more for their syllabics
than their clever imagery, but “Standing in the Shadows of Love” is something
of an exception. It is unusual for their lyrics to demand precise and inventive
phrasing from the performer, but here Levi Stubbs often has to be sure to ac-
cent the lines properly so as not to get tripped up. His gospel roots are more
useful here than on any other Four Tops song. He needs to testify to get the song
across, and he does, with all the conviction of a man who carries the weight of
the world on his shoulders.

DECEMBER 1966 #23 MUSTANG SALLY—WILSON PIGKETT

tlantic Records’ Jerry Wexler called him the Black Panther before the phrase

had any political connotation, but Wicked Pickett was the name that stuck.
Both hot-blooded and hot-headed, Wilson Pickett deserved the name, both onstage
and off. Onstage, he exuded a startling enough quantity of sexual energy to pull
off the macho bravado of his song lyrics while offstage his behavior confirmed
that he was simply singing it like it was. Pickett tore his way through women and
alcohol with no fear of either wrath or consequences, respectively. Judging by
both his music and his image, he was a prime example of just how much black
music had changed since the mid-’50s. The downtrodden, self-obsessed blues man
who sang of secular, if not outright sinful, concerns was modified over time into
the mid-’60s soul man. The “soul man” was a proud and politically astute indi-
vidual with a newfound sense of self-worth. Instead of singing about how hope-
lessly bad things were, soul singers vocalized
about how righteous they were. Wilson Pickett,
Sam and Dave, Solomon Burke, Otis Redding,
BECEMBES 1966 and Aretha Franklin cou!d all sing about the
(L KNOW] I'M LOSING Y0U— pride they felt, and collectively their work went
THE TEMPTATIONS a long way toward causing a segment of the
white population to sympathize with the black
cause. In many ways, it was the music of artists
like these that caused white Americans to examine their conscience and begin to
enact a peaceable realignment of the country’s social structure. Perhaps it was
too little too late, but it was still something and there can be no denying that soul
music played a significant role in effecting a change. When this sense of identity
passed away from soul music, leaving it high and dry, black music, culture, and
identity all suffered when the vacuous and narcissistic disco music took over
and strangled most of the activism that existed. All of the major soul artists
were rendered obsolete and were replaced by a mindless rhythmic drive that
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didn’t care a damn about artistry or message, so long as What was
it had a hot mix and moved along at 110 beats per minute.

What was once proudly called soul music had been oblit- once proudly

erated by a form of music that was, by definition, soul- called soul
less.

“Mustang Sally” was written by Mack Rice, Pickett’s music had been
friend and ex-bandmate from his days in the Falcons. By ohliterated by a

now, Jerry Wexler was moving the Wicked from Stax
Records in Memphis (where his forceful personality caused
him to become unwelcome) to Muscle Shoals in order to that was, by
work with producer Rick Hall at his Fame Recording Stu- definition
dios. Here the musicians were sympathetic with Pickett’s )
aggressive and sweaty approach, but they had a style all soulless.

their own. Whereas the Memphis musicians would lay

back on the beat with painfully glorious precision, the Muscle Shoals musicians
would often propel Pickett into warp speed. His “Land of 1000 Dances” has a
relentless punch that never lets up. “Mustang Sally” is only slightly more re-
strained, containing an immense energy that resembles a thoroughbred race-
horse waiting for the gate to fly open. The brilliant stuttering guitar riff, played
by Chips Moman, provides enough drive to propel the song all by itself, but the
bass and drums of Tommy Cogbill and Roger Hawkins sound like they are pre-
pared to challenge Sally and her brand new Mustang to a drag race. Spooner
Oldham’s keyboards round out the rhythm section. On top of this rhythmic mo-
mentum, Wicked Pickett provides an energetic and entertaining narrative in all
of his full-tilt, bone-rattling glory. The day of the soul man was at its peak. Before
the rootsy sound of southern soul music was pummeled to death by the more
sanitized sound of disco’s precursors, Pickett reveled in the glory of his much-
deserved recognition.

farm of music

DEGEMBER 1966 #25 TRY A LITTLE TENDERNESS—OTIS REDDING

I:irst, I'need to clarify one of the caveats of this book. In the interest of space and
avoiding repetition, I decided up front that only one version of any song should
make the final list. This worked well—until I considered Otis Redding. “Respect”
was his song and was extremely powerful and relevant, since it addressed both
sexual and racial consciousness without any sense of threat, which might have
undermined the demanding lyric. The problem was, Aretha Franklin stood this
already great song on its head and in the process stole it away from its rightful
owner. By adding a feminist perspective, she made the song too cool for words and
as out-of-control brilliant as any pop record could possibly be. It was Franklin’s
version that introduced the overtly suggestive “sock-it-to-me, sock-it-to-me” backup
line and, more importantly, the “R-E-S-P-E-C-T” refrain. Now, whenever I hear
Redding’s original version, it sounds like he forgot to write that part, which in a
sense, I suppose he did. Redding knew Franklin stole his tune and said as much
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when he first heard her version. From then on, he made

good and sure that he would hold onto his later songs by
sonified the recording versions that to this day remain definitive.

very meaning of Rt.eddin.g personified the very meaning of soul, and h.e

fancied himself a country boy through and through. This

soul, and he earthiness gave him the character he needed to sing with

: . enough raw, honest emotion to touch every person within

fanciod Nimself earshot. Although he wasnt a mover in the style of Sam

a country boy Cooke or Jackie Wilson, Redding had a pleading vulner-

through and ability that instantaneously enraptured his audience. His

friends and associates say that offstage he was as confi-

through. dent and natural as a person could be, but once he started

performing, a painful ache appeared from nowhere and just

poured out of him. “These Arms of Mine,” “Pain in My Heart,” and “I've Been Lov-

ing You Too Long” were all 6/8 tempo weepers that expressed emotion laden with

yearning. Listening to these songs is like being caught in a trap because their di-

rect intensity leaves little room for escape. Like a deer mesmerized by oncoming
headlights, the listener stands transfixed and unable to move.

With “Try a Little Tenderness,” Redding and the MG’s set up the same inten-
sity level, but by record’s end they are blowing enough steam to compensate for
every one of his previous (and gloriously claustrophobic) recordings. It is like
hearing somebody suddenly deciding that today he finally has the courage to
release a tension that was building for years. He achieves this on a song that
dates back to 1933 and has since become something of a hoary standard. Drum-
mer Al Jackson taps out the rim-shot rhythm on the second verse, sounding like
a device attached to a time bomb. The horn arrangements, which Redding usu-
ally created on the spot and conveyed to the players by singing what he heard in
his head, is a marvel of intelligent interplay and teamwork. They signal the up-
coming explosion with all the warning and blaring confidence of an air-raid siren.
By song’s end, Redding and company have captured a performance that is simply
unrepeatable, with ad-libbed phrasing that stands out as some of the most mov-
ing and exciting moments in the history of soul music. Although Franklin might
have slipped “Respect” away from him, Redding proved his own interpretive skills
by taking a song that had forty years of wear and making it indescribably new
and undeniably his own.

Redding per-

JANUARY 1967 #1 KIND OF A DRAG—THE BUCKINGHAMS

Besides the undeniably catchy melody and cheerful horn chart, the most inter-
esting thing about this single is the subtext. While lead singer Dennis Tufano
proclaims that losing his baby is “kind of a drag,” the background singers let loose
with a torrent of barely discernible lyrics that betray the casually cool attitude of
the main phrase. Tufano indifferently states that he might be a little upset, but
the backing chorus tells the truth: “Listen to me when I'm speakin’’cuz you know
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the words I'm thinkin’ and I know that you been cheatin’. Oh, I hope that you’ll be
weepin’.” No, I don’t have the wrong song; those words are buried underneath the
main phrase and repeated three times. Regardless, the song maintains an upbeat
feel and makes you want to sing along. “Kind of a Drag” is intended to be pure pop
from start to finish, so it’s understandable why the happy sound of the music
would contradict the miserable topic of the lyrics. It was so infectious that it
became a #1 single, despite the fact that it was released on a small independent
label (USA) with distribution problems. The Buckinghams may have been from
Chicago, but they sure didn’t have the blues.

Oh, one more amusing thing. After two more Top 40 hits—“Don’t You Care”
and “Hey Baby (They’re Playing Our Song)”—the Buckinghams’ career was sud-
denly interrupted after they were arrested for possession of drugs. That’s not the
amusing part. They subsequently parted ways with their producer, Jim Guercio,
who then went on to adapt his penchant for blaring horn charts to the recordings
of Blood, Sweat, and Tears and the Chicago Transit Authority. The Buckinghams
tried to continue without him and released a thoroughly forgotten album titled In
One Ear and Gone Tomorrow. That’s the amusing part.

JANUARY 1367 #7 GIMME SOME LOVIN'—THE SPENGER DAVIS GROUP

f Stevie Winwood played the band’s most recognizable instrument (the organ),

sang lead, and wrote most of its material, why was it called the Spencer Davis
Group? Good question. When he joined, Winwood was basically nothing more than
a little kid who played keyboards fairly well. His older brother, Mervyn (called
“Muf”), played bass and was the leader of a jazz band before he teamed up with
Spencer Davis. Davis played guitar, sang, and had the right credentials for R&B.
He also had the appropriate sensibility to be a leader so it naturally became his role
to stand front and center. It was Davis who hired drummer Pete York and gave the
nod to let Muff’s fifteen-year-old kid brother sign on, as well.

That was in 1963. After he joined, Winwood
began to find his voice. His abilities grew expo-
nentially, and as they did, his role in the band
changed. He played guitar, as well as piano and

organ. He became the chief songwriter, and since m’gs% ﬁﬁ! lll:ll GIBLS “__m

he had the best voice for his own material, he THE BOB CREWE GENERATION

usually sang lead. His distinctive vocals owed con-
siderable debt to Ray Charles, but the physical,
geographical, and age differences meant that he could only go so far in emulation.
In other words, considering who he was, how old he was, and where he lived, he
managed to sound as soulful as could be expected from a white teenage kid from
the British Isles.

At the behest of their producer, Chris Blackwell, who also happened to own
Island Records, the band covered two songs that were written by transplanted
Jamaican Wilfred “Jackie” Edwards. The net result was a pair of #1 singles in the
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U.K. Winwood composed “Gimme Some Lovin” sometime

The band was around the end of 1965. The band was known to be a driv-

known to be a ing R&B-based outfit, but nothing prepared them or their
driving REB- audience for this powerhouse classic. The central organ
riff is so effective that it works like a bulldozer pushing

based outfit, bodies onto the dance floor. The band is loud as all get-
but nothing out, and Winwood has to yell over the din, making it nearly

impossible to hear what he’s saying. It doesn’t help much
prepared them that he deliberately makes himself sound like he has a
mouthful of marbles, but the song isn’t about clarity, it’s
about dancing. The lyrics don’t matter half as much as
ence for this the way the music forces you to move. Inexplicably,
powerhouse “Gimme Some Lovin™ did worse in the U.K. than its pre-
decessors when it stalled out at #2, but it became the first
classic. and biggest Top 40 hit in the states for the Spencer Davis

Group, peaking at #7.

One more Winwood composition, “I'm a Man” (also a hit for Chicago in 1971),
followed “Gimme Some Lovin” into the Top 10, but Winwood already had one foot
out the door. By then, he had already played with Eric Clapton, Jack Bruce, and
others in a side project called Powerhouse and had decided to form a band of his
own. About the same time, his brother Muff left the band, as well. The Spencer
Davis Group carried on for a number of years with a huge variety of personnel,
but their glory days were when young Stevie Winwood stood behind his organ
and belted out “Gimme Some Lovin’.”

or their audi-

FEBRUARY 1967 #1 RUBY TUESDAY—THE ROLLING STONES

'I'he Rolling Stones spent the summer of 1966 touring the United States for the
fifth time, but this tour was noticeably different from the previous four. The
screaming teenyboppers and confused boys who had attended their previous shows
had all mysteriously disappeared. In their place were fashion-conscious young
women and slightly long-haired young men who were far less naive than they had
previously been. The Rolling Stones’ original fans had grown into teenagers with a
whole new system of beliefs. Drugs, which were previously frightening and myste-
rious, had begun to infiltrate and define the American counterculture. Instead of
screaming and fainting, a large segment of the audience was actually “turning on.”
They were becoming wise to the aura of the rock-and-roll bands and began to adapt
aspects of their attitude and style for themselves. They had heard all about the
drug bust at Keith Richards’s country home in West Wittering, England, and the
titillating presence of a woman wearing only a rug. Instead of ostracizing the Roll-
ing Stones from their fan base, it strengthened the bond by exhibiting the hazards
they confronted while living on the edge of an alternative lifestyle.

“Have You Seen Your Mother, Baby, Standing in the Shadow” was the band’s
previous single, and it contained some of Mick Jagger’s best lyrics yet. Unfortu-
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nately, the dense musical mix makes it impossible to hear him through the din.
What could have been the Stones’ best single was instead an indistinguishable
blur of noise. Their next release had the distinction of being their most clear and
pristine recording yet. It was easy to hear every syllable of “Let’s Spend the Night
Together,” which promptly resulted in a moralistic backlash that prevented the
song from receiving airplay. Instead, deejays played the equally commercial B-
side, a baroque melody featuring Brian Jones on the recorder, called “Ruby Tues-
day.” Coming on the heels of “Lady Jane,” the lilting melody certainly confirms a
distinct shift in the Rolling Stones’ sound. The change from bad boys of the blues
to figureheads for the flower children came easily enough, but could never have
been predicted until it actually happened. Amazingly, even the scandalous Stones
were now falling prey to the fashionable times.

FEBRUARY 1967 #7 EOR WHAT IT'S WORTH—BUFFALD SPRINGFIELD

'I'he folk-rock boom that took place in 1965 inspired a plethora of consciousness-
raising “protest” songs that were really little more than hymns of self-aware-
ness. Consciousness-raising suggested an alternative lifestyle that, in turn, sug-
gested drug use. These factors set the scene for “enlightened” youths to develop
their own “hippie” culture. This step-by-step transition could be mapped simply
by following the early careers of Stephen Stills and Neil Young.

Stephen Stills, born in Texas, migrated to New York City’s Greenwich Village
much like Bob Dylan had, hoping to make a name for himself on the folk scene.
While there, he met Richie Furay, another relocated folkie, and together they
Jjoined a somewhat pretentious folk group called the Au Go Go Singers. When the
group failed to gain recognition and disbanded, Stills toured Canada, where he
briefly met Neil Young. He then set out for Los Angeles with hopes of forming a
rock-and-roll band in the mold of the Beatles. With hardly
any prospects, Stills called Furay in New York and asked Stephen Stills,
him to come West to join his great new band. Furay came,
only to find that Stills was slightly exaggerating. As leg-
end has it, Stills and Furay were cruising along Sunset migrated to
Boulevard wondering what they would do when they hap- New York City's
pened upon a black hearse with Canadian license plates. y
Sure enough, Young was behind the wheel with his friend Greenwich
and bass player, Bruce Palmer (eventually replaced by Jim Village much
Messina). The pieces fit, so they recruited experienced
session drummer Dewey Martin to complete the lineup. like Bob Dylan
Boasting three songwriters, three lead vocalists, and two had, haping to
lead guitarists, Buffalo Springfield was bursting with di- + hoping
verse and excessive talent that, in retrospect, seemed pre- make a name
destined to explode. But the music the group made was a for himself on
brilliant hodgepodge of folk, rock and roll, country, soul,
Jjazz, Latin, and psychedelic styles with production that the folk scene.

born in Texas,
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“For What It's ranged from bare to ornate. Their initial single, “Nowadays
_— Clancy Can’t Even Sing,” didn’t catch on, but their follow-
Warth” signaled up certainly did. Stills wrote “For What It's Worth” in reac-

the beginning tion to the police activity and the 10 p.M. curfew that was
of the imposed along the Sunset Strip after the civil unrest of No-
vember 12, 1966 (“Stop! Hey, what’s that sound? Every-

politicization body look what’s goin’ down”). The title implies that Stills

of the youth knew his song wasn’t a rallying cry, but it did draw a line

between the police (and the institutions that empowered

movement. them) and the kids who by now were being called “hippies.”

“For What It’s Worth” signaled the beginning of the

politicization of the youth movement. Eventually, this would lead to the showdowns

at the 1968 Democratic National Convention in Chicago and the horrid debacle at

Kent State University, in which a National Guard that should have been protecting
students instead fired into a crowd, killing four of them.

What had begun as a protest against limiting the hippies’ freedom to congre-
gate had escalated to an antiwar stance that caused the country to split into
ideological halves. Long hair ceased being a style, but a statement of purpose,
much like a soldier’s uniform. The battles between the “establishment” and the

protest movement were so intense that at times

they resembled the war the two sides were clash-
ing over. Buffalo Springfield disbanded before
FEBRUARY 1967 #14

A most of these confrontations would play them-
IT TAKES TWO- o
MARVIN GAYE AND KIM WESTON §elves out. Too many hga}thy egos were cohabit
ing, and the peculiar visions of each band mem-
FEBRUARY 1967 #5 ber would, after three albums, need to find their
PRETTY BALLERINA— outlets elsewhere. Some members went on to be
THE LEFT BANKE solo artists; or joined bands such as Poco,
Loggins and Messina and Crosby, Stills, Nash,

and Young. Stills and Young, along with future
bandmates Graham Nash and David Crosby, seemed to document every major
confrontation in song. For what it’s worth, their songs didn’t inspire the events or
vice versa, but they did help to unify most of their generation around a political
agenda whose effects will linger indefinitely.

FEBRUARY 1967 #15 DARLING BE HOME SOON—THE LOVIN' SPOBNFUL

ixing strings and heavy orchestration with rock and roll is usually frowned

upon by music critics since it either has a negative effect on the gut impact of
the song (the Beatles’ “The Long and Winding Road”) or it cheapens the emo-
tional resonance of the lyrics by manipulating the listener (virtually anything
recorded by Michael Bolton). Well, that may be true, and I accept the thought in
theory. But every time the orchestral section of “Darling Be Home Soon” rolls
around, I feel myself getting all misty. Maybe I have a certain vulnerability to
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songs of this nature, but I think there is more to it than that. The song packs such
a direct emotional punch that a shudder or two is inevitable.

In the lyrics, John Sebastian spends the last few moments he has with his lover
by recounting the minutiae of their last day. Their upcoming separation is dis-
played in all of its painful and hopeful glory during the beautiful chorus, when he
laments having to wait “for the great relief of having you to talk to.” By the second
chorus, the listener has been thoroughly absorbed into the song’s restrictive atmo-
sphere. It is at that moment that the strings soar off into the heavens on the gossa-
mer wings of the melody. If you are a cynical per-
son, this would seal the fate of the song right
there. If not, then you would be drawn further
in, because from then on every chorus becomes
an emotional ordeal. The fragility of the mood is :[vn[n::&vlmﬂv 100 lllNS—m
sustained by the flowing strings and horn accom- THE YOUNG RASCALS
paniment. Rather than destroying it, the orches-
tration captures that very tender moment and
renders it into something emotionally complex, mixing equal doses of pleasure with
the pain. Perhaps that is manipulative, or even soppy, but it works.

Since the Spoonful had previously focused on good-time music, “Darling Be
Home Soon” automatically inherited a certain poignancy. Sebastian broadened
the emotional range of his songwriting and confirmed himself to be a singular
talent with appeal as a solo artist. After a controversial drug bust that hurt the
credibility of two band members (it was rumored they ratted on others to save
themselves), Sebastian embarked on a solo career that temporarily placed him
squarely at the heart of the Woodstock generation.

MARCH 1967 #1 PENNY LANE—THE BEATLES

hile “We Can Work It Out” easily intertwined the opposing views of John
Lennon and Paul McCartney, their differences became incompatible with “Penny
Lane”/“Strawberry Fields Forever,” despite the fact that each song shares a com-
mon theme. McCartney was the songwriter behind “Penny Lane,” while Lennon
contributed “Strawberry Fields Forever.” Both chose to reminisce about their child-
hoods, but their perceptions are radically different and contain deeply personal
reflections that reveal quite a lot more of each author’s personality than perhaps
was intentional. McCartney’s reminiscences are breezy and aloof, like a child star-
ing wonderingly at an adult world that seems both silly and entertaining to him. In
“Penny Lane,” the world is a stage, and McCartney is the lone, bemused audience
member. “What a queer bunch these adults are,” he seems to be saying, “running
willy-nilly without even enough sense to wear a raincoat in the pouring rain.” His
memories are lighthearted yet withdrawn, where the only time any personal in-
volvement comes into play is his reference to school-yard sexuality, “four of fish and
finger pie” (got that one past the censors, didn’t you, Paul?).
“Penny Lane” was one of the most beautifully melodic and entertaining songs
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McCartney ever wrote. Like most of his melodies, it suits
his voice like a glove, and his performance flows effortlessly.
the producer, The instrumental arrangement is ideal, as well, particu-
larly the stunning piccolo trumpet solo that graces the in-
strumental break. Its lead-in phrase is so crammed with
"Penny Lane”/ notes that it gives the impression of tripping over itself to
catch up with the rest of the band, which lumbers on un-
perturbed—an impression that is fortified by the slightly
Fields Forever” legato phrasing. George Martin, the producer, considered
be the b “Penny Lane”/“Strawberry Fields Forever” to be the best
to be the best record he ever made with the Beatles, and yet in England,
record he ever it was kept out of the #1 position by Engelbert
de with th Humperdinck’s “Release Me.” This single, then, possibly
made with the their greatest artistic achievement, is the one that broke
Beatles. their streak of twelve consecutive #1 records in Great Brit-
ain. No such problem occurred in America, where “Penny

Lane” went to the top of the charts without impingement.

“Penny Lane” and “Strawberry Fields Forever” were originally intended to be
included as part of the Beatles’ forthcoming album, Sgt. Pepper’s Lonely Hearts
Club Band, but their impatient record company wanted to release a single to fill
what then seemed to be an overly long gap between album releases (ten months).
With this single and its “companion” album, the Beatles completely abandoned
the self-imposed limitations of rock and roll and forayed into a musical hybrid of
styles now simply called “rock music.” On “Penny Lane,” they didn’t even see any
need to include electric guitars. Their curious excursions into alternate styles
and their search for new sounds to add to their palette became a permanent char-
acter of their musical personalities.

Since its release, Sgt. Pepper’s Lonely Hearts Club Band has been lauded as the
most influential long-playing record of all time. It did so much to awaken the public
to the limitless possibilities of popular music that the history of contemporary Top
40 music can be neatly divided into pre-Pepper and post-Pepper halves. Although
its praises are well-deserved for both musical and historical reasons, not all subse-
quent developments were beneficial. For one thing, the idea of the single, the 45,
the hit song, as being the ultimate means of expression became outdated. Instead,
everybody felt compelled to make their own “big” statements, even if they had nothing
to say. Theme albums began to proliferate, while high-quality singles were consid-
ered irrelevant and poppy. Another result of Sgt. Pepper was that it suddenly made
rock music unreachable to the man in the street. The Beatles created their master-
piece with a near-limitless amount of time and money: Its baroque touches flaunt
their wealth—not only of money, but ideas. Two guitars, a bass,and drums were all
of a sudden old-fashioned. Surprisingly, “Penny Lane” and “Strawberry Fields For-
ever” somehow managed to avoid the sense of deliberate affectation that was lit-
tered throughout Sgt. Pepper. Personal involvement (or noninvolvement, in
McCartney’s case) made these two songs something more than an attempt to make
great art; they were soulful.

George Martin,
considered

"Strawberry
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MARGH 1967 #8 STRAWBERRY FIELDS FOREVER—THE BEATLES

'I'he drug culture that defined the latter part of the ’60s had an overwhelming
effect on popular music. John Lennon, in particular, embraced it unquestion-
ingly and consumed hallucinogens as if they were a brain food. The drug revolution
brought a sense of euphoria to everything it touched, and since most of the “hip”
members of popular culture discovered psychedelics around the same time, a seem-
ingly limitless universe blossomed before them. Typically, though, the inspirational
value of the narcotic would diminish over time, replaced by a feeling of lethargy. In
other words, instead of being consumed with a constant stream of drug-induced
inspiration, acid-heads were slowly becoming a sleepy-eyed bunch of couch pota-
toes. Lennon had already touched on his desire to do nothing (“I'm Only Sleeping”),
but he still believed that hallucinogens held a key that would open up new worlds
and help his creativity. While reaching for the cosmos, he ultimately remained as
earthbound as anybody else, but he was certainly correct in assuming that drugs
would fuel his songwriting.

The laid-back, noncommittal, and occasionally paranoid mind-set that LSD in-
duced is intricately woven into the lyrics of “Strawberry Fields Forever.” With the
casualness of spontaneous thought, Lennon sings what at first sounds like stream-
of-consciousness babbling. The indecisiveness of the lyrics—such as “Always, no,
sometimes, I think it's me” or “I think I know, I mean, ah yes, but it’s all wrong—
that is, I think I disagree”—speaks volumes without ever saying anything commit-
tal at all.

Like Paul McCartney’s lyrics in “Penny Lane,” Lennon’s musings in “Strawberry
Fields Forever” were inspired by childhood memories. Strawberry Fields was the
name of a Salvation Army grounds near his Liverpool home where he sometimes
played as a child. It was a refuge of trees and gardens that offered a magical escape
from the dirty brick city that contained it. The adult Lennon sings more about the
impressions left by these memories than he does about the memories themselves.
What matters isn’t so much what he remembers, but how he feels about what he
remembers. His tone is withdrawn and introspective, and the drug-induced apathy
shows him to be uncertain of whether he even fits into his own escapist fantasy. He
expresses this feeling of alienation (although he is again uncertain) when he sings,
“No one, I think, is in my tree.” The best clues as to why Lennon never lost touch
with his “inner child” are buried somewhere deep in the mysterious folds of this
song. Unfortunately, Lennon’s child wasn’t happy, and it might have done him well
to shrug him off, but he lingered. This is something that he never worked out to his
own satisfaction, despite numerous attempts, including the primal scream thera-
pies espoused by Arthur Janov.

The bemused hyperreality of McCartney’s Liverpool in “Penny Lane” stands in
marked contrast to Lennon’s surreal and somewhat pained memories. While
McCartney’s song more or less says, “I don’t understand these people,” Lennon’s
says, “These people don’t understand me.” In this sense, these two songs capture,
better than anything else the Beatles ever released, the psychological differences
and opposing world views of Lennon and McCartney.
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No single before or since has ever challenged the listener as much as “Straw-
berry Fields Forever.” Its construction of two separate mixes combined with loopy
sound effects, backward tape splices, false endings, string arrangements and, ironi-
cally, a Salvation Army-style brass band have kept listeners engaged for a quarter
century. Amazingly, it never sounds forced or phony, thanks mostly to Lennon’s
autobiographical and self-revealing lyrics. Drugs would continue to provide warped
inspiration not only to the Beatles, but to practically every other pop group of this
time, but never again would one song reveal so much about the character of its
author.

MARCH 1967 #1 SOMETHIN' STUPID—-NANGY AND FRANK SINATRA

t was a #1 single for four straight weeks and Frank Sinatra’s first gold record,

but Sinatra fans seem to thrive on belittling this song. Despite anybody’s best
efforts to reduce the value of the recording, though, “Somethin’ Stupid” remains a
pop classic. Although it is hardly representative of Frank’s best work, it is a pretty
melody that benefits greatly from the charm of his daughter’s harmony.

Other parent-child duos have charted, but they almost always miss the in-
tended mark by a mile. Neil Sedaka’s treacly and embarrassing duet with his
daughter Dara on “Should’ve Never Let You Go” serves as an excellent compari-
son. The Sedakas set up an inescapably romantic encounter that is at once maud-
lin and inappropriate to any listener who is aware of the parent-child relation-
ship. The Sinatras avoid this entirely. “Somethin’ Stupid” works on either a ro-
mantic or a parental level. Perhaps it was unintentional, but the song could eas-
ily be interpreted as a father and daughter awkwardly overcoming generational
differences. Singing literally every note in tandem, the father-daughter duo sounds
simply charming. You can almost hear their eyes sparkling as they harmonize
together, taking pleasure in the simple act of sharing an important moment.

Although it wasn’t really necessary, Nancy Sinatra’s youth revalidated her fa-
ther to a younger audience, making him reachable for adolescents and teenagers.
Like the Eveready bunny, Frank Sinatra’s career just kept going and going. As
his legacy continues, an entire generation of baby boomers weaned on rock and
roll is finally ready to appreciate the enormous talent and catalog of the greatest
“saloon singer” of any age.

MARCH 1967 #1 HAPPY TOGETHER—THE TURTLES

n their younger days, the Turtles went through a number of mostly unsuccess-
ful incarnations before they achieved their moment of stardom. Originally, they
were a surf-rock outfit from Los Angeles who called themselves the Nightriders,
later changed to the Crossfires. Next, they abandoned surfrock for a loopy brand of
acoustic folk and renamed themselves the Crosswind Singers. Once the Byrds be-
came a phenomenon on the West Coast by electrifying a Bob Dylan song, the Cross-
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wind Singers once again sensed the winds of change and headed off in a modified
direction. Copying the formula the Byrds had used, they recorded their own jangly
versions of Dylan tunes. Initially, they planned to go as far as calling themselves
the Tyrtles, a rather obvious reference to their source of inspiration, but ultimately
decided to stick with the traditional spelling. Although it is difficult to determine
whether it had any degree of effectiveness, the Turtles also initially pretended that
they were English, hoping the ruse would give them an edge at a time when popu-
lar American bands were in short supply and faced even less demand. “It Ain’t Me
Babe” contained enough of the spirit of Dylan’s original and enough of the Byrds’
musical ideas to propel it to #8 in the summer of 1965. A pair of mediocre singles
(“Let Me Be” and “You Baby,” both written by P.F. Sloan, a founding member of the
original Grass Roots and the author of Barry McGuire’s “Eve of Destruction”) fol-
lowed it onto the Top 40, but the group’s next releases barely charted at all.

It looked like the Turtles had used up their allotted fifteen minutes of fame, so
the band’s rhythm section of Don Murray (drums) and Chuck Portz (bass) de-
cided to pack it in. They were replaced by Johnny Barbata (later of Jefferson
Airplane/Starship and Crosby, Stills, Nash, and Young) and Jim Pons (ex-mem-
ber of the legendary garage band the Leaves), who augmented the original lineup
of Howard Kaylan and Mark Volman (vocals), and Al Nichol and Jim Tucker (gui-
tars). Next, an active search began for new material.

Considering how ideally the amusing lyrics of “Happy Together” fit with the
oddball humor of singers Kaylan and Volman, it’s surprising to learn that they
didn’t write the song, but found it through their production company. Staff
songwriters Gary Bonner and Alan Gordan wrote the playful words and addictive
melody while the Turtles’ cleverly constructed harmonies and instrumental arrange-
ment brought the song to life. “Happy Together” became a #1 hit for three weeks
and salvaged their slumping career, setting them on a revitalized path to interna-
tional stardom.

MARCH 1367 #2 A LITTLE BIT ME, A LITTLE BIT YOU—THE MONKEES

Hey, hey, we are the Monkees,
You know we love to please,
A manufactured image
With no philosophies...
The money’s in, we’re made of tin
We’re here to give you more.
—from the Monkees film Head

'I'he controversy that plagued the Monkees, notably that they didn’t play their
own instruments, broke wide open in early 1967. To put this in perspective, it’s
important to realize that the Monkees were an invention, a fictional band created
for a sitcom. There really never was a “Monkees” at all—that is, until they started
having #1 hits. Then, to be sure, they became a band that happened to have a TV
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show. So the whole point of whether or not they played on their own songs was moot
until a segment of their audience (and the press) confused the fact with the fiction.

The truth was obviously skewed when the media started criticizing the Monkees
for not “paying their dues.” Resentment abounded among self-righteous critics that
a band could be handed success on such a grand scale without suffering, but for two
albums the Monkees remained inured to these bizarre complaints. Then all hell
broke loose when, during an interview, Mickey Dolenz offhandedly stated that,
because of tight filming schedules, the Monkees couldn’t record their own backing
tracks. The Monkees became a critical anathema. Mike Nesmith, a talented guitar-
ist/songwriter and a member of the group, re-
sponded by saying, “It was like suddenly the press
getting very angry that Raymond Burr was not
really practicing law or that Ben Casey wasn't
DEDICATED T0 THE ONE 1 LOVE— making house calls. We were actors in a TV show.
THE MAMAS AND THE PAPAS Period.” Even Nesmith overlooked the fact that
the music had usurped the show. Besides, Ben
Casey and Raymond Burr werent making hit
records. Meanwhile, Don Kirshner, their musical director, denied all allegations.

A battle for artistic freedom ensued, led by Nesmith. Executives from the TV
show were mortified by the entire debacle; they wanted their actors back. Eventu-
ally, the smoke cleared, Kirshner was gone, and the Monkees’ next single became
the issue at hand. Nesmith chose producer Chip Douglas, and their third single, “A
Little Bit Me, A Little Bit You” was issued. The B side, “The Girl I Knew Some-
where,” was written by Nesmith and featured a performance the Monkees recorded
themselves. Their subsequent third album, The Monkees Headquarters, became a
group effort with minimal outside assistance. It even featured a performance of
Dolenz’s drum lessons! Although it sold only half of what their first album, Meet the
Monkees, did, it still reached #1 without the inclusion of the single or the B side.

“A Little Bit Me, A Little Bit You” was the Monkee’s second consecutive hit single
written by Neil Diamond. A rhythm-driven dance song sung by Davey Jones, it’s
about compromise, which from the Monkees’ point of view must have seemed en-
tirely appropriate.

Postscript: “The Girl I Knew Somewhere” charted in its own right, reaching
#39. Kirshner eventually found some cartoon characters who were more inclined
to cooperate with his demands. He formed the Archies and with the song “Sugar,
Sugar” had one of the biggest-selling singles of all time, more than any single
Monkees record.

MARCH 1967 #2

MARCH 1967 #4 BERNADETTE—THE FOUR TOPS

his was the third-generation offshoot of “Reach Out I'll Be There.” The funda-
mental difference between “Bernadette” and its sound-alike predecessors is in
the directness of the lyrics. The subject is still desire, but now we know the name of
the targeted passion and the cause of all this discomfort. The protagonist is a man
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who has found everything that any man could ever hope for in love, and apparently
that is the problem. To be polite and to give human nature the benefit of the doubt,
maybe it’s her charming personality that has the entire male half of the human
race running to her door and propositioning her, but judging from the agitated
state of Levi Stubbs’s vocals, it sounds like something more than her beguiling
sense of humor that is worrying him. Is Bernadette leading our poor hero on and
making him miserable in the process?

Once again, the extracted meanings stem more from Stubbs’s impassioned de-
livery than from the lyrics themselves. In the hands of a lesser singer, “Bernadette”
would sound like nothing more than the rantings of a jealous misanthrope who
needs to own the object of his desire. She would be the problem. Instead, Stubbs
sings as though Ae is the problem. All he can do is hope that she reciprocates. He
will never be able to appreciate the sum total of his perceived riches until she does.
With her, he has everything. Without her, he is nothing. It is the ever-elusive peace
of mind that plagues him, but from the sound of things, he might as well go bang
his head against a tree.

Believe it or not, a few more great-grandchildren of “Reach Out T'll Be There”
were cut (notably “Seven Rooms of Gloom”) before the Four Tops embarked on a
rather strange attempt to score hits with cover versions of songs by the Left Banke
(“Walk Away Renee”) and Tim Hardin (“If 1 Were a Carpenter”). Neither song suited
them particularly well and might have been recorded because of the deliberate
work slowdown initiated by the songwriting and producing team Lamont Dozier
and Eddie and Brian Holland. Money problems arose between Holland-Dozier-Hol-
land and Berry Gordy, and they stifled their output hoping for a better deal. This
left the Four Tops in an awkward position that only became worse when it was
decided that the producers would leave the label.

When Holland-Dozier-Holland departed Motown on less than amicable terms,
they left the Four Tops in a bit of a lurch. They had become In the hands of
so deeply identified with the production and songwriting
team that observers were curious to see what steps they a lesser singer,
would take to survive. Unlike the Temptations, they could “Bernadette”
not adapt easily to psychedelic topics or social issues. Their
Still Water album, which was a chain of thematically linked would sound
songs subtitled “Love,” “Peace,” etc., was as close as they like nothin
got to contemporary, but it didn’t fare particularly well com- g
mercially. When Motown was ready to move west in 1972, more than the
the Four Tops opted to stay behind. ti f

Their next affiliation was with Dunhill Records, which fantings ol a
yielded two quick Top 10 hits—“Keeper of the Castle” and jealous misan-
“Ain’t No Woman (Like the One I've Got)”—before the group throve who
disappeared from the charts for a while. Still, their story P
didn’t end. The '80s saw them aligned with the disco-affili- needs to own
ated label Casablanca and immediately caused their old the obiect of
fans to expect the worst. Surprisingly free of disco clichés, |
“When She Was My Girl” charted at a very respectable #11. his desire.
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Their return to Motown for the twenty-fifth anniversary television show proved
the symbiotic role that the Four Tops and Motown played for each other, when their
good-natured but still very competitive sing-off with the Temptations proceeded to
steal the show. After forty years, the Four Tops are still ticking.

MARCH 1967 #4 THERE'S A KIND OF HUSH—HERMAN'S HERMITS

ter Noone was a child actor from Manchester in a popular English TV series
called Coronation Street. His ambitions leaned toward singing as well as acting,
and he soon joined a local band called the Cyclones, soon to be the Heartbeats. For
no particularly good reason, they later changed the name again to Herman’s Her-
mits. This had no real effect on the band’s status, though. Audition after audition
was fruitless—until they contacted Mickie Most, a successful producer who even-
tually worked with the Animals, Donovan, and Lulu, among others. Their subse-
quent first single, “I'm into Something Good,” written by Carole King and Gerry
Goffin, was released on MGM and became an international hit. Overnight Noone
became “Herman,” and a remarkable string of hits followed. The fact that they sold
more than seventeen million records and had nine consecutive Top 10 hits says
nothing for their talent, but it sure says plenty about their popularity. Perhaps
Herman’s Hermits are perceived as lightweights today, but the talents that com-
bined to make “There’s a Kind of Hush” what it is transcended the one-dimensional
nature of the band and certainly came up with a keeper.

“There’s a Kind of Hush” was their last Top 10 single. Considering the num-
ber of studio musicians who have since claimed (or confessed) to play on Herman’s
Hermits records (Jimmy Page, John Paul Jones, et al.), it’s hard to say who did
what, except that Noone did sing. It is a remarkable pop confection, with full
orchestration that weaves effortlessly around the band and the harmony vo-
cals. The mixing job, in particular, deserves special mention. Drastic volume
changes for individual instruments can destroy a mix. Here, instruments come
to the fore at the perfect time and fade back unobtrusively. Strings, horns, and
percussion each have specific moments in which they stand out but otherwise
remain supportive to the overall sound. All in all, “There’s a Kind of Hush” is a
perfectly agreeable song with excellent arrangement and production.

MARGH 1967 #9 | NEVER LOVED A MAN [THE WAY | LOVE YOU)-
ARETHA FRANKLIN

Aretha Franklin was born on March 25, 1942, to the family of the Reverend
Clarence L. and Barbara Franklin. While the large majority of black vocalists
who came of age in the *50s were introduced to singing through their exposure to
gospel music, Franklin and her siblings were completely immersed in it. With a
father who would become one of the most renowned ministers of the Baptist faith
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and a mother who had extraordinary talent as a gospel singer, Franklin found in
religion not only an expressive outlet, but an overwhelming life force that touched
every aspect of her existence. Her mother, for reasons that remain zealously
guarded, left the family when Franklin was only six and passed away four years
later. Her father, whose reputation as a sermonizer caused him to be in great
demand, was called on to speak all over the country, and he often left his children
in the care of such famous associates as gospel legends Marion Williams and
Mahalia Jackson. When you consider that and the family’s steady stream of
guests—such as Dinah Washington, Lionel Hampton, Sam Cooke, Art Tatum,
and Clara Ward—the musical development of
the Reverend Franklin’s children would seem to
be a matter of course. GREAT MISSES

By the age of twelve, Aretha and her sister
E’rma were singing in a gospel quartet that was | THINK WE'RE ALONE NOW—
directed by the Reverend James Cleveland. TOMMY JAMES AND THE SHONDELLS
Soon, she was traveling around the country as
a featured vocalist in her father’s revivalist
shows. When back home in Detroit, she would perform at her father’s church
and impress the congregation, which included such future members of the
Motown family as the Temptations, the Vandellas, the Supremes, and the
Miracles, earning her a reputation as Detroit’s most gifted musical talent. When
her friend (and secret heartthrob) Sam Cooke took the plunge from religious to
secular singing and became wildly famous, Franklin thought she could follow a
similar path. If Berry Gordy had started his Motown record label earlier, it
surely would have featured the vocal talents of Aretha and Erma Franklin. As it
was, Gordy was still formulating his vision in 1958 and, more relevantly,
Franklin’s promising career became suddenly sidetracked when, at age fifteen,
she discovered that she was pregnant.

It took a few years for her to reorganize her life and,
with the blessings of her family, set out for New York City By the age of
in search of recognition as a pop artist. In practically no :
time at all, she was brought fo the attention of John twelve, Franklin
Hammond, a living legend who over the course of his ten- and her older
ure at Columbia Records would sign artists as diverse and sister Erma
chronologically distant as Billie Holliday, Count Basie, Bob
Dylan, and Bruce Springsteen. In 1960, he signed WEre singing in
Franklin. Though Columbia was willing to forego its stan- a gospel
dard procedure of strictly categorizing its artists, Franklin
had trouble finding the proper niche. Neither jazz nor pop quartet that
nor straight blues nor standards suited her exclusively, was directed
and when the label mixed them all together, her image
lacked continuity. Her stay at Columbia yielded only one by the Reverend
Top 40 single, 1961’s “Rock-a-Bye Your Baby with a Dixie James
Melody.” The rest of her material was known by parts of
the jazz and R&B cognoscenti but remained lost on the Gleveland.

MARCH 1967 §4
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Over six years general public. Over six years and numerous albums, de-
spite many artistic high points, nothing of note happened
in her career, and her contract with Columbia lapsed.
albums, By the time Franklin signed with Atlantic Records, she
was practically bursting. After holding back on her natu-
rally emotive style, she was fully prepared to pour every
high peints, ounce of feeling that was humanly possible into her ma-
terial. Jerry Wexler was familiar with her previous work
and was eager to begin work with her, as well, but he
happened in wanted to set her up in new surroundings away from the
spit and polish of the New York City studios. His recent
work for Wilson Pickett at Fame Studios in rural Muscle
her contract Shoals, Alabama, made his choice of location obvious. Al-
with Columbia though the Muscle Shoals session musicians were mostly
white, Wexler deliberately attempted to make sure that
lapsed. this first session would be integrated. As it turned out,
everybody in the room was white. Franklin and her of-
ten overbearing manager/husband, Ted White, arrived at the studio, and the
recording process began. Things soon deteriorated, however, when White drank
whiskey with a few band members and got into an argument about racial slurs.
The incident continued through the night and ended with White leaving Muscle
Shoals in a huff and taking Franklin with him. Perturbed by the absurd turn of
events, Wexler resigned himself to review the one song that was completed be-
fore the disaster, and he was stunned to discover that it may have been one of
the best recordings he ever took part in. “I Never Loved a Man” was—perhaps
accidentally, perhaps not—a wonder of self-analytical musings on the singer’s
marital situation. The rural funk that the band provided gave Franklin the
most sympathetic support she had yet received. After this most incongruous
beginning, her career as the most successful solo female artist of a generation
was under way.

and numerous
despite many
nothing of note

her career, and

MARCH 1967 #10 JIMMY MACK—MARTHA AND THE VANDELLAS

fter releasing “Dancing in the Street” in the summer of 1964, Martha and the

Vandellas found themselves thoroughly supplanted by their label mates, the
Supremes. Literally every Top 40 hit the Supremes had through 1968 was writ-
ten and produced by Lamont Dozier and Eddie and Brian Holland. Before the
Supremes usurped them, this team had originally worked its magic for Martha
and the Vandellas, and in 1965 they returned briefly with “Nowhere to Run.”
This soulful, powerful song certainly was not appropriate for the more sublime
Supremes; it took a singer with the energy of Martha Reeves to get the song
across. While it featured the awesomely powerful rhythmic drive of the Motown
session musicians at their best, “Nowhere to Run” was hampered by a monoto-
nous melodic line that never really allowed Reeves to break out in conjunction
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with all that energy that percolated behind her. Quite lit- It's a perfect
erally, the melody left her with nowhere to run. The song
was still strong enough to garner public support, and it example of a
broke the Top 10, but the stigma of being second to the record that

Supremes still lingered. . .

Two good singles featuring other producers followed — immediately
“You've Been in Love Too Long” and “My Baby Loves Me” — triggers a
but they only confirmed the group’s status as also-rans nostalgic
when neither record reached the Top 20. With their Midas
touch, Holland-Dozier-Holland returned to salvage the response.
situation with another composition that was originally in-
tended for the Supremes. Although Reeves felt slighted by being offered second-
hand material, she had no cause to complain when “I'm Ready for Love” broke the
Top 10.

“Jimmy Mack” had been recorded at an earlier session but was shelved for a
number of months, presumably because it bore a similarity to whatever contem-
porary disk the Supremes were working on. By 1967, though, the girl-group trend
was all but dead. With the emergence of a soul diva like Aretha Franklin and a
sophisticated chanteuse like Dionne Warwicke, the music of the Crystals, the
Ronettes, the Chiffons, et al., seemed positively old-fashioned. It was in this pro-
gressive atmosphere that Motown eventually released the undeniably anachro-
nistic “Jimmy Mack.”

As if to prove that some things never change, “Jimmy Mack” became a Top 10
hit and today is arguably the most remembered of all the hits by Martha and the
Vandellas. Times and styles changed drastically, and then changed drastically
again, but for some reason “Jimmy Mack” retains its popularity. It’s a perfect
example of a record that immediately triggers a nostalgic response. Its appeal, by
virtue of the fact that it was released out of time, is timeless. Unfortunately, the
same could not be said for the career of Martha and the Vandellas. After a few
years devoid of any significant hits, they officially disbanded in December 1972.

APRIL 1967 #16 ERIDAY ON MY MIND—THE EASYBEATS

In the mid-'60s, Australia was flooded by the same wave of British bands that
America was. Add to that the more or less obvious influence that American rock
and roll had on Australian musical taste, and you end up with a country that had
little support for indigenous musical talent and whose musicians developed a
confidence complex. This changed when the Easybeats became megastars on their
home continent. Ironically, each of the bandmembers was a first-generation Aus-
tralian whose parents had moved to Sydney from various parts of Europe. In
1963, they lived in a youth hostel and formed the band, which developed in the
image of the English bands. A string of hits on their home turf made them the
antipodean Beatles, something that didn’t sound too appealing to either Europe
or the United States. Empowered by their Australian success, however, they headed
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for England to work with producer Shel Talmy, who was already well-known be-
cause of his work with the Who and the Kinks. The Easybeats expected him to
give them the overseas credibility they coveted.

Full of confidence, piss, and vinegar, they cut “Friday on My Mind” for their
first international single. Whap! The song
packed enough vitriol and youthful resentment
into its verses to anger anybody over thirty who
could understand it, thus guaranteeing its popu-

GREAT MISSES

APRIL 1967 #1

THE HAPPENING—THE SUPREMES lal.'ity among teenagers. It glso had a chorus that
miraculously and immediately released all of
APRIL 1967 HB this tension into a joyful celebration of Friday

DON'T YOU CARE—THE BUCKINGHAMS night. With the rollicking energy of its double-
APRIL 1867 _— time b.eat and relentless guitar.riﬁ's, “Friday on
MY BACK PAGES—THE BYRDS My Mind” t.)ecame‘the worldwide youthful an-
them of antiauthoritarianism. It was a hit in the
U.S. (#16), the U.K. (#6), and especially in Aus-
tralia, where it was #1 for eight weeks. Follow-
up releases failed to make any impact in America, and the group disbanded in
1969. Songwriters Harry Vanda and George Young stayed together and achieved
moderate success in the late *70s as Flash and the Pan, and they later boosted
Young’s younger brothers, Malcolm and Angus, to stardom by producing albums
for their heavy metal band, AC/DC.

MAY 1967 #1 RESPECT—ARETHA FRANKLIN

'|'here are hundreds of reasons to praise the talents of Aretha Franklin, but
what impresses me the most is the extraordinary range of her emotional pal-
ette. With equal conviction, she can portray the ultimate victim of love, i.e.,
someone who is at the total mercy of an abusive partner, or the self-assured and
dominant vixen queen. Both are well within her grasp, and she can move from
one to the other without any sense of contradiction. She made this obvious right
off the bat, once she signed to Atlantic Records. Her first hit single, “I Never
Loved a Man (The Way I Love You),” portrays her as a woman trapped by her
heart (or maybe her libido) while her second single, “Respect,” has her fully in
control of the situation with a confidence that was startlingly frank for a mid-
'60s female. It was powerful enough when sung by its author, Otis Redding, but
once Franklin sang it from a woman’s perspective, the lyrics resonated with an
undercurrent of additional meanings. In her version, respect means much more
than reasonable consideration. The way Franklin sings it, her demand for re-
spect is more than simply economical, it is also sexual. What else could it mean
when she tells her hapless lover to “whip it to me when I get home”? The chorus
of “sock-it-to-me, sock-it-to-me, sock-it-to me, sock-it-to-me” leaves little room
for misinterpretation. She is requesting—no, demanding—sexual equity. The
climactic moment is the break that was not even part of the equation when
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Redding recorded his version. “R-E-S-P-E-C-T. Find out what it means to me. R-
E-S-P-E-C-T. Take care of T.C.B.” Good God, her lover had better be prepared to
take care of business. Her forwardness is both entertaining and intimidating,
not to mention that it may have single-handedly fast-forwarded the women’s
movement by a decade. Add to this the civil rights repercussions, and you've got
one hell of a provocative song here. I haven’t even mentioned yet that this is
probably one of the most exciting and brilliant performances of the ’60s, bar
none. With her track record of more than three full decades of chart history,
Franklin has surely risen to the pinnacle of pop superstardom, but I'd bet that
even if “Respect” was her only hit, her status as the reigning “queen of soul”
would remain.

MAY 1967 #1 GRODVIN'—THE YOUNG RASCALS

As music styles changed, the Italian-American pop music phenomenon that ex-
isted in the Northeast required periodic updating. Dion gave way to Frankie
Valli and the Four Seasons, who in turn were replaced by the Young Rascals.
Like their forebears, the Rascals were influenced by rhythm-and-blues and doo-
wop, but unlike many of the R&B-crazed English bands, their sound emulated
more than imitated. The assimilation was natural enough because urban areas
on the East Coast often contained Italian-American neighborhoods which bor-
dered on African-American ones. As a result, biracial vocal groups were quite
common. This familiarity gave the Rascals a much-needed edge over their for-
eign competition.

Eddie Brigati worked as a member of Joey Dee and
the Starlighters, a biracial group that hit it big with “Pep-
permint Twist” in 1961. A few other lesser-known hits
and regular gigs at the Peppermint Lounge in New York
City helped keep work fairly steady over the next few
years for the Starlighters. A few personnel changes

like their
forebears, the
Rascals were

brought keyboardist Felix Cavaliere and guitarist Gene
Cornish into the fold. Once the English Invasion estab-
lished itself, though, Dee was automatically rendered into
anoldies act. Facing obsolescence, Brigati, Cavaliere, and
Cornish decided to jump ship and team up with their
friend Dino Danelli, who was an experienced drummer.
Naming themselves the Rascals (soon to be amended to
the Young Rascals, only to eventually change back to the
original moniker), they played the metropolitan New York
club scene with a rootsy blend of rock and soul that served
as a tonic for the more commercial British sound that
was everywhere.

While playing one such gig at a Long Island nightclub
called the Barge, the group was noticed by Sid Bernstein,
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a promoter who would be remembered mostly for arrang-
ing the Beatles’ upcoming Shea Stadium appearance. He
was in the was initially put off by the Rascals’ stage costumes of
striped knickers, Peter Pan collars, and half-length ties,
causing them to look for all the world like a bunch of
peaple’s pipes|, outdated and overgrown school-yard brats. Still, after wit-
“Broovin™ nessing a searing set that left the audience drenched in
sweat, Bernstein was on his way to managing the band.
nicely captured When the Beatles played at Shea Stadium on August
16, 1965, he made sure the scoreboard flashed with the
the mood of the then-indecipherable message “The Rascals Are Here!” A
times. bidding war ensued that was eventually won by Atlantic
Records, which promptly issued the group’s first single. “I
Ain’t Gonna Eat Out My Heart Anymore” contained the best aspects of the Young
Rascals’ R&B sound, but was somewhat subtle in its approach and stalled at #52.
Their next release soon righted that. They covered “Good Lovin’,” a minor hit
(#82) for the Olympics the previous year, with a vengeance by flaunting all the
pent-up energy of their live shows. It featured a beat that was, if imaginable,
even more raucous than the Contours’ “Do You Love Me,” any of the Isley Broth-
ers’ rave-ups, or even the Olympics’ original. The band’s playing chops and feel
for its material was immediately apparent to everybody who heard the record,
except the band itself. Initially, they hated the recording and even denied it was
theirs—that is, until it reached #1. The somewhat flimsy “You Better Run” and
the rock steady “I've Been Lonely Too Long” both followed, and each cracked the
Top 20. In an attempt to keep up with the mellowing times, Cavaliere and Brigati
tried to downplay the hard edge of most of their material and modernized their
sound by writing a gentle ballad to a lazy Sunday afternoon called “Groovin’.”
Postscript from the “Things That Make You Go Hmm™ Department: Did you
ever wonder why so many songs from 1966 and 1967 celebrate the art of doing
nothing? Let’s see, there’s the Lovin’ Spoonful’s “Daydream,” the Rascals’ “Groovin’,”
Spanky and Our Gang’s “Lazy Day,” Cyrkle’s “Turn Down Day,” the Beatles’ “I'm
Only Sleeping”.... It was more or less for that reason that Atlantic’s Jerry Wexler
despised “Groovin’,” feeling that the Rascals would blow all of their hard-earned
credibility with the R&B market. Instead, the record took only four weeks to reach
#1, and it stayed there for another four weeks. The plaintive yet relaxed harmonica
combined with a conga rhythm and ethereal harmonies for a record that believably
evokes fresh air, green grass, and warm sunshine. A few chirping parakeets make
sure the point isn’t missed. Whatever was in the water (or in people’s pipes),
“Groovin™ nicely captured the mood of the times.

Whatever

water |or in

MAY 1967 #3 SHE'D RATHER BE WITH ME—THE TURTLES

n a short time, the music scene would change enough to render a pop confec
tion like “She’d Rather Be with Me” as pointless pap unworthy of critical at-
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tention. The release of Sgt. Pepper’s Lonely Hearts Club Band and the burgeon-
ing San Francisco scene would see to it that anything as blatantly commercial
as “She’d Rather Be with Me” would be relegated to the realm of “bubblegum”
music. Luckily, the Turtles released the song before the distinction was well-
defined. Admittedly, they were not breaking new ground here, but it was good
to hear a band that had started as an inferior version of the Byrds grow into a
first-class pop act in its own right.

Like “Happy Together,” “She’d Rather Be with Me” was written by Gary Bonner
and Allan Gordon. It also featured a chorus of relentlessly happy “baah baah
baah” harmonies, a specialty of sorts for the Turtles. A straight-up optimistic
rocker, it makes up in vigor what it lacks in subtle innovation. Unfortunately, the
broad appeal of “She’d Rather Be with Me” may have caused some reactive dam-
age to the Turtles’ reputation when the group was later categorized with other,
less progressive acts. Today, removed from the sociopolitical attitudes of the time,
“She’d Rather Be with Me” sounds great, and the Turtles’ reputation survives as
an underappreciated and highly talented cult group.

MAY 1367 #15 ALHE—DIONNE WARWICKE

Ifie” was the title song for director Lewis Gilbert’s movie of the same name,

starring Michael Caine as a womanizing cockney who is forced to confront his
carefree lifestyle. The lyrics speak directly to the
title character, attempting to modify his behav-
ior. Hal David, the lyricist, offers us an
uncynical, existentialist view that makes a much
broader statement than his usual scenarios of :IIIAIVI!I::IZV 10 LOVE—
everyday events. The philanthropy of the words JEFFERSON AIRPLANE
is almost saccharine sweet, but Burt Bacharach’s
adventurous melody, when coupled with Dionne
Warwicke’s worldly delivery, makes it all work. This is not as easy as it sounds,
and if you care for an example of what happens when it doesn’t work, check out
“Theme from Arthur.”

The material that the team of Bacharach-David-Warwicke produced after “Alfie”
began to show signs of wear. Their method of constructing songs started to sound
as formulaic as it actually was. By 1971, Warwicke left Scepter Records (and in
the process Bacharach-David) and maintained a successful though sporadic ca-
reer (at least commercially), which continues to this day.

JUNE 1367 #1 LIGHT MY HIRE—THE DOORS

'I'he psychedelic phase of pop culture was focusing on flowers, peace, love, and
brotherhood, but a backlash began to take place that focused on the darker
aspects of the movement. On the East Coast, the Velvet Underground recorded
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No other noisy sound portraits with sparse, amateurish instrumen-

tation that startled listeners with their imagery of drug

singer had addiction and lewd sex. On the West Coast, the Doors

previously focused their music and lyrics on an obsession with death

and narcissistic nihilism. The Velvet Underground re-

personified mained a cult band during its heyday and has since been

his stage image considered one of the most influential bands of all time.

The Doors reached a level of popularity that exposed them

so convincingly (literally, as in the performance and subsequent arrest

of Jim Morrison in Miami, Florida) to a broader audi-

as had . ) S )
ence, making them controversial and provocative in their
Morrison. time, but today their influence is somewhat marginal.

The Doors came together when Jim Morrison shared

some of his poetry with his friend Ray Manzarek, who was impressed enough to

ask him to form a band. Although he had no experience and, initially, no ambi-

tions as a vocalist, Morrison began writing melodies for his poetry and rehearsed

them with Manzarek on keyboards, John Densmore on drums, and two of

Manzarek’s brothers on blues harp and guitar. After a while, Manzarek’s broth-

ers decided to walk, thinking Morrison’s songs were a little too spaced-out for

their taste, and they were replaced by guitarist Robby Krieger. A short-term

contract with Columbia records yielded nothing except a few demos, but the

band was playing regularly around Los Angeles and acquired a substantial cult

following, particularly among women who became entranced by Morrison’s sha-

manistic tendencies and “lizard king” image. One night, Arthur Lee, the leader

of L.A.’s seminal cult psychedelic group Love, saw the band perform at the Whis-

key A-Go-Go and urged the president of his label, Elektra, to see them. A con-

tract with Elektra soon followed, and the Doors began work on their first album
with producer Paul Rothchild.

Their eponymously titled debut album, The Doors, features an idiosyncratic
mix of moody blues and sharp, edgy arrangements (the band lacked a bass player),
paired with Morrison’s psychological bouillabaisse of wordplay. The result is an
emotionally complex and masterful study in self-obsession. Morrison’s tendency
to write overtly portentous lyrics would, over the course of the band’s career, weigh
down many of their later albums and render them as false or, even worse, silly.
Before this became a habit, however, the first album sounded fresh—and very
different. What’s more, no other singer had previously personified his stage im-
age as convincingly as Morrison. Through his persona as a leather-clad demigod,
the Doors became rock’s first postmodern stylists before the rock movement had
even established itself.

“Light My Fire” was written by Robby Krieger, with a few lines added by
Morrison (“No time to wallow in the mire...and our love become a funeral pyre”—
pretty portentous, wouldn’t you say?). At its original length of six-and-a-half
minutes, the song has a meandering middle section of organ doodles that plods
on endlessly and is mindless enough to turn your brain into goo. Just as you
become certain that your melting brain will not withstand the assault, the or-
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gan yields to an equally self-indulgent, directionless guitar solo. Edited to two-
and-a-half minutes for the single release, “Light My Fire” makes its point with-
out causing your eyes to glaze over. Morrison’s powerful voice sounds both hyp-
notic and dangerous. One minute seducing the listener, the next terrorizing
them, he plays the song for every drop of drama imaginable. In 1967’s Summer
of Love, “Light My Fire” became an engrossing anthem from the underworld
and popularized a side of psychedelic culture that had heretofore gone unac-
knowledged.

JUNE 1967 #2 CAN'T TAKE MY EYES OFF OF YOU—FRANKIE VALLI

'I'he songwriting team of Bob Gaudio and Bob Crewe wrote virtually every mil-
lion-seller the Four Seasons released, including “Big Girls Don’t Cry,” “Walk
Like a Man,” and “Rag Doll.” They continued their streak of golden disks with
“Can’t Take My Eyes Off of You.” In the second half of the ’60s, Frankie Valli
didn’t leave the Four Seasons for a solo career; he simply released recordings
both by himself and with his band. Either way, Crewe handled the sessions, and
“Can’t Take My Eyes Off of You” may be his masterwork. I can only imagine the
buzz that must have been circulating in the studio while Valli recorded this
song. Each second of this arrangement just screams HIT RECORD. While most
Four Seasons records had pretensions of being more than just pop songs, “Can’t
Take My Eyes Off of You” suffers no such delusion. It is unabashedly pop, from
the modified bossa nova beat of the verses to the Vegas-style bigness of the
chorus. The sophisticated horn chart gives the syncopated rhythm of the drums
and guitar competition for slickness. Valli starts the song in a near whisper,
saving his burst of energy for the climactic chorus when he exclaims, “I LOVE
YOU, BABY....”

Frankie Valli and the Four Seasons began to falter commercially in 1969, but
it remains astounding that they managed to maintain artistic relevance through-
out a decade so fraught with change. In the "70s, they suffered a brief and disas-
trous stint at Motown Records. Taking a lead from Peter Lemongello (do you
remember that guy? He’s a mail order millionaire!), the Four Seasons became a
late-night television commercial staple, selling more than a half-million copies
of their greatest-hits album on Longines Records. Meanwhile, Valli and Gaudio
bought the rights to their recording of “My Eyes Adored You” back from an indif-
ferent Motown. Credited to Valli, it was released as a single on Private Stock
Records and eventually reached #1. With the commercial confirmation afforded
by his next release, “Swearin’ to God,” Valli’s next move was to form a new Four
Seasons. Together, they released the disco precursors “Who Loves You” (yegghh)
and “December 1963 (Oh, What a Night)” (double-yegghh)—at 54 weeks, it is
the longest running chart single in Billboard’s history—on Warner Brothers
Records. This commercial rebirth came to a close in 1978 after Valli reached #1
for two weeks with Barry Gibb’s title song for the soundtrack Grease.
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JUNE 1967 #2 | WAS MADE T0 LOVE HER—STEVIE WONDER

Aﬁ;er “Uptight” gave his career a second wind, Stevie Wonder took to songwriting
with the enthusiasm of a teenager who had discovered a latent talent. Often
working in partnership with Henry Cosby and Sylvia Moy, he produced mature
songs that were usually fully realized before they were presented to the house
band. “Travellin’ Man,” “A Place in the Sun,” “My Cherie Amour,” and the bril-
liantly inventive “Until You Come Back to Me (That’s What I'm Gonna Do)” were
all written around this time, although some were held back from release until
years later. The potential that everybody sensed lingering just beneath the sur-
face of the twelve-year-old kid was now fully realized. Once considered an adoles-
cent genius, he was now seen as a prolific teenage prodigy.

“I Was Made to Love Her” placed Wonder more comfortably among the soul
stylings of such non-Motown acts as Otis Redding, Wilson Pickett, and Ray Charles.
While most Motown material had a flat-out, four-on-the-floor rhythm that would
never let the beat get away, Wonder’s songs had a slinky and subtle rhythm that
was much funkier than other Motown singles. Even with Benny Benjamin pound-
ing out the downbeats, “ Was Made to Love Her” didn’t beat you over the head
with a 4/4 pulse. It exhibited an elasticity, particularly in James J amerson’s bass
line and Wonder’s deployment of the melody, that just didn’t exist anywhere else
at Motown. Segregated by style from the rest of the Motown pack, Wonder was in
line to watch his career skyrocket during the next decade while most of his label
mates would fall on hard times.

JUNE 1967 #5 DON'T SLEEP IN THE SUBWAY—PETULA GLARK

y the time of “Don’t Sleep in the Subway,” Petula Clark had already compiled a

formidable collection of pop classics. “Downtown,” “l Know a Place,” “My Love,”
“Sign of the Times,” “I Couldn’t Live without Your Love,” and “This Is My Song”
represent only about half the hits that charted in America. A host of others were
popular in Europe, notably England and France, before Clark’s acceptance in
America. Just as she had been doing since the onset of the second World War, she
proved her ability to survive change. Other English “dolly birds” came and went—
including Lulu, Cilla Black, Sandie Shaw, and Marianne Faithfull—and most of
them never really even established themselves in America. Clark seemed capable
of riding out any wave.

Clark didn’t do much to forward the progressive trend of pop music, and, in
fact, she may have impeded its growth. In 1967, though, this wasn't necessarily a
bad thing. With popular music going through a remarkably creative and produc-
tive phase, there was nothing at all wrong with remaining focused on the present
or being slightly retrogressive. Soon enough, progressive trends would lead popu-
lar music down a blind alley and abandon it there, so that by the mid-'70s, the
fundamental groundwork that was laid down by commercial pop in the '60s was
all but destroyed. In 1967, stasis was fine because the organism was at its healthi-
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est. This is the primary reason why so many songs from 1966-67 are represented
here. “Don’t Sleep in the Subway” may be thought of as an unprovocative song in
1967 in the same way that “Please Mr. Please” by Olivia Newton-John was an
unprovocative song in 1975, but only one of these could possibly warrant any
serious attention.

Like almost everything else Clark recorded after “Downtown,” “Don’t Sleep in
the Subway” was written by producer/arranger Tony Hatch. Rather than writing
the song linearly, he compiled it from odds and ends of various tunes that were
lying around unfinished. Hatch organized the pieces and ended up with a seam-
less composition that disguises any hint of fragmentation. The lyrics cleverly de-
lineate what goes on in the mind of one-half of a loving couple after a serious
blowout causes the other half to walk out.

Rather than wait any longer and face possible obsolescence, Clark began to
taper off her career as a singer and wisely moved back into film, appearing in
Finian’s Rainbow and Goodbye Mr. Chips. “Don’t Sleep in the Subway” became
her last Top 10 hit in the U.S,, rising to #5. A few other hits followed, but by the
"10s, she semiretired to dedicate more time to her family.

JUNE 1967 #8 LET'S LIVE FOR TODAY—THE GRASS ROOTS

'I'he Grass Roots started as a studio project for songwriters P.F. (Phil “Flip”)
Sloan and Steve Barri. Their intention was to record songs in the mold of other
West Coast hit makers, such as the Turtles, and in this regard they certainly
became quite successful. They originally realized the profit-making potential of
their compositions when they wrote the gruff protest an-
them “Eve of Destruction.” Originally, they offered it to The first Brass
the Turtles, who decided to pass because of the controver- Roots single
sial lyrics, so the song ended up in the hands of Barry g
McGuire. McGuire’s angry growl suited the ranting lyrics remained
at a time when protest and popularity were synonymous, solidly in the
and “Eve of Destruction” became a #1 hit. This made ev- y
eryone at Dunhill Records—particularly its owner, Lou mold of protest
Adler—very happy, and it meant that Sloan and Barri had .
a ready-made home for their next studio project. music. with a
The first Grass Roots single remained solidly in the mold wacky version
of protest music, with a wacky version of Bob Dylan’s “Bal- f Bob Dyvlan’
lad of a Thin Man,” which they retitled “Mr. Jones.” It ot Bob Oylan's
didn’t sell well, so Sloan and Barri dipped into their own "Ballad of a
bag of compositions and recorded “Where Were You When Thin Man.”
I Needed You.” Through the virtues of overdubbing, the LS
duo handled most of the instrumentation and vocals, and which they
this time the song climbed to #28. When their next re- . .
lease flopped, Sloan and Barri decided that a change of retitled "Mr.
strategy was in order. Hearing word of a Los Angeles bar dJones.”
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band called the 13th Floor (not to be confused with Roky Erikson’s loopy psyche-
delic outfit from Texas, the 13th Floor Elevators), they decided to recruit the band
into the studio. Warren Entner (vocals, guitar), Rob Grill (vocals, bass), Creed
Bratton (guitar), and Ricky Coonce (drums) became the new Grass Roots, with
Sloan and Barri maintaining their roles as writers/producers and (now part-time)
vocalists.

Meanwhile, a band called the Rokes was tearing up the Italian pop charts.
Originally from England, they immigrated to Italy to capitalize on the lack of
home-grown Italian beat-group pop. There, they became a phenomenon with a
popularity that surpassed everyone else, including the Beatles. Their most gigan-
tic hit was a song called “Piangi con Me” (“Cry with Me”), a song written by two of
the bandmembers. Although the Rokes remained virtually unknown in America,
the Grass Roots somehow heard “Piangi con Me” and decided to adapt English
lyrics to the Italian melody. Denoting the hippie aesthetic of cherishing the present
moment and eschewing the future, “Piangi con Me” was stirred into a rewrite of a
Drifters hit called “I Count the Tears,” and became “Let’s Live for Today.” It was
the first recording made with the new lineup of Grass Roots members, but its
success meant that their acceptance was now firmly rooted. Soon after its re-
lease, Sloan left the fold, leaving Barri to continue as the group’s sole producer.
“Let’s Live for Today” became a nationwide Top 10 hit and signaled the start of a
series of singles that would lead the Grass Roots to become the most popular
West Coast pop group of their generation.

JUNE 1967 #9 SUNDAY WILL NEVER BE THE SAME-
SPANKY AND DUR GANG

Mamas and the Papas clones, I suppose. But while the Mamas and the Papas’
beaucoup of airplay has tended to make their material stale, this Spanky and
Our Gang hit maintains some of its original freshness. Yes, it has a melody that is
(unfortunately) too tuneful and sweet for most modern tastes, and the backing
harmonies sound like a direct lift from the “Gloria” part of “Angels We Have Heard
on High.” But this lends the tune a breezy air that was perfectly welcome at the
height of the Summer of Love.

Despite their sound, Spanky and Our Gang were not California-based, but did
most of their recording and performing in the Chicago area. Elaine “Spanky”
McFarlane has significant vocal chops and belts the song out with admirable
verve, assisted by the technique of double-tracking the vocal line. Because of the
pure pop nature of the material, she could have come perilously close to lapsing
into Vogues or Lettermen territory (“Turn Around, Look at Me” and “Goin’ Out of
My Head,” respectively), but she steered well clear of the excessive molasses usu-
ally displayed by these acts. Four more Top 40 hits followed “Sunday Will Never
Be the Same,” the most well-known being “Lazy Day” and “Like to Get to Know
You,” but personnel changes and the deaths of two members (from natural causes)
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caused the group to disband. Spanky and Our Gang re-formed in 1975 with a new
lineup, but lack of interest led to their subsequent demise. Today, McFarlane is a
sometime member of John Phillips’s re-formed Mamas and the Papas, singing
the parts that once belonged to Mama Cass Elliot.

JUNE 1967 #14 SOGIETY'S CHILD—JANIS IAN

'I'his song ought to be as dated as Stepin Fetchit movies. Unfortunately, it isn't.

The interracial couple scenario that Janis Ian (originally Janis Eddy Fink) in-
vents for “Society’s Child” might have changed linguistically (“She called you ‘boy’
instead of your name”) since 1967, but the social discomfort for mixed-race couples
remains just about as formidable now as it ever was, Gratefully, it’s not so much
the topic as the production and arrangement that make the song memorable af-
ter all this time.

The drama of the melody comes perilously close to parody, and the harsh
production serves to exaggerate these tendencies. Depending on your mood, this
can be either laughably hokey or conceptually creative. The organ phrase that
ends the song can sound either like a tasty blues
run or a misguided adaptation of a Bach organ
fugue lifted from Phantom of the Opera. Also,
the ethereal refrain of “I can’t see you anymore,
baby” sounds as though Ian is singing from N 164 4s

Yy~ sounds oug. Singing iro AIN'T NO MOUNTAIN HIGH ENDUBH~
beyond the grave. The stark contrast between MARVIN GAYE AND TAMMI TERRELL
the rhythmic verses and the spooky chorus
gives the song much of its personality.

On paper, it doesn’t seem like it should work, but on vinyl, it somehow does.
Maybe this is because Ian was only fifteen years old when she sang this song, and
she sounds thoroughly convincing as a passive accomplice to prejudice. By show-
ing how society’s pressures can make even the least prejudiced of us modify our
behavior in a shameful way, she also makes a valid sociological point that, as I
said, unfortunately still holds water. Her arrival signaled the onset of the stereo-
typical “sensitive singer/songwriter who relies heavily on social issues for inspi-
ration” syndrome. Thoroughly unimpressed with the record business, Ian retired
soon after “Society’s Child.” She resumed recording in 1970 but didn’t recover her
pace until 1975 with her empathetic paean to homely teenage girls called “At
Seventeen.” The song reaped two Grammy awards.

JULY 1967 #1 ALL YOU NEED IS LOVE—THE BEATLES

[ver since the Beatles crashed upon the American shores in early 1964, it was

difficult to discern whether they were perfectly attuned to the zeitgeist of the
times or if they were the zeitgeist. The Beatles became the arbiters of taste, influ-
encing just about every tier of popular culture. Their release of “All You Need Is
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Love,” though, marks a point when they were
definitely influenced as much as they were in-
AUGUST 1967 . ﬂuentia.\l. Just previous, t}le Summer of Love had
BABY YOU'RE A RICH MAN— been given Sgt. Pepper’s Lonely Hearts Club
THE BEATLES Band, and the entire Western world seemed to
feel its effect. The magical feel of the album set
the tone for the entire summer. During the so-
called Summer of Love, drugs were rampant, love was “free,” and words like “peace”
and “love” began to replace the word “goodbye” in the English language. Even the
expression “make love, not war” wasn’t considered corny yet. David Crosby, than
a member of the Byrds and the ultimate self-appointed, optimistic hippie spokes-
person, summed things up succinctly when he said, “I would’ve thought Sgt. Pep-
per could’ve stopped the (Vietnam) war just by putting too many good vibes in the
air for anybody to have a war around.” This was the zeitgeist of the summer of
'67, and the Beatles innocently capitalized on it (in 1967, everybody was inno-
cent) when they released the hippie national anthem, “All You Need Is Love.”

The original performance was broadcast live via satellite to more than two
dozen countries worldwide and showed the Beatles dressed in full hippie regalia,
singing and playing while surrounded by flowers and lots of groovy-looking people.
The single is a slightly modified version of the actual transmission. The song
announces its intention immediately by opening with a few bars of the French
national anthem. Next, it lunges into a laid-back, improbable 7/4 rhythm and
lyrics that have a way of saying hardly anything until the chorus rolls around.
Then, groovy people all over the world got a chance to sing what they really be-
lieved in their hearts to be true. “All You Need Is Love” became the flawed “Battle
Hymn of the Flower Power Generation.”

The song is flawed only because it lacks the unquestionable genius of every-
thing else the Beatles released in 1967. Perhaps because it was an anthem, the
melody sounds plebeian. To the credit of their producer, George Martin, the
production is anything but ordinary. His orchestral ar-
rangement gives the vocal portion of the song the me-
lodic support it desperately needs, and the fade-out is
flawed only just plain whacked-out. He combines snippets of various
source material and ties them together almost haphaz-
ardly and certainly unconventionally. Trumpet flourishes
lacks the excerpted from a work by Bach resound in the pattern of
a round, eventually giving way to the saxophones play-
ing the opening phrase of Glenn Miller’s “In the Mood.”
genius of Finally, the mishmash melts into the string section per-
. forming “Greensleeves.” On top of this entertaining
gverything else racket, the Beatles make vocal references to their early

the Beatles hits “Yesterday” and “She Loves You.” All in all, it'’s a
strange way for a song to end, but the oddball touch keeps
it interesting. The patchwork quilt that results when the
1967. pieces are stitched together seems to be saying, “Every-

The song is
because it

unquestionable

released in

om
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body is welcome into the warmth of the fold.” What else could have been more
appropriate for a song titled “All You Need Is Love™?

JULY 1967 #3 PLEASANT VALLEY SUNDAY—THE MONKEES

'I'alk about fast, consider this: in September 1966 the Monkees’first single, “Last
Train to Clarksville,” reached #1, spurred by the success of their TV show. Less
than one year later, in July 1967, their fourth single, “Pleasant Valley Sunday,”
peaked on the charts, although not at #1. The artistic development that took
place between these two singles is remarkable by any standard, but particularly
for a band that begged for artistic credibility. By this point, the Monkees really
had an ax to grind with the press, and as a result should have been compelled to
prove themselves. Instead, they came off sounding cool, calm, and collected. Rather
than invoke a diatribe against their critics, they recorded a relevant and timely
song, written by Gerry Goffin and Carole King, which questioned the social mo-
res of suburban America.

This single was released to coincide with the group’s first big American tour.
While on the road, the Monkees held jam sessions in various hotel rooms with
such luminaries as Jimi Hendrix and Stephen Stills. They became eager learners
and culled important lessons from this exposure. Getting the song right was all
well and good, but it was just as important to get across a unique perspective
while making a statement. Not an easy thing to do, but this song succeeds on all
fronts. This is particularly surprising if you consider the strides that popular
music had taken by this time and the amount of ground the Monkees had to cover
Just to catch up. The types of songs on the Top 40 were changing at an exponential
rate, and the Monkees were not, exactly perceived as innovative. All this makes
“Pleasant Valley Sunday” that much more remarkable, with the Monkees serving
as unlikely spokesmen for the hippie generation.

JULY 1967 #5 A WHITER SHADE OF PALE—PROCOL HARUM

Isuppose that any number of songs could qualify as the theme song to the Sum-
mer of Love, but none can lay claim quite as justifiably as Procol Harum’s “A
Whiter Shade of Pale.” With its oh-so-precious lyrics—which are both as floral
and opaque as the most self-indulgent excesses of the "70s art-rock crowd that it
influenced —it was astonishingly original and absolutely perfect for the mid-’60s
mystics who observed life through their rose-tinted lenses. If Johann Sebastian
Bach were a mid-twentieth-century songwriter from the American South with a
predilection for psyche-inducing substances and bad poetry, then “A Whiter Shade
of Pale” is probably what he would have come up with. Luckily for him (and us),
he was an eighteenth-century European who redefined Western culture by ex-
panding our present-day twelve-tone method of musical notation. Procol Harum
can’t claim anything quite as heroic, unless of course you think that their influ-
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The Procol ence on the Nice, E.L.P, Yes, Genesis, Gentle Giant,
Nektar, Focus, and the Electric Light Orchestra has al-

Harum that tered the course of musical history. E.L.O. in particular
recorded "A deserves to be singled out for its grueling, obnoxious, and

: simpleminded one-off joke of combining pallid symphonic
Whiter Shade of arrangements with tepid rock-and-roll rhythms. I men-
Pale” ceased to tion this because the organ riff that gives “A Whiter Shade

of Pale” its hypnotic appeal is based upon Bach’s Suite no.
3 in D Major—Air on the G String. As many of the above-
soon as the mentioned bands have proved time and again, most sub-
song was sequent rock reworkings of classical themes have met with
less than startling results, but in 1967 this song was just
released. that: startling.

The Procol Harum that recorded “A Whiter Shade of
Pale” ceased to exist almost as soon as the song was released. The original group
was hastily thrown together by keyboardist Gary Brooker and nonperforming
lyricist Keith Reid who rehearsed and recorded their first composition (“A Whiter
Shade of Pale”) and then proceeded to sack some bandmembers. Replacements
were hired for live performances and to record their first album. This faceless-
ness combined with some decidedly ludicrous business decisions to thwart the
band’s career. The only thread of consistency came from the songwriting team of
Brooker and Reid. They carried on against the odds until, in 1977, the “group”
was abandoned for lack of interest. To be sure, mid-"70s England, in the full throes
of punk rock, was a hostile environment for their high-browed, often pretentious
compositions, and they appeared as dated as dinosaurs. After a stint as keyboardist
for Eric Clapton’s band, Brooker once again attempted to revive Procol Harum in
1991 with ex-alumnus Robin Trower, but without the special magic of 1967, the

band has stubbornly defied all attempts being rekindled.

exist almost as

JULY 1967 #9 GARRIE-ANNE—THE HOLLIES

nlike most other English bands that stormed America, the Hollies lacked a

well-defined image. They considered themselves to be professional entertainers
and for the most part avoided gimmickry and fads. They were pop artists, which to
them meant releasing high-quality popular singles. By 1966, though, pop music
was changing. Any British bands that were showing signs of longevity were releas-
ing successful albums. Because the Hollies had no discernible identity, they en-
joyed only fair to moderate success with long-playing records. They were a Top 40
band, and ultimately this was their strength as well as their weakness.

Of course, when the songs were as good as “Carrie-Anne,” the point was irrel-
evant. Few bands could hope to achieve the soaring harmonies that the Hollies
employed regularly. With a steel drum playing the musical interlude, their in-
strumental experimentation was as modern as most any other band could claim
in 1967.
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It would not be long, however, before singer/songwriter Graham Nash felt lim-
ited by the artistic expression that a hit single could offer. He felt his talent could
be put to better use and began presenting material to the Hollies that was not
considered to be commercial. While in California, he met with David Crosby of
the Byrds and Stephen Stills of Buffalo Springfield. Both were very receptive to
his newer material, and Nash realized that he had found the combination of art-
ists who would help him realize his ambition. Nash was eager to express himself,
so when the Hollies decided to release an album of Bob Dylan songs, he announced
his resignation from the group.

JULY 1967 #17 10 LOVE SOMEBODY—THE BEE GEES

B efore Barry, Robin, and Maurice Gibb were the darlings of disco, they were the
warblers of woe. In both roles, their popularity was immense, although the
blinding success of their disco period has since obscured their earlier fame. In the
beginning, even dating back to their years in Australia, they wrote songs in the
style that was natural to them. Since they were hardly rockers, these tended to
be from the Tin Pan Alley mode, but at least they sounded as though they meant
what they were singing, even when it got as weird and convoluted as “I Started a
Joke.” The Bee Gees’ disco music was a desperate attempt to remain relevant and
lacked the soulful feeling of their best earlier recordings, but it is among the most
popular music of all time. It didn’t matter that the contradiction between their
earlier stuff and the dance tunes was unresolvable, nor that the Bee Gees were
confirmed nondancers and found themselves completely at odds

with their new material. Once it caught on, both the pub-

lic and the band adjusted quickly. “Saturday Night Fever”
was an unrepeatable phenomenon, much like the Beatles
(“Yeah, yeah, yeah!”) or Frank Sinatra (“Frankie!”), and
reflected the times from which it was born. Pity us who
lived through it.

The Gibbs became so phenomenally successful and well-
known through their role in the propagation of disco that
it is often overlooked that they had a previous career as
lonely, angst-ridden troubadours. It is hard to fathom the
stylistic change that could take the Bee Gees from “New
York Mining Disaster 1941” (“Have you seen my wife, Mr.
Jones?”) and “Holiday” to “You Should Be Dancing” and
“Tragedy,” but the ambition that fueled the creation of their
early hits is also responsible for the sudden change to a
more lucrative and popular style, once it became plain that
their original methods were no longer effective. Their disco
phase, particularly their soundtrack additions to “Satur-
day Night Fever,” had such an impact on the culture of
the mid-"70s that everybody from Mick Jagger to Leo Sayer

m

The Bee Gees’
disco music
was a desper-
ate attempt to
remain relevant
and lacked the
soulful feeling
of their best
earlier record-
ings, but it is
ameng the most
popular music
of all time.
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"To Love to Marvin Gaye (!) felt it was necessary to sing in a nerve-

g . rattling falsetto while an entire youth generation became
omebody . . . . X
cocaine-sniffing swine wearing rayon shirts unbuttoned

requires no to their navels in a mating ritual that was meant to im-

excuses. Its press some unsuspecting dancing queen out of her dress.

: Did we really need this? Was this progress? Is it fair that

skillful execu- I entered manhood (a loose term) while this cultural lu-

tion barely nacy was at its peak? It certainly beat getting drafted, but

a contingent of directionless youths on a crusade to salvage

contains a our culture resisted disco with a fervor that resembled the

passion that sloganeering breeded by war. “Disco Sucks!” was the chant,

and to this day, many of the people who survived it shud-

was not usually der at the memory of battles fought over “Disco Duck,” “Bad

found in music Girls,” and “(Shake, Shake, Shake) Shake Your Booty.” The

last straw was when country music began to get into the

like theirs. disco mind-set that lewdness was hip and charted huge hits

with songs like the Starland Vocal Band’s “Afternoon De-

light,” but that’s a wide digression and now I don’t have a clue how to get back to

talking about the Bee Gees circa 1967, except to say that since I was already a

closet Bee Gees fan from their earlier days, I harbor less malice toward their disco

work. “Fanny (Be Tender With My Love),” “Stayin’ Alive,” “Night Fever,” and “How

Deep Is Your Love” were, I thought, not only justifiable recordings, but good, yet I'd

have been loath to admit it in 1977. But it is their early recordings that continue to

compel me. Their first album, Bee Gees’ 1st, impressed me immeasurably in my

preteen years, and I still love certain songs from it. I (almost literally) cut my teeth

while listening to “Every Christian Lion-Hearted Man Will Show You,” “I Can’t See

Nobody,” and “To Love Somebody.” Although the album was thoroughly stomped by

the Beatles’ Sgt. Pepper’s Lonely Hearts Club Band, the Bee Gees didn’t fare as

poorly as most other bands who were trying desperately to remain hip. Their or-

chestral arrangements were special at a time when such things were far from com-

monplace, and the blue-eyed soulfulness of their best songs rivals anything else in
its category, up to and including the Righteous Brothers.

“To Love Somebody” requires no excuses. Its skillful execution barely contains a
passion that was not usually found in music like theirs. It was soulful enough to
inspire a series of cover versions, some recent, which all fall far short of the compel-
ling believability of the Bee Gees’ original. In their hands, it was perfect enough to
make me fantasize about being as lovelorn as the singer, and for me, that is the
ultimate compliment that any pop song can be paid.

AUGUST 1967 #1 THE LETTER—THE BOX TOPS

SOme songs you just never outgrow. I remember when this single came out, I
hurried down to the stationery store in my neighborhood that sold the Top 40
singles, paid seventy-seven cents for my copy, and then raced back home to play it.
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I can still remember the blue Mala label and how the vinyl felt stiffer, more like
plastic, than most other singles. Then I hurried into the basement of my family’s
house, where I kept my portable record player, and proceeded to play the song over
and over and over. I must have played that record a hundred times. I can even
remember the feeling that I had while the song faded to the sound of a jet plane
rushing by. 'm not quite sure what it was, but I learned something that day. The
song touched me emotionally. Whether it was the words, the production, the melody,
or the flat but expressive delivery of the lead singer, the song genuinely moved me.
I felt as if I had found an aural means to touch a mysterious longing that I had
buried inside and an inexplicably pleasurable sense of loneliness consumed me.
“The Letter” somehow generated a feeling of deepness that I was not previously in
touch with. It might be hard to imagine how a simple pop song that was only a
minute and fifty-eight seconds in length could do this, but I feel confident that most
music lovers have had similar experiences. It’s both wonderful and a mystery how
this works, but that is what makes music more than just a mathematical relation-
ship of tones. Everybody is unique, so for everybody, the song that reaches them
will be different. For me, I will always remember that moment of self-awareness,
and I will always love the Box Tops’ version of “The Letter.”

AUGUST 1367 #10 BROWN-EYED GIRL—VAN MORRISON

ear Van,
I] As I sit down to collect my thoughts and reflect on the enormity of your career,
I'am on a short business trip in a rural area of western Massachusetts. I am spend-
ing the night at a tiny country cottage with only a potbellied stove for heat and a
forty-year-old radio for entertainment. For company, I've turned the boxy AM radio
on and am listening to the local station play its
hybrid of classic country music, easy listening,
and golden oldies, with occasional garage sale an-
nouncements and advertisements for small local

businesses. As a fairly remarkable coincidence,
they just played “Brown-Eyed Girl.” Afterward,
the disc jockey announced that today, August 31,
1994, is your forty-ninth birthday. Happy birth-
day, Van, and thank you for three decades of music
that has always been heartfelt and honest.
Considering the length and breadth of mate-
rial you have recorded, it is difficult to appreci-
ate the enormity of your output. Your recent great-
est-hits package highlights the diversity of your
work by tracking early punk-blues classics, such
as “Gloria” and “Baby, Please Don't Go,” along-
side more recent Celtic-introspective explora-
tions, such as “Did Ye Get Healed” and “Have I

m
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ODE T0 BILLY JOE—BOBBIE GENTRY

AUGUST 1967 #2
REFLECTIONS—DIANA ROSS
AND THE SUPREMES

AUGUST 1967 L0
BABY, | LOVE YOU-ARETHA FRANKLIN

AUGUST 1967 #

COLD SWEAT [PART 1)—
JAMES BROWN

AUGUST 1967 #8
FUNKY BROADWAY—WILSON PIGKETT
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Told You Lately” (a megahit with Rod Stewart’s sensitive cover version, but in real-
ity not a whit better than your own original recording). While most other rock-and-
roll figures from the '60s pretended to know the secrets to the fountain of youth,
your music always reflected an unresolved longing for self-awareness. Mick Jagger
became obsessed with maintaining his youthful image. You worked just as hard to
shake it. To see you today in photographs, it is difficult to equate the forty-nine-
year-old man with the impatient man-child that sang lead for Them. Really, though,
it’s no different than looking at a fifty year old and trying to see the child inside that
he once was. Since rock and roll puts what is traditionally viewed as “normal”
maturity into a state of suspended animation, it is usually a lot easier to compare
today’s surviving rock-and-roll stars with their past. Pete Townshend, Paul
McCartney, Ray Davies, Lou Reed...all more or less still fit the mold of their youth.
As a fan who doesn’t know you at all except through your music, I have the distinct
impression that your explorations have taken you
miles from where you once were. “Enlightenment,

GREAT MISSES I don’t know what it is” is a memorable lyric from

aa el a recent album of yours, and of course, I believe
AUBUST 1967 #9 . . .

SAN FRANCISCAN NIGHTS— you. But the simple desire for enlightenment and

ERIC BURDEN AND THE ANIMALS spiritual growth seems to have made the quest

worthwhile. It’s not the destination but the jour-
ney that counts, and though it is only human to
continually fall short of any lasting peace of mind, your desire for personal growth
has surely put considerable distance between the existential beauty of your recent
work and the terrifyingly confused young man who sang “T.B. Sheets.”
“Brown-Eyed Girl” was your first significant solo recording after the splinter-
ing of Them, and already it signified your desire for change. Instead of writing in
the present tense and singing about sexual obsession and frustration, you reflect
on the memories of those days that have since passed. While you were “some-
times overcome just thinkin’ ‘bout makin’love in the green grass behind the sta-
dium...,” you were inspiring my own desire to fulfill my dreams and cherish the
moment. My own memories have a heightened significance whenever I hear this
song. We've come a long way since 1967. To paraphrase the lyrics, my, how we
have grown. A lot has happened since then, but to be honest, I know little and
have even less desire to know about the details of your personal life. Our connec-
tion has been thoroughly one-sided, and the only conduit has been your music.
It's meant a great deal to me for thirty years, so thank you. And happy birthday.

SEPTEMBER 1967 #1 10 SIR WITH LOVE-LULU

ulu was born Marie McDonald McLaughlin Lawrie in a small town near Glasgow,
Scotland. She was a precocious child and had started winning talent contests
by the age of five. Before the general acceptability of rock and roll, she sang with
an accordion band, but once the more modern American teenage music began to
become popular in Europe, she joined an electrified band called the Gleneagles.
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They changed their name to Lulu and the Lovers at the The melody is
request of their first record company and a rather rau-

cous but definitely “white” version of the Isley Brothers’ deceptively
“Shout” became their first European hit. Follow-up re- complex
leases were less than remarkable, and by 1966 the group )
disbanded, leaving Lulu to follow a career as a solo per- swirling all
former. To her advantage, record producer Mickie Most around the
began to shape her image and material sufficiently to re-

establish her popularity in the European market. chord struc-

Thanks to Most, Lulu found herself well-known in Great ture. flo ating
Britain but hardly significant in the U.S. This changed )
when she landed the plum role of a precocious white teen- and soaring by
ager (typecast, perhaps?) who taunts and then learns to the sheer will
respect her black teacher (Sidney Poitier) in the James
Clavell movie To Sir with Love. The importance of this of its ingenuity.
role came into full view when she was asked to sing the
title song, written by Don Black and Mark London, which went on to become a #1
hit for five weeks in America. Paradoxically, it never entered the English charts.

Lulu’s mastery of pop and her awkward adaptation of R&B suggested that she
was much better suited for material like “To Sir with Love.” At a time when pop
music was intended for mass consumption —before the multitudinous cubbyholes
that segregate today’s music formats—this song was exposed to both adolescents
and adults and appealed more or less equally to both. I can’t say what became of
the songwriters, but this song possesses one of the most undeniably pretty and
ingenious melodies of the rock-and-roll era. It stood out then, and still does today,
because of the clever movement of the melody. It is deceptively complex, swirling
up, down, and all around the chord structure, floating and soaring by the sheer
will of its ingenuity. Lulu deserves credit for singing the song straight enough to
allow the tune to speak for itself, while capturing the respectfulness inherent in
the lyric and demanded by the melodic structure.

Songs this well-written were (and still are) a rarity. “To Sir with Love” brings
to mind the ideal that was prevalent among Tin Pan Alley songsmiths from the
first half of the century, such as Hoagy Carmichael and Cole Porter. Sophisti-
cated and demanding in interpretation, their songs usually demanded respect for
the songwriter’s craft and artistry. Lulu’s version of “To Sir with Love” does just
that, capturing an excellent performance and arrangement that are both formi-
dable and beautiful.

SEPTEMBER 1967 #4 HOW GAN | BE SURE—THE YOUNG RASCALS

Atlantic’s signing of the Young Rascals in 1965 signaled a widening of the target
audience for each party. Bringing an all-white rock-and-roll group to the mostly
black R&B-based label had two interesting side effects. Young white fans who
were mostly unfamiliar with Atlantic’s classic R&B acts were now acquainting
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themselves with the red-and-black label, while the label’s traditional fan base
found the Rascals to be appealing and accepted them as bona fide R&B artists.
Working with the Atlantic production staff of Arif Mardin and Tom Dowd cer-
tainly played a role in bringing out the early blue-eyed soul aspect of the Young
Rascals’ sound. Also, their experience as a first-class bar band helped them to
hold and control an audience when they played cover versions of contemporary

R&B songs such as “Mustang Sally” and “In the

Midnight Hour.” Over time, though, this began
m to wear thin, and they felt compelled to compete

SEPTEMBER 1967 ¥2 with the more laid-back and adventurous sounds
SDUL MAN—SAM AND BAVE that were cropping up all over.

The Rascals’ first conscious attempt at change
was met with spectacular success when
“Groovin™ became one of the biggest hits of 1967.
BREAT MISSES Their next record, “A Girl Like You,” was re-
leased two months later and signaled a compro-
SEPTEMBER 1967 #3 mise by combining aspects of their early R&B
sound with their new, mellower approach. It
reached #10. In only another two months, “How
Can I Be Sure” entered the Top 40 and soon
peaked at #4. With all the grace of a European waltz, the Rascals moved light
years away from “Good Lovin’.” What a gentle and lilting melody this is. An accor-
dion, a trumpet, and a chiming piano all lend credence to the curiously compel-
ling treatment. By abandoning what they did best, the Young Rascals found their
own voice; forceful soul sounds were decidedly out, and sophisticated, pastoral
melodies were in.

IT MUST BE HIM—VICKI CARR

SEPTEMBER 1967 #6 |YOUR LOVE KEEPS LIFTING ME] HIGHER
AND HIGHER—JACKIE WILSON

don’t quite know how he did it, but just as the world was beginning to forget
about Jackie Wilson, he released the best record of his career. Free of the hor-
rible accompaniment that hampered his early recordings, “Higher and Higher”
sounds positively modern. Instead of flooring us with vocal pyrotechnics (a tech-
nique he often used to a fault), he sings the song straight and soulfully, and his
backup band perfectly handles the infectious rhythm. Even the horns and back-
ground singers sound appropriate. At a time when Motown was redefining the
sound of black music, sometimes at the expense of authenticity, Wilson recorded
this soul classic that perhaps owed more than a little to the sounds emanating
from the motor city. A laconic, dull cover version was later released by Rita Coolidge,
which inexplicably became more popular than Wilson’s wonderful original.
The bullet that entered Wilson’s abdomen during a scuffle with a confused fan
in 1961 was never removed, but his recovery seemed to be complete. He began to
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perform live again but usually without the same energy that he had become known
for. Poor management and material, as well as a developing drug dependence,
once again took their toll, and his return to the spotlight turned out to be short
lived. He was soon relegated to touring the oldies circuit with Dick Clark’s travel-
ing revue. In September 1975, Wilson had a heart attack and collapsed while
onstage in Cherry Hill, New Jersey. He lapsed into a coma and suffered ineradi-
cable brain damage, with his speech and physical abilities terribly impaired. At
the time of this accident, he lacked health insurance and allegedly owed hun-
dreds of thousands of dollars in back taxes. Musicians such as Barry White, the
Spinners, and the Asbury Jukes contributed and performed benefits to ease his
financial burden, but Wilson’s problems proved to be insurmountable. He passed
away on January 21, 1984.

SEPTEMBER 1967 #14 DANDELION—THE ROLLING STONES

What in the world is this song about? It hardly matters, but...aah, never mind.
Perhaps some readers will experience hidden meanings from song lyrics, but
in this case, I'd rather just bob along to the melody with everybody else. I could
ramble on about how Mick Jagger evokes the flowery nature of hippiedom by
reflecting on the temporal nature of physicality and the ultimate uselessness of
timekeeping, etc., blah, blah, blah, but I'd bore even myself and I dont believe
that rubbish anyway. Jagger is probably just frothing meaningless nonsense that
sounds good syllabically, and I couldn’t care less. It’s the unforgettable melody
that matters here. By now, the Stones were so steeped in psychedelia that their
blues roots had been sublimated to the point of
irrelevance. Writing floral pastiches to suit the |
times was mindless fun and made for great lis- GREAT MISSES
tening while wearing Nehru collars and love
beads. “Blov.v away, Dandglion” didn’t have to L 016 ROGK AND ROLL MUSIC—
mean anything so long as it sounded good, and PETER, PAUL AND MARY

it did. “Dandelion” was a leftover track they re-
corded around the s3me time as “Ruby Tuesday,”
and it contains many of the same ingredients that made that song a hippie clas-
sic. Another thing “Dandelion” had in common with its predecessor was the band’s
intention for it to be a B side to another recording.

For the rest of the world, 1967 might have been an optimistic year signifying
the promise of a new lifestyle, but for the Rolling Stones 1967 was hell. Earlier in
the year, Jagger and Keith Richards had both been convicted on drug charges.
Both received exceptionally stiff prison sentences. After spending a short while
behind bars, Richards’s conviction was overturned, and Jagger’s was reduced on
appeal. Their first point of order was to record a tongue-in-cheek celebration of
freedom titled “We Love You,” which features sound effects (a cell door slamming
shut, for instance), backward tape loops, and a drug-crazed Brian Jones wailing
away on a new electronic instrument called a mellotron. It also allegedly contains

SEPTEMBER 1967 K9
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backing vocals from John Lennon and Paul McCartney. The extravagant nature
of the song is in perfect keeping with the times, and the Rolling Stones released it
as their new single. Inexplicably, the experimental “We Love You” stiffed while
the more easily palatable B side, “Dandelion,” did just fine. Just as it did with the
Stones’ previous single, American radio ignored the A side and instead played the
much safer and obviously commercial “Dandelion.” As a result, the group contin-
ued to have hits in America, even if they were unintentional.

OCTOBER 1967 #2 THE RAIN, THE PARK, AND OTHER THINGS—
THE COWSILLS

he story of the Cowsills is a shining example of why some people, upon hearing

a hare-brained scheme, will usually say, “I wouldn’t sell the farm if I were you.”
Bud Cowsill retired from the U.S. Navy in order to dedicate his energies to pro-
moting his four sons in the world of professional music. He also enlisted his wife
and four-year-old daughter into the program. Two other sons (this guy has a big
family) were taken on as road manager, sound engineer, and sometime instru-
mentalists. He then proceeded to spend his life savings on musical instruments
and promotion. In a phrase, he sold the farm. Deeply in debt to the point of burn-
ing furniture for warmth in the wintertime and warding off repossession proceed-
ings on his home, he suddenly saw a ray of hope when MGM agreed to sign the
Cowsills.

Artie Kornfeld was a songwriter who was impressed not only with the novelty
of the singing family, but with their genuine talent. (By the way, this is the same
Artie Kornfeld who would eventually become one of the principal organizers of
the concert event of the century, Woodstock.) They sang in well-constructed har-

mony, could play their own instruments, and even wrote

Any band much of their own material, a forgotten fact after the sub-

that in this day sequent superstardom of their pretend television clones,

the Partridge Family. Kornfeld wrote “The Rain, the Park,

and age would and Other Things” with someone named S. Duboff, and

attempt to he produced the group’s first session for MGM. The ray of

hope became an abundance of sunshine when the arrange-

sound as ment shot to #2, blocked from the top spot only by the
Monkees’ “Daydream Believer.”

Any band that in this day and age would attempt to

floral as the sound as optimistic and floral as the Cowsills did in 1967
Cowsills did in would become a laughingstock. Even for their time, they
seemed to represent an absurdly happy and well-adjusted
1967 would family, not a particularly cool image to convey in the early
days of the hippie movement. But this was 1967, and “The
Rain, the Park, and Other Things” made all the right ref-
laughingstock. erences: love, flowers, and a peaceful sense of optimism.

optimistic and
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The melody is classically brilliant. Exotic instrumentation, including an echoey
organ, sound effects, and a very prominent harp, round out the (Five part? Six
part? Seven part? More?) harmonies and make the song a guilty pleasure that is
effective far beyond the standard pop confection. It may have been gooey, but it
was really good goo.

Most of the Cowsills’ subsequent sessions were produced by the two eldest
brothers, Bill and Bob, who also handled much of the songwriting. “We Can Fly”
(#21) and “Indian Lake” (#10) followed “The Rain, the Park, and Other Things.”
The group’s career was capped in March 1969 when their arrangement of the title
song from the musical “Hair” sat at the #2 position for two weeks. Bill Cowsill left
in May 1969 for a career as a songwriter, and the Cowsills have been inactive as
hit makers ever since.

OGTOBER 1967 #8 A NATURAL WOMAN (YOU MAKE ME FEEL LIKE)—
ARETHA FRANKLIN

Aretha Franklin’s Atlantic recordings were the natural extension of the work
that was begun when Ray Charles made his first recordings for Atlantic. His
innate genius brought gospel vocalizations to popular music by first breaking
the self-protective barriers of the R&B charts, then crossing over to the wide-
spread pop audience. When Charles left Atlantic in the early ’60s, he opened a
void that remained mostly unfilled until Franklin arrived. Franklin’s gospel
background was more formalized than Charles’s and was also more studiously
ingrained. Her transition to pop was also less controversial than Charles’s had
been a decade earlier. On the contrary, once Atlantic wooed her from Columbia
and allowed her to sing as she saw fit, she appealed to virtually every audience
that heard her. Whether you were a fan of rock and roll, jazz, pop, or R&B,
Aretha Franklin was it.

Atlantic producer Jerry Wexler came up with the title “A Natural Woman” and
asked Carole King and Gerry Goffin to compose something around the phrase.
When they returned, they had a finished composition that suited Franklin to a tee.
When she sings “You make me feel like a natural woman,” her voice conveys not
only the knowing earthiness of her sexuality, but also the sanctified purity of religi-
osity. It is a hymn as well as a song of lust, which is no easy
feat. King later recorded her own version on the phenom- Whether vou
enally popular Tapestry album and performs it admirably, y
but the double-edged sword of Franklin’s interpretation is were a fan of
tempered in the hands of the songwriter. On her best re-

cordings, Franklin’s piano playing is as integral to the over- rack and rall,
all soulfulness as her voice is, and “Natural Woman” is a jazz, pop, or
perfect example of the organic sound that she brings to her REB. Aretha
material. The sonority of the string arrangement (credited )

to Art Nardin) adds a sweetness without pilfering the root Franklin was it.
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integrity of Franklin’s interpretation, and Tom Dowd’s production is as perfectly
unobtrusive as it always is.

Franklin’s remarkable talents have inspired an endless line of disciples. Any
woman (or any man, for that matter) who has since sung with gospel inflections —
and these days anybody who doesn’t is hopelessly outdated —owes her a debt of
gratitude. The entire catalog of popular music has incorporated the sound and
feeling that was initially popularized by Ray Charles and then made universal by
Aretha Franklin.

NOVEMBER 1967 #1 DAYDREAM BELIEVER—MONKEES

Give her my autograph and tell her
It’s been nice knowing you
—«Star Collector” (Gerry Goffin and Carole King)

t was time for Davey Jones to reinvent himself. After such image-reducing songs

as “I Wanna Be Free” and “The Day We Fall in Love,” he was finally singing
material that was substantive. In “Daydream Believer,” songwriter John Stewart
invokes images of domestic bliss derived from dreams and fantasy. It is lyrically
opaque even after all these years, but it still begs you to belt it out at the top of
your lungs when the chorus rolls around.

Despite the quality of this song, the Monkees’ days as hit makers were num-
bered. One more song followed in the Top 10 (“Valleri,” which Mike Nesmith de-
cried as “the worst single ever made”), another in the Top 40 (“D.W. Washburn”),
and then oblivion, until a short-lived reunion in 1986.

Just because the hits stopped doesnt mean that the band no longer released
good material, however. They spent the next few months working on the unfathom-
able but creative movie Head, which essentially drove the nails into their commer-
cial coffin. Despite the fact that this movie yielded some of their greatest and most
mature material (notably “Porpoise Song” and “As We Go Along,” both Goffin-King
compositions), nobody bothered to watch or listen. The Monkees had become so
self-conscious that they deliberately made a movie that made fun of the fact that
they were making fun of themselves. In the process, a grossly commercial band of
slight artistic merit had become a remarkably creative unit with little commercial
appeal.

NOVEMBER 1367 #4 | SECOND THAT EMOTION-
SMOKEY ROBINSON AND THE MIRAGLES

With an ear for lyrics that was so original it defied logic, Smokey Robinson
could make unique phrases sound universal. When an acquaintance acci-
dentally blew the phrase “I second that motion” during a casual conversation, a
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lightbulb went off in Robinson’s head that started the lyrical formation of “I
Second That Emotion.” The song proves that not only could he turn a phrase in
a clever way, but that he could also be expressive and poetic. He makes the
point that he is sincere in his desire for a serious relationship by systematically
stating what he does not want: “Maybe you
want to give me kisses sweet, but only for one
night with no repeat.” He goes on to say, by way
ofa t{eautlful Ipelody, tha§ he wants nophlng to NOVEMBER 1867 -
do with anything that might break his heart | HEARD 1T THROUGH THE
but, “If you feel like loving me, if you’ve got that BRAPEVINE—BLADYS KNIGHT
notion, I second that emotion.” That is pop po- AND THE PIPS

etry incarnate.

Without actually counting them, Robinson
estimates that he has written and published 1,500 songs and that another 2,500
or so remain unpublished. To me, that’s like saying, “I have twenty kazillion
dollars.” It’s an unimaginable quantity. In the ’60s, forty-three of his composi-
tions reached the Top 40. He has written and produced Top 40 hits for Mary
Wells, the Temptations, Marvin Gaye, the Marvellettes, and a carload of others.
His visibility may have diminished in recent years, but he remains a formi-
dable, although enigmatic, presence on the popular music scene.

NOVEMBER 1367 #11 [THE LIGHTS WENT OUT IN) MASSAGHUSETTS -
THE BEE GEES

he Bee Gees are some of the most successful hit makers of our era, which is to

say, of all time. Before any of this was even a remote possibility, they were a trio
of English kids whose family moved to Australia for the promise of a better life.
While there, they practiced singing until they became local stars around their
hometown of Brisbane. Most of their appeal was with adults who saw them as
cute kids working the local circuit with a vaudeville act. Their roots were most
definitely not in rock and roll, and about as close as they came to R&B was the
Mills Brothers. Their early attempts at songwriting were a basic and primordial
stew, but their three-part harmonies and ambitious drive kept them in the spot-
light, including appearances on Australian television and radio. Although they
earned a recording contract with Festival Records, constant attempts at hit singles
failed to yield anything of consequence, so the Bee Gees and their family decided
to trek back to England in search of the big time. It wasn’t until after plans were
made and passage booked that their single “Spicks and Specks” became a #1
antipodean hit, but they decided they had had enough of Australia and continued
with their dream of becoming stars in England.

They weren’t in England for long before they were signed to a five-year con-
tract with NEMS Enterprises, a partnership formed by Beatles manager Brian
Epstein and entrepreneur Robert Stigwood. Stigwood was eager to discover his
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own Beatles and hoped that the Bee Gees would provide the ticket. Finally, the
brothers had a company with confidence in them, not to mention access to funds.
They immediately began to imagine orchestral arrangements for their songs
while the label launched an expensive campaign to introduce and promote them
to the press. This led to premature performances with a quickly hashed-out
program of cover songs for their newfound rock-and-roll audience, including
Cream’s “Strange Brew” (wince) and a straight-faced rendition of Peter, Paul,
and Mary’s “Puff, the Magic Dragon” (double-wince, uncontrollable twitch, and
a shudder).

“New York Mining Disaster 1941” was a fantasy story that became their first
single. Among the hoopla and the Beatles comparisons, it was a hit on both
sides of the Atlantic. The surprisingly soulful
B side, “I Can’t See Nobody,” was a precursor
of their next hit single. “To Love Somebody” was
S i a perfect record. IF signaled a change in style
1 SAY A LITTLE PRAYER— that was not readily apparent from their pre-
DIONNE WARWICKE vious work, but its follow-up, “Holiday,” was a
flaky number that nonetheless worked because
Robin Gibb sounded so sincerely flaky. All three
singles were culled from the Bee Gees’ debut
album.

, : Their second effort was called Horizontal,
NOVEMBER 18967 #10 3 3 2 3 5
AN OPEN LETTER T0 MY which despite high points, was considerably
TEENAGE SON—VICTOR LUNDBERG weaker than their first album. It yielded only
Ly one Top 40 single, but that song single-handedly
saved them from the sophomore curse and thrust
them into international stardom. “(The Lights Went Out in) Massachusetts” is a
mid-tempo, brooding number that seems to tell a self-conscious tale of a disillu-
sioned hippie returning home after a discomfiting spell in San Francisco. It ran
counter to the message of the Summer of Love school, but it was also vague enough
to avoid cliché or political incorrectness. It wasn’t the hippies who were listening
anyway. Although the progressive audience did not unilaterally dislike them, the
Bee Gees’ appeal was squarely in the pop field. Any band with such pristine pro-
duction values, what with full orchestral accompaniment and three-part harmo-
nies sung in rounds, must have been suspect. It probably didn’t help that the Bee
Gees sounded about as familiar with Massachusetts as most people are with Ant-
arctica. Maybe their fascination with America was subliminally contagious, but
for whatever reason, the song works. The Bee Gees were quickly becoming the
most famous quirky band without a niche to suit them.

A GREAT MISSES

NOVEMBER 1967 #26 BY THE TIME | GET T0 PHOENIX—GLEN CAMPBELL

ell, satanists, I'm afraid that Glen Campbell is living proof that one of your
major tenets doesn’t always apply. Campbell was born the seventh son of a
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seventh son, but as far as I can tell, he seems to be some- Yes, sir,
thing less than a bona fide progenitor of evil. In fact, his C
. . . , ampbell may

personable smile can sometimes be so damned ingratiat-
ing that he can seem as annoyingly hokey as a typical be a rhinestone
Hee Haw guest. Yep, if he’s the best the forces of evil can cowbay, but he
muster, then I'm confident that I can sleep a bit more ’
easily at night—unless a permanent smile and a habitual sure ain’t
penchant for Jimmy Webb songs qualify as a form of pos- Lucifer

. . . ucifer's
session. Yes, sir, Campbell may be a rhinestone cowboy,
but he sure ain’t Lucifer’s play toy. play toy.

Campbell became familiar with “By the Time I Get to
Phoenix” through its inclusion on a Johnny Rivers album. Jimmy Webb wrote
the song, as well as “MacArthur Park” and “Worst That Could Happen,” about a
woman he was dating at the time. Judging from the lyrical content of these
songs, it must have been one heck of a relationship. The most intriguing aspect
of the song is the subtle cry in Campbell’s voice, which makes the overt roman-
ticism of the lyrics somewhat more palatable. The string arrangement that ac-
companies his vocal makes it clear that this is no straightforward country tune,
but a pure pop confection that captures a desire that crosses everybody’s mind
from time to time. If life isn’t the way it should be, then why not simply pack up
and drive off to an unknown destination? As in James Thurber’s “The Secret
Life of Walter Mitty,” Webb invents a protagonist who does what he wishes ke
had the courage and wherewithal to do. Like the rest of us, though, since such
an impulsive move could have seriously affected his career, I'm sure it was noth-
ing more than a fantasy. In reality, he probably made sure to stay home to an-
swer the phone when she called, and they found a temporary compromise for
their differences. For a while, though, the thought of driving off must have been
intriguing. For the hundreds of thousands of people who bought the record and
bought into the lyrical premise, it sure did.

Much too pop-oriented to remain a country-western artist, Campbell made nu-
merous TV appearances on The Smothers Brothers Comedy Hour and his own
network TV show in the early 70s, which gave him broad-based exposure as the
whitewashed country boy who played a mean guitar/banjo/mandolin/anything
with strings on it. His relationship with country singer Tanya Tucker kept him
(and her) in the spotlight throughout the *70s, but he has been less visible since
their breakup in 1981.

DECEMBER 1967 #1 HELLD GOODBYE—THE BEATLES

hen the Beatles’ manager, Brian Epstein, passed away from an accidental
overdose of barbiturates, the precarious balance of power that existed be-
tween John Lennon and Paul McCartney tipped considerably in McCartney’s
favor. Lennon’s own drug use and philosophical tendency to sublimate his ego
made him an inappropriate candidate for taking charge of the Beatles’ busi-
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By now, well- ness. McCartney, on the other hand, appeared eager to
take control and immediately launched the group into a

constructed, . . . X .
movie project of his own conception, which he felt cer-
highly imagina- tain would strengthen and revive their image. Magical
tive. and Mystery Tour was his title for a conceptual film without
) a plot or a script. The idea was that the Beatles would
melodic pop host a tour-bus journey to nowhere in particular, and that
songs were is exactly where this mind-numbingly idiotic movie went.
A film about getting a flat tire on the Cross-Bronx Ex-
routine for the pressway would have been more interesting (and almost

Beatles and certainly more exciting). Critics were tripping over them-

selves trying to find words that were sufficiently insult-

were, at a ing. Compelled to explain himself, McCartney made a

minimum statement that sounded like a public apology for his ef-

’ fort, which was strange: how many other creators apolo-
expected. gized when they missed their mark?

The other effect of McCartney’s sudden rise to power
was that his songs became the dominant choices for singles releases. With the
exception of “Come Together” and, obviously, “The Ballad of John and Yoko,”
virtually every Lennon-McCartney composition that graced an A side from now
on belonged to McCartney. “Hello Goodbye” was the first post-Epstein single.
Lennon submitted “I Am the Walrus,” a seriously paranoid drug fantasy with a
melody that was inspired by a police siren, but “Hello Goodbye” was considered
to be the safer choice. If chart position means anything, it was a wise choice as
well, since “Hello Goodbye” reached #1 for three weeks while “I Am the Walrus”
failed to even crack the Top 40.

By now, well-constructed, highly imaginative, and melodic pop songs were
routine for the Beatles and were, at a minimum, expected. Here, the challeng-
ing aspect of their creations was absent, though, or funneled entirely into
Lennon’s B side. Well-constructed, highly imaginative, and melodic pop songs
may have been routine, but they were still pleasant to hear, even if you didn’t
know what McCartney was trying to say. Was he talking about the problems
between himself and Lennon? Beats me. Channeling his feelings about the gen-
eration gap? That’s a reach. Singing about himself and girlfriend Jane Asher? I
doubt it. The lyrics were probably nothing more than meaningless hot air, but
the music is both memorable and effective. The false ending before the song
fades is pure Beatles wit and still sounds as fresh as it did in 1967.

The two sides of this single might have drawn attention to the ever-widening
chasm between McCartney and Lennon—and “I Am the Walrus” certainly de-
served better than its paltry #56 chart position—but “Hello Goodbye” was as
good as it was harmless. Less than their personal best but still better than
most, it showed the world that, despite the fact that the Beatles might have lost
some of their sanity—and, with the death of Brian Epstein, a great deal of their
business acumen—their pop smarts were doing just fine.
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DECEMBER 1967 #2 CHAIN OF FODLS—ARETHA FRANKLIN

fter Aretha Franklin’s husband, Ted White, stormed out of Fame Recording

Studios in Muscle Shoals, Alabama, with Franklin reluctantly in tow, pro-
ducer Jerry Wexler found himself in a bind. It was his idea to bring Franklin
south for a sympathetic recording session, and instead an alleged racist com-
ment by an ignorant, horn-playing session man led to an evening of arguments
and fisticuffs. With only one complete song in the bag (“I Never Loved a Man”),
Wexler was unable to release a single until he tracked Franklin down to finish
her vocals on the B side, but she was nowhere to be found. He could hardly
believe the quality of the completed song and sent acetates to radio stations.
They loved it and played it constantly, but without a B side, there could be no
product. In the interim, he waited. Two weeks later, Franklin returned with her
sisters and dubbed her keyboards along with the background vocal arrange-
ment, adding the perfect finishing touches to Chips Moman and Dan Penn’s “Do
Right Woman, Do Right Man.” The single was
finally released, and Franklin entered the Top
10 for the first time. From that point on, things
kept burning. Re”spect. Baby, I Love Y.ou. A BECEMBER 1857 i
Natural Woman.” All were recorded in New IF | COULD BUILD MY WHOLE
York at Atlantic’s 1841 Broadway studios, since WORLD ARDUND YOU—

White refused to let Franklin return to Muscle MARVIN GAYE AND TAMMI TERRELL
Shoals. To preserve continuity and allow what
was obviously a winning mix to prosper, Wexler
did the next most sensible thing and flew the
musicians to New York. For “Chain of Fools,” DECEMBER 1967 ¥23
he also recruited Joe South, the guitarist/ TELL MAMA—ETTA JAMES
songwriter who became well-known after scor-
ing a hit with his own “Games People Play.”
With Wexler’s excellent taste and reasonably unobtrusive judgments, Franklin’s
esteem for him grew, while White began to play a lesser role in the making of
creative decisions. Considering the Muscle Shoals debacle and his tendency to
berate Franklin publicly, this could only bode well for her creativity, and Franklin
flourished.

Wexler and Franklin both have fond recollections of their time together, and
the resultant product is testimony to the quality of their relationship. While on
most all other fronts, pop music was getting floral and oblique, Wexler encour-
aged Franklin to make records that were direct and transparent. As a result,
the majority of her recordings leave little room for interpretation. They speak
plainly and with forthright candor and often imply a loose autobiographical
honesty. “Chain of Fools” is a prime example of this. Although Don Covay wrote
the song with Otis Redding in mind, Franklin sings it as though a spontaneous
thought has occurred to her and needs to be conveyed. Her personal life has
always been highly private, but enough is known about her abusive relation-
ship with White to reveal more than a modicum of personal experience from her

DECEMBER 1967 Lik]
DIFFERENT DRUM—LINDA RENSTADT
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interpretation of Covay’s lyrics. Franklin sings with too much strength and pride
to sound like a victim, so she comes off sounding more like an angry accomplice.
She seems to be mad at herself for allowing this to happen. “Chain of Fools”
speaks of a need for emotional detachment, and through the strength of her
voice, it sounds like it is only a matter of time until she musters up the neces-
sary courage. With Franklin, the best material is always the most honest mate-
rial; “Chain of Fools” sounds as honest and soul-baring as she could possibly

have been.
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CHAPTER FIVE: 1968-1968 Q

JANUARY 1868 #4 1 WISH IT WOULD RAIN—THE TEMPTATIONS

orman Whitfield was fast becoming the top dog at Motown for his production

work with the Temptations. In the beginning, he wrote most of their material
with lyricist Eddie Holland, of the famed Holland-Dozier-Holland production team.
The pair teamed up to write hits as diverse as the funky “Ain’t Too Proud to Beg”
and the bizarrely humorous celebration of ugliness called “Beauty Is Only Skin
Deep.” For their next single, they developed a musical idea that was written by
guitarist Cornelius Grant and came up with the emotionally intense “(I Know)
I’'m Losing You.” The collaboration between Holland and Whitfield was obviously
a productive one, but Holland was expected to concentrate most of his energy on
his main charges, the Supremes, so his work with the Temptations was relatively
short-lived.

By 1968, Whitfield had found a new collaborator in Barrett Strong, the vocalist
on Motown’s first hit, “Money.” Strong became interested in songwriting some
time after his brief recording career stalled. Just like Holland before him, he
abandoned singing and eventually became Whitfield’s main lyricist. Another oc-
casional collaborator at this time was Roger

Penzabene, a lyricist with a penchant for sad
love songs. “I Wish It Would Rain” featured m
overtly morose lyrics and was credited to A — "

Whitfield, Strong, and Penzabene. o SPOBKY—CLASSICS IV

How many songs are there about walking in
the rain to hide the pain, the tears, etcetera?
The theme was tired, even in 1968, but David

Ruffin’s believable voice managed to salvage the BREAT MISSES
proceedings. His gravelly delivery carries con-

siderable emotion, even when only going through JANUARY 1968 #4
the motions, but here he really puts a lot of him- SIMON SAYS—1510 FRUITGUM CO.

self into the song. Ultimately, “I Wish It Would
Rain” sounds less corny than heartfelt. When
Penzabene later shot himself over a long-suffering love relationship, it was fair to
assume that the words really were meaningful. Ruffin’s powerful performance
leaves no doubt and made him the group’s focal point, but this was fast becoming
a problem.

Ruffin’s stardom began to go to his head. All five Temptations were capable
vocalists, and either Eddie Kendricks or Paul Williams had sung lead at various
times, but Ruffin thought he deserved extra recognition. Since other acts had a
featured star, most notably the recently renamed “Diana Ross and the Supremes,”
he felt that “David Ruffin and the Temptations, featuring Eddie Kendricks” would
be appropriate, and he wasn’t kidding. Notwithstanding the moniker’s unwieldy
size, not many agreed with him, least of all the other Temptations. When Ruffin
refused to share a limousine with the other bandmembers, his dismissal was
seriously considered. Ruffin never saw it coming. He thought he was so integral
to the overall sound that he would never be considered expendable, but he was
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wrong. When he deliberately chose to miss an engagement in order to see his
girlfriend, the band decided to take action. Unceremoniously, he was handed his
walking papers, an action that would eventually become fairly commonplace for
the Temptations.

Dennis Edwards, a singer from the Contours, was waiting in the wings and
was immediately enlisted to take Ruffin’s place. The group taught him the songs
and the dance routines as quickly as possible, and in practically no time, he be-
gan touring with them. Ruffin, meanwhile, was shocked. In a sad and pathetic
flashback to the band’s early shows, before he joined, Ruffin would appear at
their gigs and jump onstage, unannounced and unwelcome. Eventually, security
guards were hired to keep him off the stage. Ruffin began recording as a solo act,
but after one sizable hit, “My Whole World Ended,” he began to drift into obscu-
rity. Soon enough, Kendricks would be in a similar predicament.

JANUARY 1968 #8 NOBODY BUT ME—-THE HUMAN BEINZ

he third edition of the Billboard Book of Top 40 Hits blithely and succinctly

describes the Human Beinz thusly: “Cleveland bar band.”

Oh. Well, that explains everything. Here’s what I know: the Human Beinz come
from Cleveland, and they say “no” on “Nobody but Me” even more times (thirty
times, then another thirty, and then another forty or fifty during the fade-out)
than Bill Withers says “I know” on “Ain’t No Sunshine” (twenty-six times). Now
you can’t say that I haven’t done any research. That’s a pretty awesome statistic
and is probably good enough reason to include this song here, don’t you think? Or
maybe I ought to come up with something a bit more valid. How about claiming
that “Nobody but Me” is such an imaginative and fun punk/psychedelic rework-
ing of Chris Kenner’s (or Hannibal and the Headhunters’ or Wilson Pickett’s)
“Land of 1,000 Dances” that it surpasses the source of its inspiration?

Of course, the Isley Brothers had the first opportunity to do this, since they
wrote and released “Nobody but Me” in the first place. But they blew it, and no-
no-no-no-nobody heard it. The Human Beinz added a few more dance crazes (and
a few more no-no’s, undoubtedly), along with some feedback and a warped fuzz-
tone guitar, and proved single-handedly that even though it was 1968, we were
still not too cool to dance.

JANUARY 1968 #25 SHE'S A RAINBOW—THE ROLLING STONES

'I'his single signifies the end of the second stage of the Rolling Stones’ career. The
first stage, broadly speaking, consisted of the band interpreting U.S. blues while
posing (convincingly, I might add) as dwellers on the threshold of all things evil.
The second stage was defined by an almost warped acceptance of hippie culture
and a struggle to remain relevant among the rapidly changing times. The very
fact that the caustic, wary, been-there-done-that Stones might have fallen under
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the spell of youthful optimism shows just how powerful the platitudes of the youth
movement were. To be honest, though, I think the primary reasons Mick J agger
and his cohorts embraced the “movement” were purely financial and narcissistic.
The Stones couldn’t imagine letting themselves become obsolete (who could?), so
it was imperative that they absorb the new ideology into their act.

On the heels of the Beatles’ Sgt. Pepper’s Lonely Hearts Club Band album, the
Rolling Stones released their own vastly inferior psychedelic effort, titled Their
Satanic Majesties’ Request. Although the title made a lame attempt at upholding
the Stones’ image as the masters of darkness, the album itself was a meandering
mess of hippie rhetoric and rudderless noodling. With the exception of the two
songs that were extracted for single release, the album existed as little more than
a poor relation to the Beatles’ effort. In fairness, its slipshod quality was largely
caused by the Stones’ legal entanglements,
which distracted them from their music.

For the third consecutive time, the Rolling
Stones released a single whose flip side thor-
oughly outperformedgthe intend:d hit side. "" mlvncl:lvn‘;]::x-smu Ml:llgs
“2,000 Light Years from Home” contained an
atmosphere of forced futurism, which inevita-
bly dated the song, but “She’s a Rainbow” was
another of the group’s wistful period pieces. It was based around a light-classi-
cal piano part that most definitely was not played by the Stones’ resident blues/
boogie instrumentalist, Ian Stewart, who objected to anything that varied from
standard blues changes. Instead of the blues, the song suggests the music of
someone like Mantovani, at least until the band enters. Two years ago, a song
like this would have been unthinkable in the Rolling Stones’ repertoire. Know-
ing full well that their demonic image had gone too far —possibly spurring the
media and legal backlash that led to their arrests—the Stones seemed to be
deliberately holding back on anything demonstrably intimidating or provoca-
tive. Once their cases were settled, though, look out: J agger and Keith Richards
were prepared to make up for lost time and most definitely were not about to
kowtow to the “petty morals” (an actual quote of Richards’s during his drug
trial) of their prosecutors. Upcoming songs such as
“J umpipg Jac}( Flasl}” and “Sympathy for the Devil” made Instead of the
that point quite plain.

These times also were marred by the downfall of Brian blues, the song
Jones. Jones’s time with the Rolling Stones had always sugnests the
been pockmarked with controversy, but his situation, both a8
in the band and personally, seemed destined to end tragi- music of
cally. It was Jones who founded the band and took the
initial role of leader. Back then, he named the group, ne-
gotiated its first contracts, and decided what material it Mantovani, at
would perform. As the Rolling Stones’ resident blues ex- least until the
pert, he gave the band an aura of authenticity—that is,
until Jagger and Richards became visionary songwriters., band enters.

someone like
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As strange as it
now seems, the
further Jagger
and Richards

Almost at once, Jones felt cut off, and although his frag-
ile ego refused to accept it, he was no longer the bona fide
leader of the band. As strange as it now seems, the fur-
ther Jagger and Richards ventured from their blues roots,
the more important Jones’s role as a multi-instrumental-
ist became. Still, his difficult personality, paranoia, and

personal problems were exacerbated by his excessive drug
intake, until he became simply unbearable to his associ-
ates. Although Jagger and Richards resolved their own
drug problems (albeit temporarily), a police raid of Jones’s
London flat led to his arrest and a lingering court case,

ventured from
their blues
roots, the more

important causing his lawyers to suggest that he not interact with
Jones’s role the other Rolling Stones. Jones was on his own. When he
did convene with the band, he was barely capable of play-

as a multi- ing music. The court case made public his “fragile grasp

. . of reality” and “extremely precarious state of emotional
instrumentalist adjustment,” doing little to boost his almost nonexistent
became. sense of confidence. Tension and paranoia worsened im-

measurably when his girlfriend, Anita Pallenberg, grew
tired of his violence and abandoned him for Richards. Although his sentence
was waived on appeal and the band was completing work on perhaps the best
album of its career, Jones’s second bust complicated matters further. It is pain-
fully ironic that while the Rolling Stones were moving back toward the hard-
edged blues that Jones specialized in, he was physically and mentally incapable
of any significant contribution. In 1969, with a tour looming on the horizon,
Jones and the Rolling Stones parted ways. Until Bill Wyman’s exhausted de-
parture in 1993, Jones was the only original member who left the band. He
never physically recovered or regained his sense of direction. While the Rolling
Stones rehearsed new material with his replacement, Jones floundered aim-
lessly. On July 2, 1969, he was found motionless at the bottom of his swimming
pool. Despite all attempts to revive him, he never regained consciousness and
was pronounced dead at the scene. The cause of death was determined to be
drowning, brought on by an excess of alcohol and drugs, compounded by severe
liver degeneration.

FEBRUARY 1968 #1 [SITTIN' ON] THE DOCK OF THE BAY—OTIS REDDING

tis Redding was raised in Macon, Georgia, in the shadow of his hometown

heroes Little Richard and James Brown. Originally, he styled himself after
Little Richard and won many an amateur show with his impersonation of the
flamboyant singer. It was at one of these contests that guitarist Johnny Jenkins,
a Jimi Hendrix prototype who has been overlooked by time, first heard Redding
and hired him as his featured vocalist. Jenkins had recorded an instrumental
with his band, the Pinetoppers, called “Love Twist,” which scored regionally and
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created a demand for a follow-up. A session was scheduled to take place at Stax
Records in Memphis, and legend has it that Redding came along simply to share
the drive from Macon with Jenkins. Once there, the session was somewhat of a
disaster, and out of desperation Redding sang a pair of songs in an attempt to
salvage the last half hour. One of these was the slow ballad “These Arms of Mine,”
and it was chosen for release simply because of the dearth of usable material
recorded that day. At the time, the session was seen as uneventful, if not a com-
plete waste, and this was only confirmed when “These Arms of Mine” took months
to make a modest showing on the R&B charts. Even then, the credit for sales
went to a deejay who was given 50 percent of the song’s publishing proceeds as a
form of “inducement” for airplay.

From such inauspicious beginnings, Redding would develop into the very per-
sonage of southern soul and would become the centerpiece around which the Stax/
Volt record label would build its image. As his individuality, confidence, and
songwriting improved, Redding’s reputation and fame also built steadily, from a
series of R&B hits to mass appeal within the crossover pop market. With the MG’s
as his support group, Redding had a formidable live show that would intimidate
anyone else who shared the bill with him. He could set an audience on fire with his
supplications and powerful presence. It was his performance at the Monterey Pop
Festival that broadened his audience when, against the odds, he went head to head
with the leading psychedelic San Francisco bands and whipped them good right in
their own backyard. The “love” generation welcomed Redding unconditionally, and
suddenly he was appealing to both black and white in equal measure.

Now, while he was at the pinnacle of his career, Redding decided to change his
artistic direction. After listening endlessly to the Beatles’ Sgt. Pepper album, he
began to write songs that were more reflective and less traditionally soulful. Laid
up for nearly two months after having polyps removed from his throat, he was
concerned that the tone of his voice would be altered permanently. The doctors
convinced him otherwise, but all that time without singing brought out a mellower
sound in his writing that, quite frankly, gave his band and
record label cause for concern. Even his manager, Phil The “love”
Walden, and his wife thought Redding was cracking up the
first time they heard “Dock of the Bay.” Where was the generation
screaming? Where was the pleading? Where was the pow- welcomed
erful ad-libbing that he was famous for? And what the heck
was he doing whistling while the song faded away? Nobody Redding uncon-
got it, but Redding insisted it would be his first #1 record. ditionally. and
Once the band finished the recording session, they were y.
inclined to agree. suddenly he

'I‘wo.dgys later, on December 10, Redding was ﬂylpg to was appealing
a television appearance on the show Upbeat in a private
twin-engine Beechcraft. Although commercial flights were to both black
grounded because of inclement weather, he didn’t want to d white i
miss the show. Mid-flight, things went wrong, and the air- ane white in
craft plunged into the frozen water of Lake Monona out- equal measure.

n
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side Madison, Wisconsin. Redding, along with most of the backup band, the
Bar-Kays, perished in the crash. Posthumously, Redding was proven to be cor-
rect when “Dock of the Bay” reached #1 on the national charts. His death dealt
such a powerful blow to the Stax/Volt label that it never fully recovered. Al-
though it would continue releasing hit records into the *70s, Stax would never
again regain the magisterial aura that disappeared with the death of its flag-
ship artist, Otis Redding.

FEBRUARY 1968 #15 WORDS—THE BEE GEES

'I'o my knowledge, never has a singer so effectively employed tremolo in his voice
as Barry Gibb does on “Words.” His vocal cords tremble from beginning to end,
which lends a brilliant effect to both the theme and the rhythm of the song. The-
matically, the quaver in his voice makes him sound as though he is forever on the
brink of tears. Rhythmically, it establishes a sixteenth-note pulse that keeps the
song from sinking into a sea of mush. This ef-
fect certainly wasn't lost on the producer, who
also mixed the song in a unique manner. The
voice is way out front and center while the or-
LA LA MEANS | LOVE YOU— chestral accompanim.ent i.s reduced to a hush.
THE DELFONICS Even when the band is at its loudest, the sound
of Gibb’s breathing is clearly audible, making
this as close to an a cappella performance as one
could get without dismissing the musical accom-
paniment entirely.

, : The melding of words and melody, as well as
FEBRUARY 14968 o 3 . .
JUST DROPPED IN {10 SEE WHAT th.e manner in which the words fit rhythmu.:ally
CONDITION MY CONDITION WAS IN}- within the melody, is faultless. Except for Gibb’s
KENNY ROGERS AND emotional slurs and judiciously bent notes, the
THE FIRST EDITION melody carries exactly one note per syllable from
beginning to end. This is a sign of astute work-
manship and clever songwriting. It also explains
why the tremolo is so important as a source of rhythm. It is probably no accident
that a song called “Words” was executed so deliberately, and what better reason is
there to prominently feature a well sung vocal line than to highlight the well
written “Words?”

FEBRUARY 1968 #

GREAT MISSES

MARCH 1968 #2 CRY LIKE A BABY—THE BOX TOPS

“an Penn and Spooner Oldham were two of the most talented songwriters to
emerge from the South in the mid-'60s. Penn, who has been regarded by no
less an authority than Jerry Wexler as one of the finest white soul vocalists around,
worked with (and sometimes against) Chips Moman at Moman’s American Re-
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cording Studios in Memphis. Before that, he was a songwriter and engineer at
Rick Hall's Fame Recording Studios, the first proper recording studio to hit the
rural area of Muscle Shoals, Alabama. Oldham was a session player and ace
songwriter/arranger at Fame, who eventually relocated to American. The good ol’
boys who played in these two studios (along with the session guys at Stax Records,
where Moman got his start) would often overlap their responsiblities. The result
was the construction of some of the most potent hit records ever. The music may
have had universal appeal, but a majority of the players shunned the notion of
stardom, with its prerequisite requirement of traveling. They remained in the
South and retained their rural demeanor and backwoods funky charm. Before
they were finished, they had affected pop music profoundly through artists like
Arthur Alexander, Percy Sledge, Wilson Pickett, Aretha Franklin, Clarence Carter,
and the Box Tops, not to mention dozens of others.

Penn and Oldham came across Alex Chilton
when he was only sixteen years old. The Box

Tops came in for a recording session, and Penn GREAT MISSES
decided to produce them, recording a demo song T

. « .. MARCH 1968 i
that was lying around called “The Letter,” writ- HONEY—BOBBY GOLUSBORD

ten by Wayne Thompson. When the record be-
came a #1 hit, Penn and Oldham got busy. The
group’s second single, “Neon Rainbow,” was dis-
appointing, so they decided to write the next song themselves, and “Cry Like a
Baby” was the sterling result.

This record is simply one of the best hybrids of Memphis soul, country, pop,
and psychedelia ever concocted. It qualifies as a classic in all four categories and
deserves enormous praise for its remarkable craftsmanship and faultless con-
struction. Chilton’s vocal is spot-on perfect. His deliberately hoarse and deepened
tone was an affectation to make him sound older, and it worked beautifully. Any-
body who is familiar with Chilton’s later work with Big Star or as a solo act would
find it hard to believe that the keening tenor of his natural voice could have been
altered so much, at such a young age. I imagine that it would be revelatory to
hear Penn’s original demo recording. Still, this version was treated lavishly, from
the electric sitar solo to the overdubbed (but not overdone) strings, horns, and
background vocals. It was a beautifully tasteful piece of work, and other than a
later hit called “Soul Deep,” the Box Tops never again came close to creating a
recording as definitively perfect as “Cry Like a Baby.”

WARCH 1968 #4 LADY MADONNA—THE BEATLES

lady Madonna” would have done practically any band proud. It had intriguing
lyrics, its construction was impeccable, its melody was hummable, and the per-
formance was spot-on. For the Beatles, though, it was hopelessly retro. With the
baroque constructions of most all their record releases since Sgt. Pepper, the Beatles
had painted themselves into a corner. How much more complex, layered, and
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convoluted could they hope to get? Well, chuck all that, they must have thought,
it was time to chill out and just play. “Lady Madonna” is a straightforward, piano-
based composition with the only concession to gimmickry being the late addition
of a saxophone quartet. The public must have been initially disappointed, be-
cause the single rose no higher than the #4 position, the group’s worst chart per-
formance for an A side since 1964. In retrospect, though, “Lady Madonna” is much
better than its initial reception indicated. The song moves at a rollicking pace
and is perhaps their most energetic single since “Paperback Writer.” Again, the
lyrics are obtuse and vague, but the music has a rootsy gutsiness, inspired by the
piano playing of Fats Domino and the vocals of Elvis Presley. John Lennon’s sar-
donic and equally stylized backing vocals (going “bup-bah-bah-bah bup-bah-bah-
bah-bah”) seem to be passing commentary on Paul McCartney’s confusing imag-
ery. In the scope of the Beatles’ thoroughly amazing career, “Lady Madonna” can
be viewed as a throwaway or as a means to bide time, but judging from the dis-
tance of more than twenty-five years, it is a very good song indeed, which has
outlasted and even surpassed some of the Beatles’ more ornate compositions.

MARCH 1968 #5 [SWEET SWEET BABY) SINGE YOU'VE BEEN GONE—
ARETHA FRANKLIN

ince I've been so busy recapping historical ephemera and personal musings on
the previous Aretha Franklin entries, I am well overdue for releasing my tor-
rent of superlatives, so here it is. While with Atlantic Records, Franklin recorded
some of the most important and trendsetting American recordings of the twenti-
eth century—on a par with the work of Duke Ellington and Louis Armstrong.
Pretty superlative, huh? I think it is essentially true, though, because with all
three artists, you cannot separate their techni-

cal virtuosity from their means of expression.
m In other words, their greatness cannot be mea-
sured simply by their musical talent. Producer

:::E“!“ll:l::! MUSIE— k8 Jerry Wexler put it brilliantly in his autobiog-
SLY AND THE FAMILY STONE raphy, Rhythm and the Blues, when he stated,

“To my way of thinking there are three qualities
MARCH 1968 m that make a great singer—head, heart, and
SCARBORDUGH FAIR/CANTICLE— throat. The head is the intelligence, the phras-

SIMEN AND GARFUNKEL ing. The heart is the emotionality that feeds the

flames. The throat is the chops, the voice.” Pre-
cision of execution, mentally and vocally (or in
the case of Ellington and Satchmo, instrumentally), is only good insofar as it
communicates to the heart of the listener. Regarding Franklin, this is so trans-
parent that it is inherently sad. If she so much as attempts to sing something
other than what is heartfelt, the result is abject failure. This is quite a burden, for
your options are to suffer the pain of endlessly baring your soul, or coasting.
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Luckily, standing naked before the crowd isn’t always painful—on occasion it
can be invigorating. “Since You’ve Been Gone” is just such a song. In spite of the
lyrics, Franklin and her then-husband, Ted White, composed something that tri-
umphs over the slackening will expressed in the
words. The arrangement is an amazing pastiche
of modern rhythm and soaring melody. It incor-
porates gospel fervor over a walking soul riffthat
is anchored by a rock-solid rock-and-roll beat. It
could have been the product of the seemingly
endless creativity of the Muscle Shoals instru-
mentalists, or maybe the ingenuity of Wexler’s
Atlantic team, but regardless, the expressive instrument is Franklin’s voice. Af-
ter that, the rest is fancy icing. Aretha alone imbues innuendo, intent, and inse-
curity. Therein lies the soul of her artistry.

GREAT MISSES

MARCH 1968 K7
THE UNICORN—THE IRISH ROVERS

APRIL 1968 #3 A BEAUTIFUL MORNING—THE RASCALS

It starts with chiming bells and then nearly trips over itself trying to recreate
the pastoral atmosphere of “Groovin’,” but “A Beautiful Morning” still manages
to sound every bit as beautiful as the day it describes. The creative and original
melody and vocals of Felix Cavaliere and Eddie Brigati can take the lion’s share
of the credit for this. Although the Rascals dropped the hard-rocking approach of
their early material, they couldn’t wash the soul from their singing, which was a
good thing. The vocals in particular here make the difference between a good
song and a great one. The Rascals were willing to take a few musical risks, but
this was perfectly in keeping with the “anything goes” atmosphere of the times.
Also, they finally and permanently dropped the juvenile “Young” Rascals tag so
that their name would reflect the maturation of their sound. Their next single,
however, marked a temporary return to flat-out soul with
their energized and optimistic antiracism anthem “People When other
Got to Be Free.” Although with age it appears a little rough
around the edges, “People Got to Be Free” was right on bands aban-
target for its time and held the #1 position for five weeks. duned pop to
When other bands abandoned pop to seek more per-
sonal avenues for their creativity, the Rascals felt com- seek more
pelled to do the same. Since they were known almost ex-
clusively as a pop act, however, they felt that their trans-
formation needed to be more dramatic than that of other avenues for
bands. If they were to gain credibility with the “hip” audi- their ¢ reativity
ence that they wanted to appeal to, they would have to )
completely reinvent themselves. Unfortunately, they over- the Rascals felt
compensated and aimed their sights so high that they shot compelled to do
right over the heads of their intended audience, or maybe
they just shot themselves in the foot. With foolhardy but the same.

personal

a
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admirable gusto, they refused to appear on any show or billing unless a black act
was also included. This cost them many profitable and high-profile bookings, in-
cluding an appearance on The Ed Sullivan Show. Their change to overtly per-
sonal and decidedly noncommercial material also completely ignored their tradi-
tional audience. By annoying both the establishment that supported them and
the fans who bought their records, the Rascals’ popularity faded rapidly. One by
one, the bandmembers left until Cavaliere decided to disband the group. He con-
tinued to work on a few eccentric solo albums and production work while ex-
bandmates Gene Cornish and Dino Danelli went on to form Fotomaker.

APRIL 1968 #8 AIN'T NOTHING LIKE THE REAL THING—
MARVIN GAYE AND TAMMI TERRELL

n 1964, both Marvin Gaye and Mary Wells were well-established stars. As a mar-

keting ploy, Motown president Barry Gordy decided to team them up for a set of
duets. When both sides of their single “Once Upon a Time”/“What’s the Matter with
You, Baby,” charted in the Top 20, it was proven to be a commercially viable idea.
Soon afterward, though, Wells left Motown in search of a better recording deal, so
Gordy sought a replacement. In the interim, Gaye supposedly recorded some tracks
with the unknown Uma Heard, but they remain unreleased. His next pairing was
with Kim Weston. In late 1966 they released “It Takes Two,” and it also broke into
the Top 20. The success of these duets made it apparent that Gaye was a natural
foil for a female singer, particularly if the theme was romance. Weston was a tal-
ented vocalist, but unfortunately, Motown never gave her the support or recogni-
tion that her talent seems to have warranted.
Gordy spent all of his energy on his new glamour
girl, Diana Ross, and wanted her to have as little
competition within the company as possible. As
a result, Weston followed Wells’s lead and also
decided to quit Motown. Once again, Gaye was
without a partner.

By 1967, Gaye’s personal and professional life
seemed to be slumping. He had only one minor (solo) Top 40 hit, and his marriage
was imploding. The seventeen-year age difference between him and his wife, Anna,
may have been partially responsible, but regardless, he seemed to be restlessly
drifting and lacking in inspiration. Enter Tammi Terrell. Terrell came to Motown
after a short stint with Luther Dixon at Scepter/Wand Records, where she recorded
under her birth name of Tammy Montgomery. Next she joined the “James Brown
Revue,” and began a relationship with Brown that, by most accounts, was stormy
and ultimately doomed. Afterward, she changed her name to Terrell. When she
arrived at Motown in 1966, Terrell impressed everybody not only with her voice,
but with her infectious, headstrong personality as well. Gaye in particular was
quite smitten. Although he denied until his death that there was any romantic

GREAT MISSES
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involvement between them, the image they portrayed on To date, the

vinyl was one of absolute, blissful love. )
Gordy “assigned” Gaye and Terrell to record together with emotional

his new songwriting team, Nickolas Ashford and Valerie passion of the

Simpson. Their first release, “Aint No Mountain High

Enough,” reached #17 and established a theme of everlast- Baye/Terrell
ing love, which would appear on virtually all of their subse- performances
quent releases. “Your Precious Love” and “If I Could Build .

My Whole World around You” followed, with both songs remains the
reaching the Top 10. Things finally seemed to be going yardstick by
smoothly for Gaye, until tragedy struck. Terrell was con- which all

stantly complaining of blinding headaches, and one night,
while performing onstage in Virginia, she collapsed into subsequent
Gaye’s arms. Diagnosed with a brain tumor, she became duets are
partially paralyzed from the illness. While she convalesced,
Gaye attempted to honor their obligations by performing measured.

solo or with Barbara Randolph as a replacement, but he

was often emotionally unable to go onstage.

Terrell’s partial recovery eventually brought her back to the studio in 1968.
Ashford and Simpson continued to write love songs for her and Gaye, including
“Ain’t Nothing Like the Real Thing” and “You’re All I Need to Get By,” and this time
they also handled production. “Ain’t Nothing Like the Real Thing” was the team’s
first single since Terrell’s diagnosis, and it exemplifies everything that was perfect
about the Gaye/Terrell linkup. Fans who had assumed Terrell was near death were
elated to hear her voice with Gaye, still singing of true love and devotion. It is
always a dangerous thing to confuse image with reality, but their performance here
is so convincing that it becomes hard to believe Gaye’s claim of a platonic relation-
ship. Sadly, Terrell never really recovered from her illness. To be mobile, she re-
quired crutches, so trips to the studio were often difficult and painful. The illness
sometimes caused her to have memory lapses, in which she would have trouble
recalling the lyrics to her songs. On March 16, 1970, Tammi Terrell passed away.
She was twenty-four years old. Gaye’s grief and heartbreak seemed boundless. They
may not have been lovers, but their love for each other was none the less for it.
Shattered and withdrawn, Gaye vowed to stop performing, a promise he would
keep for four years. His duet days were over, as well, except for a short-lived and ill-
conceived pairing with Diana Ross in 1973. To date, the emotional passion of the
Gaye/Terrell performances remains the yardstick by which all subsequent duets
are measured. So far, nobody else has even come close.

MAY 1368 #1 THIS GUY'S IN LOVE WITH YOU—HERB ALPERT

he success that Herb Alpert achieved with the Tijuana Brass was phenomenal.
In two short years ('65-'66), the group sold 13.5 million units in the U.S. alone,
more than any previous artist, including Elvis Presley or the Beatles. It was all
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the more odd, then, to discover that the Tijuana Brass did

not really exist, at least not initially, until Alpert required

Love with You” a group of musicians to perform his songs onstage. Only

was made to then did he recruit other members to play the rhythms,

harmonies, and lead lines in tandem with his own trum-

order, and pet part. The Ameriachi sound, as it has come to be dubbed,

Alpert’s reti- was discovered accidentally by Alpert when he was fool-

ing around with a tape recorder and noticed that doubling

cent vocal his trumpet part gave it a “Spanish flair.” On vacation in

made it one of Tijuana, where he attended a bullfight for the first time,

it struck him how he could utilize this new sound. Upon

the most his return, he set about recording an instrumental track

gharming and called “Twinkle Star” using his technique, and he retitled

it “The Lonely Bull.” Then, in conjunction with his friend

unassuming Jerry Moss, he formed an independent record label for the

love songs of explicit purpose of releasing the song and called it A&M

Records. “The Lonely Bull,” on A&M, gored its way up to

all time. #6 on the national charts, and A&M Records began its

astronomical climb to the top of the American indepen-

dent labels with a song that appealed mostly to a more sophisticated audience

than the usual pop fare. Alpert’s subsequent singles sold well enough, but his

album sales broke all records and established him as the premier easy-listening
artist of the time.

After having some difficulty during pop’s psychedelic era, Alpert needed to
change his style a bit. In 1968, he starred in a television special and asked
songwriters Burt Bacharach and Hal David to supply him with a romantic song
that he could sing to his wife. “This Guy’s in Love with You” was made to order,
and Alpert’s reticent vocal made it one of the most charming and unassuming
love songs of all time. He was certainly no power singer, but his soft reading of the
pretty song made it sound honest and heartfelt. He never intended to release the
song commercially, but radio phone lines and record shops were flooded with re-
quests for it after the TV special aired. Once he became aware of the huge de-
mand, Alpert had records pressed as quickly as possible, and the song rose rap-
idly to #1 and stayed there for four weeks. It was his first #1 hit single, and
Bacharach/David’s first #1 hit, as well. Strangely, it would be Alpert’s last Top 40
hit for more than a decade. His next appearance came in 1979. “Rise” repeated
the trick of “This Guy’s in Love with You” by rising all the way to #1.

“This Guy’s in

MAY 1968 #1 MRS. ROBINSON—SIMON AND GARFUNKEL

aul Simon and Art Garfunkel were neighbors and school chums from Queens,
New York, who each had an interest in singing at a young age. They enjoyed
harmonizing together and worked on duplicating popular songs. Their well-re-
hearsed arrangements attracted the attention of their schoolmates, and this

410
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inspired them to take the next step of writing their own material. Fortune came
their way when one of their compositions, “Hey Schoolgirl,” was picked up for
release in November 1957 and became a surprise hit for the pair, who billed
themselves as Tom and Jerry. They continued recording together but were soon
dismissed as one-near-hit wonders. The duo split and attended separate col-
leges, considering careers outside the music industry. Simon, however, contin-
ued writing, and his songs began to take on the leftist political bent that was
popular among (and apropos for) early ’60s folk musicians. Columbia Records,
through producer Tom Wilson, became interested in Simon’s songs and, after
hearing him perform with his old partner, Art Garfunkel, signed the pair in
1964. Their first album, the acoustic Wednesday Morning 3 a.m., was released
and promptly forgotten. Critics belittled the duo as uptown folk wanna-bes or
suburban Dylanists, a criticism that stung them. Simon, who had previously
visited England, returned and played the European folk circuit. While there, he
continued to write and record his compositions as a solo act for the BBC. Months
later, a radio station in Boston discovered a track from their album titled “The
Sounds of Silence,” and began to play it with some regularity. Wilson, who had
worked with Bob Dylan on recording his electrified hit “Like a Rolling Stone,”
seized the opportunity. He grabbed the acoustic tape of “The Sounds of Silence,”
dubbed amplified instrumentation and drums over the original tracks, and then
rereleased it as a single. You could argue that he got chocolate on their peanut
butter, or that they got peanut butter on his chocolate, but either way, the com-
bination of folk issues and rock instrumentation resulted in a very salable prod-
uct. The revamped “The Sounds of Silence” climbed all

the way to #1.

Ignoring its presence on the debut album, Columbia Golumbia
quickly assembled a second album around the electrified Records,
single and rush-released it to satisfy the public demand through

for new folk-rock product. Although the material was quite
good, the arrangements were somewhat sloppy and dis-
jointed. It wasn’t until their third effort, Parsley, Sage,
Rosemary, and Thyme, that Simon and Garfunkel had ac-
quired sufficient studio acumen to oversee the recording
process through to the finished product, resulting in a con-
sistently satisfying and complete album. One person who
took notice of their appeal to college-age audiences was
filmmaker Mike Nichols. Nichols was directing a script
by Buck Henry whose story revolved around the tribula-
tions of a young man fresh out of college and unsure of
whether he is capable of entering the “establishment.”
Nichols envisioned Simon’s songs as the embodiment of
the film’s protagonist, played by a young Dustin Hoffman,
and hired the pair to record the soundtrack. Unfortunately
Simon, never a prolific writer, had seemingly dried up and
was incapable of supplying sufficient material. At the end

1]

producer Tem
Wilson, became
interested in
Simon’s songs
and, after
hearing him
perform with
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signed the pair
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of his wits (and his deadline), Nichols inserted a few older
Simon and Garfunkel songs into the film and exasperat-
were usually edly requested something new. One song that was only in
its formative stages had the working title of “Mrs.
Robinson,” which excited Nichols greatly since that was
ent, revolving the name of a major character in the film. Simon and
Garfunkel completed the song in time for its inclusion,
but all hopes for a soundtrack album seemed quashed.
of egalitarian- Enter Clive Davis, the recently named head of Columbia
Records. Davis was desperate for an album to broaden
Simon and Garfunkel’s appeal beyond college campuses
ation, but "Mrs. and insisted on compiling a soundtrack from the rehashed
Robinson” was material and some incidental music. The release date for
the soundtrack coincided closely with the release of Simon
different. and Garfunkel’s fourth album, Bookends, (could Simon
have been hoarding his tunes from Nichols?) but instead
of hampering sales, each fed off the other. In June 1968, Simon and Garfunkel
occupied the top three positions on the album charts. They had become household
names.

With its confusing wordplay and silly phraseology, such as “W00-wW00-w00”
and “coo-coo-kachoo” (a playful lift from The Beatles “I Am the Walrus”), it was
and still is difficult to discern any specific meaning in the lyrics of “Mrs.
Robinson.” Up until this point, Simon’s lyrics were usually more transparent,
revolving around themes of egalitarianism and alienation, but “Mrs. Robinson”
was different. Each verse varies in theme and imagery. The melody sounds
sneaky and slightly foreboding while the lyrics sound underhanded and
duplicitous (“We’d like to know a little bit about you for our files” and “Most of
all, you've got to hide it from the kids”). Just as literate but less literal, Simon
succeeded in writing a song without any sense of stridency or overt delibera-
tion. The arrangement makes the song seem light and entertaining without
dissolving the topical content of the words. The result is one of the most memo-
rable and confusing songs Simon ever wrote.

Simon’s lyrics

more transpar-

around themes

MAY 1968 #2 MacARTHUR PARK—RICHARD HARRIS

ither you love it or you hate it. I suppose that anybody who writes overwrought

lyrics about cakes being left out in the rain gets what he deserves. Richard
Harris sounds so towel-wringingly distraught while singing about his lost recipe
that he practically begs for ridicule. It doesn’t help matters when he sings a line
like “Between the parted pages and were pressed in love’s hot fevered iron like a
striped pair of pants” as though he were Richard Burton performing Hamlet—
not to mention the fact that I can discern no meaning whatsoever from this gobble-
dygook. Am I missing something here? Is it intended to be a play on words—
pressed...iron...pants—get it? To make it even sillier, Harris pronounces “striped”
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in his most excessively English accent so as to render it a two-syllable word; he
says “stri-ped” if you can believe it.

This must be the most gloriously pretentious record that ever came anywhere
near the Top 10. Never before and never again could anything approach this
level of grandiloquence. So why do I like it? I don’t know. The only thing more
embarrassing than admitting that I like it is being unable to explain why. Maybe
it’s because it’s so god-awfully funny. Maybe it’s the go-go middle section that
instantly brings to mind visions of girls with hoop earrings, miniskirts, and
white thigh-high patent-leather boots doing the jerk. Mostly, though, I think it’s
the way Harris feels compelled to emote these lines convincingly, like Peter
O’Toole reciting “Louie Louie.” Maybe I should turn the tables and ask why you
don’t like it. Doesn’t it make you laugh? Don't you feel the urge to sing along,
despite your best instincts? Be honest now, wouldn’t the song almost take you
in emotionally if you could ignore the words? Besides, why quibble about the
words? Critics often go ga-ga over music that is naively absurd, so why not
apply the same rule of thumb to the stupendously absurd? Isn’t it wonderful
that something as surreal as a Marcel Duchamp construction was capable of
achieving hit status? I think so.

Jim Webb was born in 1946 in Oklahoma to a Baptist minister and his wife,
who maintained strict conservative values for their children. He studied piano
from the age of six and became a fluent reader of music, eventually writing his
own compositions along with their corresponding orchestral accompaniment. When
he was eighteen, his family relocated to San Bernardino, California, and all at
once he found himself exposed to a gigantic vista of experiences that had previ-
ously been out of reach. Suddenly, his mother passed away, and the family de-
cided to return to Oklahoma. Jim, with his senses reawakened, found it impos-
sible to return and decided to find work in California. He took a job at a music
publishing company and slept on the floor of an unfurnished one-room apart-
ment. Within a year’s time, he would be a millionaire.

His job put him in contact with Johnny Rivers, who recorded a song of Webb’s
called “By the Time I Get to Phoenix.” Nothing much happened with that record-
ing, but Rivers next teamed Webb with a group on his record label called the Fifth
Dimension. They recorded a song called “Up, Up, and
Away,” and Webb’s career followed the direction suggested This must be
by the song title. Next came their recording of “T'he Worst
That Could Happen” (eventually a big hit for Johnny Mae- the most
stro and the Brooklyn Bridge). Once Glen Campbell dis- lorious|
covered Webb, critics were hailing him as the most out- g y
standing contemporary American songwriter. “Wichita pretentious
Lineman” and “Galveston” were both his, and he was per- record that
ceived within the industry as the golden boy wonder.

Webb’s compositions benefited greatly from his facility Ever came
with orchestral arrangements, since they automatically
added an emotional edge to his impressionistic tenden-
cies. At times, he would push the envelope of communica- the Top 10.

anywhere near
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bility and self-indulgence, which perfectly explains how he developed “MacArthur
Park.” It was intended to be the last movement of a full-length cantata, but no-
body was interested in recording the entire project. Richard Harris was a famous
actor who had befriended Webb, and the two decided it would be both fun and
interesting to have Harris record a collection of Webb’s compositions and arrange-
ments. True to form, Harris picked what he considered to be the most dramatic
songs Webb had to offer, and they set to work. Although it topped the seven-
minute mark (a decidedly noncommercial length—remember, this was before the
Beatles’ “Hey Jude”), “MacArthur Park” was picked up by FM radio, then AM,
until it became a #2 hit, blocked from #1 by Herb Alpert’s “This Guy’s in Love
with You.” Despite his reputation and the overwhelming popularity of his mate-
rial, Webb would not have a #1 hit until 1978, with Donna Summer’s disco-fied
reworking of “MacArthur Park.”

MAY 1968 #7 THINK—ARETHA FRANKLIN

year had come and gone since Aretha Franklin’s first hit graced the Top 10,

and what a year it was. On virtually every front, popular music was changing
by leaps and bounds in ways that were previously unimaginable. Although
Franklin had the experience of a full-fledged veteran, the record-buying public
perceived her as a newcomer who had practically single-handedly altered the
direction of pop music away from the baroque and toward the basic—away from
the surreal and toward the hyperreal.

Her husband, Ted White, was still her occasional songwriting partner, and
together they wrote “Think,” her seventh consecutive Top 10 single. The song is
another rocker in the mold of “Chain of Fools” and even has some topical similar-
ity. One significant difference is that while
“Chain of Fools” portrays Franklin as someone
GREAT MISSES who is unwillingly beholden to her heart,
“Think” allows her to sound off at the person
YUMMY, YUMMY, YOMMY— whois mgssjng up her life. ’How she tempor"arily
OHID EXPRESS turns this into a celebration of freedom is be-
yond me, but she does it so well that it seems
natural. Maybe she is feeling a sense of libera-
tion because she has finally confronted the ne’er-do-well and is experiencing re-
lief, which is something like freedom. Nah, I don’t buy that. When she sings it, it
isn’t freedom she’s talking about, it's FREEDOM! Liberation of the mind, body,
and soul. Through the power of her voice and her expressiveness, Franklin came
up with another anthem. It could apply to civil rights, but if it does, then it is in
the context of the individual, not society at large.

In the midst of the tough years she faced in the late *70s, when disco leveled
pop music by sucking all the expressiveness out of soul music, Franklin made a
shockingly effective appearance in John Belushi and Dan Aykroyd’s 1980 film
The Blues Brothers. The movie was a critical failure, woefully short on humor or

MAY 1868 H4
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excitement, until Franklin lit up the screen to sing “Think” in a pair of house
slippers and a cooking smock. Although her appearance was intended to seem
kitschy and retro, she shamed the contemporary artists of the time who couldn’t
even hold a candle to her talent. She may have been away, but there was nobody
to replace her. After an absence of what seemed like an age (which I suppose it
was), it was a revelation to watch her inject a sudden burst of ferocious energy
into the film. It may have also salvaged her career, judging from her subsequent
hit-laden association with Clive Davis and Arista Records.

JUNE 1968 #3 JUMPIN' JACK FLASH—THE ROLLING STONES

inally, the Rolling Stones threw the baroque flourishes and ornate trappings of

their psychedelic phase into the dustbin and returned to no-holds-barred rock
and roll. The departure of their manager, Andrew Oldham, was a significant rea-
son for their return to stripped-down rock. Oldham was younger than the band
and possessed an irreverent attitude that suited them to a tee in their early years.
His p.r. talent was undeniable and brilliantly elevated them to superstar status
by giving them a powerful image to live with (and die by, in Brian Jones’s case), as
the antithesis of the Beatles. He was also crucial in inspiring Mick Jagger and
Keith Richards to start writing songs. Oldham fancied himself an artist of sorts
and often got involved in the band’s collaborative efforts, particularly with his
favorites, Jagger and Richards. After a while, however, the Stones began to find
him bothersome, particularly when he interfered
with their creative ideas. Just to unnerve him,
they would continually play bad, noncommer-
cial, and off-key blues whenever Oldham came
to the studio, until he decided that he had g::gllnsgsrn THE GRASS— H
enough and left them to their own devices. Their HUGH MASEKELA
first maneuver was to employ a talented Ameri-
can named Jimmy Miller, who was doing great
work as the producer for the band Traffic. This relationship would result in the
finest and most consistent output of the Stones’ career.

Talk about a comeback. After releasing an album that was almost unanimously
panned, after losing their artistic direction and part of their precious image, after
suffering through extensive and humiliating arrests, the Rolling Stones appeared
destined to collapse. Instead, they enacted an amazing return to form with a song
that defined the very essence of rock and roll. With lyrics that convey a nightmar-
ish parody of poverty and evil, Jagger wrote a fable of Dickensian proportions
that restored and further fueled the band’s demonic image while portraying him-
self as a mythic character extracted from a particularly gruesome Grimm’s fairy
tale. The upper-class circles that had befriended Jagger must have been amused
and mystified by his lyrical invention. During the verses, he teasingly invokes
surreal images of horror and destitution, only to cockily rise above their squalor
in the sardonic chorus. The instrumental riff is equally, if not more, important
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and today remains one of the single most common musical phrases of our age. In
fact, it has become so familiar that it is often difficult to really hear the song any
longer, which is a shame. It was actually Bill Wyman who had stumbled upon the
riff during an instrumental jam, but Jagger and Richards instinctively recognized
its potential and developed it into the rock-and-roll classic that it has since become.

How strange and curious it is that a song with such intrinsically evil words
and imagery should capture the mass imagination of its generation and become
so timelessly popular. The victimization of the song’s protagonist increases with
each verse until he is ultimately “crowned with a spike right through (his) head.”
The interpretations these lyrics are open to run the full gamut, from satanic
masochism to Christ-like suffering and innocence. Jagger’s vocals walk the fine
line between victim and torturer without ever committing to either, which is no
small talent and a testament to why, at his best, he is one of the best vocalists in
all of rock and roll. Instead of resolving these inhuman scenes of cruelty, he
simply juxtaposes them against a chorus that matter-of-factly states, “But it’s
alright now. In fact, it’s a gas,” while never explaining how that could ever be
possible. Now that things are “alright,” is the singer benevolently lending a
sympathetic ear to those who are less fortunate than he is, or has he become the
guy with the lit cigarette, flicking ashes on the heads of the peons and using
torture for his own whimsical amusement? The story also serves as a metaphor
for the trials and tribulations that very nearly destroyed the Stones during the
previous year, but it’s alright now. In fact, it’s a gas.

JUNE 1968 #7 ANGEL OF THE MORNING—
MARILEE RUSH AND THE TURNABOUTS

I always have and always will find it fascinating that “Angel of the Morning” and
“Wild Thing” (The Troggs) were both written by the same person. How a
songwriter could cover both the brainlessly Neanderthal macho-cool of one and
the intelligently feminine vulnerability of the other is beyond me, but Chip Tay-
lor did it. “Wild Thing” is an idiotic and brutish romp that sounds as though it
took about as long to compose as it does to perform. The song ends up being
entertaining because of its three-chord inanity and mock-cool performance. “An-

gel of the Morning” is everything that “Wild

Thing” is not. While the Troggs sound as though
they just stomped through somebody’s flower

JUNE 1968 H4 garden, Marilee Rush sounds as though she is
THE LOOK OF LOVE- prepared to let somebody stomp through hers.
SERGID MENDES AND BRASIL ‘66 Few songs before or since have so sensitively con-
JUNE 1968 - veyed that awkward moment addressed in these
REACH DUT OF THE DARKNESS— lyrics. Although she is certain that her mate
FRIEND AND LOVER doesn’t love her, she prepares for her “deflower-

ing” by stating that “There’ll be no strings to
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bind your hands, not if my love can’t bind your heart.” She’s instigating this physi-
cal coupling and asks only that he not humiliate her afterward. “Just call me angel
of the morning. Just touch my cheek before you leave me.” It’s a simple request and
probably a good deal for her lover, but does it display female sexual liberation or
propagate female servitude? The gorgeous melody captures the hollow feeling of
someone who is only making love out of loneliness. It is a masterwork of character-
ization, with a penetrating melody that haunts
both the soul and the conscience of the listener.

“Angel of the Morning” was originally recorded
and released by a singer named Evie Sands on
the Cameo record label. Although her recording
was sure to be a huge hit, the record company
went broke almost immediately after releasing
it. With no capital to supply product, the record
died a horrible death and went unheard. Months

GREAT MISSES

JUNE 1968 #14
SKY PILOT-
ERIC BURDEN AND THE ANIMALS

JUNE 1968 #17

TIPTOE THROUGH THE TULIPS—

TINY TIM

later, Taylor received word that a group called
Marilee Rush and the Turnabouts had recorded
a version of the song that was a regional hit
around their home state of Washington. Slowly, the record crept from the North-
west and began penetrating other markets until it eventually peaked at #7. Rush
had less luck with her subsequent recordings and has never again appeared on the
Top 40. In 1981, country singer Juice Newton recorded a faithful cover of Rush’s
version of Sands’s recording. Although she didn’t improve the song, she did improve
its highest chart position when her version went all the way to #4.

JULY 1968 #2 BORN T0 BE WILD—STEPPENWOLF

lthough we may not have been aware of it at the time, the late ’60s marked a
period when music was the dominant force of our culture, ahead of television,
the movies, fashion, art, sports, literature, etc. This is a major reason why there
is so much music from the ’60s that retains its vital qualities. A song was often
much more than a rhythm and a melody; it was a key to a new way of thinking. To
varying degrees, all other aspects of our culture took their cues from popular
music, giving it a momentary power that has not existed since. Even politics was
forced to kowtow to the power of popular music.
John Lennon; Bob Dylan; Crosby, Stills, Nash,
and Young; and others had developed political
identities that rivaled their identities as per- JULY 1988 il

formers, influencing young minds in ways that
the established politicians never could. They
were offering new solutions to old problems.
Music held the key to an open-mindedness that,
for awhile, made us think that we were really
different. Because of this, almost every famous
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Steppenwalf recording artist from the '60s was political in one sense or
another, and that included Steppenwolf. “Born to Be Wild”
encapsulated was the theme song for the movie Easy Rider,
the freedom of which portrayed an alternative lifestyle—namely that of
. two dropouts on motorcycles—and packaged it for the mass
riding a Harley, market. For the most part, though, the music propelled the
the freedom of movie and made it a willing vehicle for a new musical genre
" that would come to be known as heavy metal. The starting
speaking your point was Steppenwolf’s “Born to Be Wild.”
mind, and the They didn't appear in the movie, but we could get a pretty
good idea of what they looked like just by listening to the
buzz-saw stomp of their hit song. Thoughts of tattoos, greasy
choosing your hair, biker chicks, and no teeth came to mind, and I wasn’t
T too far off. Steppenwolf looked like the ultimate greaser-
cum-garage hard rockers. Long, dark hair, mustaches,
lifestyle in a leather, and sunglasses provided an image that made me
three-minuts think of them as chain-toting, stogie-smoking, car-bashing,
fear-inducing bikers—the Hell’s Angels on a holiday. The
pop song. alternative they seemed to offer was as close to the total
freedom of anarchy as could be imagined in 1968. What
better way to flip the bird at the establishment than through a heavy-metal motor-
cycle anthem? What better band to do it than the axle-grease and motor-oil-drenched
members of Steppenwolf?

To Mr. and Mrs. Middle-Class America, the underground alternative lifestyle
was becoming a bit terrifying and more than a bit titillating. Television airbrushed
the rough edges and came up with Room 222 and Rowan and Martin’s Laugh-In.
Other parts of the media tried to soften the blow of cultural degradation that seemed
to be impending, as well. Only music remained untarnished, mostly because it was
one of the few forums left in which individuals could speak for themselves without
answering to a series of committees and shareholders. It was still free, man. And
profitable. Even the major labels, such as Columbia and RCA, were starting to
grant some liberation to their artists. Steppenwolf encapsulated the freedom of
riding a Harley, the freedom of speaking your mind, and the freedom of choosing
your own damn lifestyle in a three-minute pop song. Not television, not literature,
not even the movies could do that. In the late '60s, that’s just the way that it was.

freedom of

AUGUST 1368 #10 1 SAY A LITTLE PRAYER—ARETHA FRANKLIN

I just lost my song. That girl took it away from me.”

These were Otis Redding’s words when he first heard Aretha Franklin’s pow-
erhouse version of “Respect,” but had he lived longer, he would have realized that
he wasn't her only victim. No matter what she sang, Franklin usually bettered
what came before. Only when she delved into the mysterious world of rock lyrics,
with their veiled references and indirect imagery, did she fall short of capsizing
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the song’s originator. Otherwise, she made mincemeat of the competition. “I Say
a Little Prayer” was a casual knockoff that casually made Dionne Warwicke’s
original recording sound stale in comparison. The only reason Franklin recorded
the song in the first place was that she and the girls were singing Warwicke tunes
during a break and realized they could do something interesting with “I Say a
Little Prayer.” According to producer Jerry Wexler, they finished the song in one
take. While somebody like Brian Wilson or Phil Spector would slave over a tape
machine for months on end trying to perfect every nuance, Aretha and Co. were
so instinctively together that they could walk in and complete a Top 40 hit with-
out even rehearsing the number in advance.

Aretha’s music was a feeling, not a construction.
Every single that Franklin released since join- m
ing Atlantic Records went to the Top 10 on the

. . AUGUSY 1968 #6
pop charts. Her eighth single scored on both SUIP AWAY—CLARENCE EARTER

sides when “The House That Jack Built” reached

#6, and the flip side, “I Say a Little Prayer,” AUBUST 1958 7
peaked at #10. YOU'RE ALL | NEED TD GET BY—

An interesting part of the arrangement for “I MARVIN BAYE AND TAMMI TERRELL

Say a Little Prayer” is the way Franklin lays
out for the entire chorus and inserts only taste-
ful but unreserved accents. Since her Atlantic debut, Franklin’s sisters Erma and
Carolyn were constant companions on disk and often shared the backing vocal
chores, along with Cissy Houston (Whitney’s mother) and her group, the Sweet
Inspirations. The Sweet Inspirations sing the chorus here. Carolyn Franklin was
not only a talented vocalist, but a formidable songwriter who supplied her sister
with some of her best material, including the ethereal Top 40 ballads “Ain’t No
Way” and “Angel.” Carolyn had her own record deal at RCA, and Erma recorded
for Shout and Brunswick. In fact, Erma Franklin recorded the original version of
“Piece of My Heart,” written by producer Bert Berns, which reached the Top 10 on
the R&B charts for her and later became a signature tune for Janis J oplin.

SEPTEMBER 1968 #1 HEY JUDE—THE BEATLES

The dream is over.
—dJohn Lennon, from “God”

When I was a child, I spoke as a child, I thought

like a child, I reasoned like a child; when I

became a man, I gave up childish ways.
—Corinthians I 13:13

'I'he time had come for the Beatles to give up their childish ways. It was hard to

imagine that fewer than five years had passed since America discovered the
Beatles, because so much had changed since then. The very fabric of our culture
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"Hey Jude” was had been inexorably altered, and the Beatles, who were in
the eye of this tempestuous hurricane, changed with us.

McCartney’s In retrospect, the overall impression of 1964 that lin-

way of coming gered was that of a virginal innocence becoming aroused

by the prospects of an exciting future. In 1964, Americans

to terms with had nothing more to be afraid of in popular culture than

the changes the androgynous nature of the Beatles’ haircuts. From the

vantage point of 1968, it was easy to look back wistfully

that were at the optimism of those times. The Beatles themselves

happening all must have felt similarly. The overwhelming excitement

of suddenly having the most famous four faces in the

around him. world, coupled with the energy and talent to rise up to

the expectations of the masses must have given them at

least some sense of satisfaction and pride in their achievement, even if it was
only short lived.

Human nature and time can be killers, though. They inevitably will disrupt
anything that appears to be static and will wear down even the hardest of sur-
faces. Initially, the tumultuous events that surrounded the Beatles brought them
closer together. The band became something of a private men’s club, containing
four exclusive members. Even wives and girlfriends were kept outside of the
fold. Their manager, Brian Epstein, acted as doorman who prevented all inter-
lopers from entering the private sanctum, but now Brian was dead.

The four Beatles, who lived like pharaohs, were never as innocent as their audi-
ence perceived them to be, but drugs, sex, money, and now the death of their man-
ager had irreparably corrupted their outlook and disrupted the framework that
held them together. Even the peripheral aspects of their lives (which is pretty much
where you stood if you were 