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POPULAR MUSIC

Presenting a comprehensive A—Z glossary of the main terms and
concepts used in the study of popular music, this fully updated second
edition covers key new developments in the area, such as the impact of
the Internet and reality TV.

Key definitions include:

Important musical genres, from alt.country to techno

Musical scenes, subcultures, and fandom, from goths to record
collecting

Methodologies, from biography to musicology

Music industry terms, from indies to producers

Musical phenomena, from girl groups to tribute bands

Roy Shuker is Programme Director in Media Studies at the School of
English, Film, Theatre and Media Studies at Victoria University of
Wellington, New Zealand. He is also the author of Understanding
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INTRODUCTION

As 1 complete this volume, the American presidential election is
coming to a frenetic conclusion. Dominating the front page of my
local paper is a huge picture of Bruce Springsteen and Democratic
candidate John Kerry at a rally in Madison, Wisconsin, arms around
each other, beaming into the camera. The headline, “Who Will Be the
Boss’, links the election outcome to the title Springsteen fans have
long accorded the rock star (Dominion Post, 30 October 2004).
Springsteen has just performed two songs, ‘Promised Land” and ‘No
Surrender’. The latter is the Kerry campaign’s unofficial theme song,
and the singer refers to how ‘Senator Kerry honors these ideals. What
clearer indication of the contemporary international visibility of
popular music could there be?

As I delve further into the paper’s weekend edition, I am bom-
barded with further items with a musical resonance. There is a review
of the first instalment of Bob Dylan’s eagerly anticipated auto-
biography, Chronicles: Volume One, praising the singer-songwriter as a
key figure in the development of ‘the rock canon’. The reviews sec-
tion also includes the Wellington Jazz Festival’s concluding concert;
the movies De Lovely, the Cole Porter story, and Coffee and Cigarettes,
with director Jim Jarmusch chatting with, among others, Tom Waits,
Iggy Pop, and Meg and Jack White (the White Stripes). The reviews
of new CD releases include Jan Garabeck’s In Praise of Dreams, which is
praised for ‘breaking down musical barriers” and its ‘crossover’ into the
mainstream music market. The ‘Entertainment’ pages include adver-
tisements for concerts by Fleetwood Mac: The Experience (a tribute
band); the musical Saturday Night Fever, with the claim that ‘Travolta
would APPROVE’, reminding some of us of the original film’s iconic
status; the Chieftains, with their ‘enduring Celtic music’; Brian Wilson
presenting Smile (‘the great lost album’); and the Sydney Dance
Company season performance Underground, featuring music by Nick
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INTRODUCTION

Cave. Indicating the role of the Internet, the concert advertisements
include the performers’ websites, and, of course, you can book online.
The ‘Business’ section of the paper includes stories on how music
discounting by local retail chain the Warehouse is squeezing out tra-
ditional music retail outlets; the strength of the New Zealand rap scene
and the associated merchandising possibilities being explored, espe-
cially through clothing lines; and concern from the local music
industry about the impact of downloading and CD burning. The
‘Television Guide’ includes the regular chart shows on mainstream,
free-to-air channels, including the internationally franchised British
Top of the Pops, with local acts added; several music documentaries, and
the Australian version of the reality show Pop Idol. And, of course,
retail advertisements throughout the paper include those for various
sound systems and recorded music in several formats.

This is the everyday discourse that surrounds popular music, and
which provides much of the impetus for this book. Implicit within
these stories, reviews, and advertisements are notions of musical
authorship, canonical texts, history, authenticity, audiences, and music
as a blend of entertainment, art, and commerce. Collectively, and
alongside other such stories, they indicate the commercial and cultural
significance of popular music. Its global and ubiquitous presence is
undeniable: we are exposed to its various forms through ‘muzak’ in
shopping malls; on the streets and in the parks with ‘ghetto blasters’
and Walkmen; on film and video game soundtracks; in popular
musicals; through MTV and other television channels, especially as
music video; on the radio at home and work; through the music press;
and ‘live’ in a variety of settings, from the stadium concert to clubs. In
cultural terms, popular music is clearly of enormous importance in
people’s daily lives, and for some it is central to their social identities.
In economic terms, the products of the music industry outweigh those
of any other cultural industry, with income including not just the sales
of recorded music, but also copyright revenue, tour profits, sales of the
music press, musical instruments and sound systems.

HOW ARE WE TO UNDERSTAND THE TERM
‘POPULAR MUSIC’?

The term ‘popular music’ defies precise, straightforward definition.
Culturally, all popular music consists of a hybrid of musical traditions,
styles, and influences. At the same time, it is an economic product
invested with ideological significance by many of its consumers. In one
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INTRODUCTION

sense, popular music encompasses any style of music that has a fol-
lowing, and would accordingly include many genres and styles that are
largely excluded from this volume, most notably the various forms of
classical music and jazz. Obviously the criteria for what counts as
popular, and their application to specific musical styles and genres, are
open to considerable debate. Record sales, concert attendance,
numbers of performers, radio and television air play, are all quantifiable
indicators of popularity, but classical music clearly has sufficient fol-
lowing to be considered popular, while, conversely, some forms of
popular music are quite exclusive (e.g. death metal). Many musical
forms now cross over in the marketplace, with distinctions between
‘high’ and ‘low’ or popular culture increasingly blurred. For example,
consider the highly commercial marketing of the Three Tenors, whose
classical music topped the ‘pop’ charts in the 1990s.

For the purposes of this study, I have largely followed conventional
academic practice, equating ‘popular music’ with the main commer-
cially produced and marketed musical genres, primarily in a Western
context. I am conscious that this emphasis is open to charges of
ignoring many significant forms of popular music, located primarily in
non-Western settings, but boundaries were necessary to make the
project viable. Further, Western styles of popular music continue to
dominate the international market place, at the same time appro-
priating local musical styles and being engaged with and absorbed by
them. Accordingly, the emphasis is on traditional ‘rock’ and ‘pop’
forms, and their various derivative styles/genres, along with more
recently prominent genres such as rap, ‘world music’, and the various
styles of dance music. Styles such as jazz and blues are only dealt with
here in so far as they have fed into contemporary mainstream popular
music.

THE STATE OF POPULAR MUSIC STUDIES

In the first edition of this book, I observed that ‘Popular music studies
has become a growth area, and the field is now both extensive and
highly active, with new emphases and agenda evident. Both claims
should now be heavily underlined. To begin with the first, the aca-
demic literature on popular music has simply exploded. The past six
years have seen the publication of various edited books offering ‘cri-
tical introductions’, ‘key terms’, or ‘companions’ to the field (Clayton
et al., 2003; Dettmar and Richey, 1999; Frith et al., 2001; Horner and
Swiss, 1999; Swiss et al., 1998). Alongside these is the monumental
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INTRODUCTION

achievement of The Continuum Encyclopedia of Popular Music, with the
800-page Volume One: Media, Industry and Society (Shepherd et al., eds,
2003) the first of five volumes. (Volume 2 is now also published.) In
addition, there have been numerous in-depth studies of specific
aspects of popular music, including: music, space, and place (Leyshon
et al., eds, 1998; Whiteley et al., eds, 2004); music and technology
(Lysloft and Gay, eds, 2003; Zak, 2001); the music industry and music
policy (Hull, 2004; Homan, 2003); censorship and regulation
(Cloonan and Garofalo, eds, 2003); and what can be termed ‘popular
musicology’ (Covach and Boone, eds, 1997; Hawkins, 2002). In
addition, there are new histories (Starr and Waterman, 2003; O’Brien,
2002); and profiles and reassessments of a range of genres, including
punk (Sabin, 1999); rock (Beebe ef al., eds, 2002); electronic dance
music (e.g. Reynolds, 1998); and progressive rock (Holm-Hudson,
ed., 2002). Most visible of all is a plethora of writing on rap/hip-hop
and its continued globalization (Mitchell, ed., 2001; Forman, 2002).
We can add to these collected conference papers and numerous
academic journal articles, with many of these drawing on impressive
graduate theses; the music press and collected journalism (the Da Capo
series; Hoskyns, ed., 2003).

Collectively, this work also demonstrates the second point above, as
it reflects on-going shifts in the nature and influence of musical
activity. The advent of the Internet, Napster, and downloading, and
new technologies of sound recording and reproduction, especially
digital sampling, has fundamentally changed the way that popular
music is produced and consumed. Associated with this are issues of
intellectual property rights, copyright, and the control of sound. The
international music industry has changed radically. No longer so
dominated by the traditional Anglo-American power centres, it is less
concerned with the production and management of commodities, and
more with the management of rights. The conventional distinction
between the major record companies and the independents is now
blurred. The significance of the national and questions of popular
music and national cultural identity are subsumed under broader issues
of the globalization of the culture industries and the tensions and
communalities between the local and the global. Concern has shifted
from a focus on production and textual issues to a concern with
consumption. Subcultural theory, once the dominant approach to the
study of audiences, has been displaced by the concepts of scene and
locality. The traditional emphasis on rock, pop, and soul as the major
constituent genres in popular music, situated around particular notions
of musical value, has given way to a proliferation of musical styles, with
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INTRODUCTION

hip-hop and electronic dance music to the fore. Audiences have
splintered accordingly. The historical tension between musicological
and sociological approaches to popular music remains, it continues to
be rethought through the politics of musical production: ‘what’s at
issue is not which analytical technique better gets at music’s “mean-
ing”, but how to account for the different musical experiences
involved in making and hearing music’ (Frith, in Straw et al., 1995:
iii). Embracing all of the above is a continued concern with popular
music as cultural politics. I have tried to incorporate these new
emphases, and capture something of the present diversity and com-
plexity of popular music studies, in this volume.

WHY THIS GUIDE?

The first edition of this book set out to provide a guide to the ter-
minology and concepts common to popular music studies. This
remains my ambition. The continued economic and cultural impor-
tance of popular music, and the amount of popular and academic
discourse which now surrounds it, suggests that an update is timely.
The majority of the entries in the first edition (1998) have been
revised and reorganized, and a considerable number of new concepts
added. As indicated above, there are a number of general studies which
introduce students to many of the concepts used in the study of
popular music; however, these ‘definitions’ are often embedded within
the general text, and thus are not always easily accessible to students.
Accordingly, this volume seeks to provide, in accessible form for
relative newcomers to the field, a comprehensive guide to the key
terms and concepts current in the broad body of writing within
popular music studies.

This is, obviously, an extremely ambitious undertaking. The study
of popular music embraces aesthetics and musicology, economics and
sociology, and social psychology. It necessarily includes reference to
the music industry, the creators of the music, its textual forms, the
means whereby it is disseminated, and its reception and consumption.
Further, these are active processes, which articulate and interact with
one another. There is an obvious danger that ‘dictionary’-style defi-
nitions will be simply encapsulations of particular aspects of this
complexity, rather than a critical engagement with them. In too neatly
labelling and packaging the field of popular music studies, there is the
danger that students will treat concepts as tablets written in stone,
rather than as a dynamic vocabulary which must be actively located
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INTRODUCTION

within shifting contexts. Accordingly, the entries here must be
regarded very much as introductions, signposts designed to lead into
fuller engagement with the concepts and terms; to this end, I have
placed considerable emphasis on the extensive provision of key further
reading, listening, and viewing sources.

CONCEPTS AND TERMS

The term ‘concept’ is broadly interpreted here to mean a general
analytical framing label; e.g. genre is a concept, exemplified with
various degrees of cohesion by genres such as rap, heavy metal, and
grunge. The latter constitute terms. Terms are usually more specific
and more descriptive of particular musical practices: locality is a
concept, while specific local musical scenes can be considered terms;
e.g. the Liverpool Sound.

While the format of the book is alphabetical, there are identifiable
‘sets’ of related concepts. These have been written in a linked fashion,
and need at times to be read as such. The broad groupings are:

(1) Theoretical paradigms and the methodological approaches asso-
ciated with them, including major social/cultural theories (the
various ‘isms’; e.g. Marxism, feminism), along with aesthetics,
cultural studies, ethnomusicology, history, and musicology. These
are provided in very abbreviated fashion, as the main concern is
with their application and utilization in popular music studies.

(2) Concepts and terminology associated with the operation of the
music industry. Prominent entries here include the operation of
recording companies (majors; independents); key ‘cultural inter-
mediaries’ (e.g. A&R), market cycles, and the shifting status of
formats. Topics such as the development of recording technology,
sampling, and copyright, also fall within this group.

(3) Indicative of a new emphasis in popular music studies, derived
from cultural geography, are locality, scenes, and sounds (a number
of key examples of these are also included).

(4) A (new) group of historically oriented concepts: biography,
canon, covers, discography, documentary, history, and tribute bands.

(5) Popular music genres: there are approximately sixty of these
identified here, with more extensive coverage devoted to the
metagenres of pop and rock, and the various styles linked to them;
along with genres such rap/hip-hop, dance music, and heavy
metal. The diversity of genres indicates the difficulties of defining
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INTRODUCTION

popular music in any succinct and broadly acceptable manner.
Ultimately, genres defy static, academic definition independent of
those making and listening to the music. The entry on each includes
reference to the historical development and musical characteristics
of the genre, its other stylistic attributes, and some of its main
performers. Examples of key or illustrative recordings are provided
(usually giving their American pressing; wherever possible, these
are currently available in CD format). There is a marked tendency
to situate genres simply by referring to exemplars, both artists and
recordings. This device is both necessary and important, and I
have used it here. However, a certain amount of caution is
necessary given the circularity involved: genre X is illustrated by
performer Y, who works within, and thereby defines, genre X.
Where appropriate, major subgenres are also mentioned.
Obviously, the treatment in this context can only be extremely
cursory, serving to introduce each genre. Excluded here are more
traditional forms of popular music which can now be considered
largely obsolete, and primarily of historical importance, e.g. music
hall, black-face minstrel, and vaudeville (though see Pearsall,
1976, 1975; Pickering and Green, eds, 1987). There are also a
number of genres of ‘world music’, referred to under that meta-
genre, which could have been accorded separate treatment had
space been available (e.g. rai, bossa nova, juju); these can be found
in World Music: The Rough Guide (Broughton et al., eds, 1994) and
its updates.

Musicians and the process of creating music. This group includes
the range of terms applied to performers, most notably stars and
auteurs, and the concepts which underpin the value judgements
frequently applied to musicians and their musics (e.g. authenticity).
Modes of delivery: including formats, radio, the Internet
(downloading, Napster, and MP3), and MTV.

Consumption practices and audience-related concepts: fans,
subcultures (along with major examples, such as punk); cultural
capital; record collecting, and memorabilia.

What is consciously omitted? Specific individuals involved in the
music industry, particularly musicians, are only mentioned as exem-
plars of concepts; for example, Elvis Presley is not an entry as such, but
is used to illustrate aspects of stardom and fandom. There is some
attention to basic musical terminology, but more specialized terms are
excluded; they can be found in studies emphasizing a musicological
approach. As already noted, most styles of ‘world music’ are excluded.
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A CAPPELLA

A CAPPELLA

Group or choral singing without instrumental accompaniment.
Religious orders, blues field hollers, and some traditional folk music all
exemplify early forms of a cappella. Sometimes regarded as a ‘purer’
and more authentic musical form, since it is not mediated by tech-
nology, a view connected to the notion of the human voice as the
instrument par excellence. In addition to a cappella groups as such,
some contemporary popular songs and genres (e.g. doo-wop) include
close vocal harmony sections without instrumental accompaniment, a
form of a cappella. Interestingly, given their relative absence from
many genres, women dominate membership of a cappella groups. This
may be a reflection of a style not requiring technical resources
(instruments), and able to be undertaken, initially at least, in domestic
social settings. For example, Sweet Honey on the Rock are an all-
woman African-American a cappella group, active since the mid-1970s;
heavily gospel influenced, their work comments on contemporary
political, social, and personal concerns.

See also: doo-wop; voice

Listening: Crosby, Stills, Nash and Young, Dé¢ja-vu (Atlantic, 1970); ‘All
Around My Hat’, on Steeleye Span, Portfolio (Chrysalis, 1988); Sweet Honey
on the Rock, Live at Carnegie Hall (Flying Fish, 1988)

A&R

The artists and repertoire (A&R) department of a recording label is
responsible for working with acts who are already under contract, and
finding new talent; they are constantly seeking out new material and
acts to sign, attempting to develop a roster of artists for the company.
A&R staff are frequently involved in all aspects of an artist’s rela-
tionship with the record company, including the initial negotiations
and the signing of the contract, the rehearsal, arrangement, and
recording of songs, and liaising with the marketing, video production,
and promotion divisions of the recording company. It is a male-
dominated sphere, a hierarchy divided according to seniority and
experience, with successful A&R people among the highest paid
employees in the music industry. The criteria A&R personnel
generally use for judging potential artists are identified by Negus as
‘the live, stage performance; the originality and quality of the songs



ADVERTISING

or material; the recorded performance and voice; their appearance
and image; their level of personal commitment, enthusiasm and
motivation; and the achievements of the act so far’ (1992: 53). A&R
staft’ base their acquisition and development of artists on a mix of
information about rapidly shifting styles and who are ‘hot’ new
performers, acquired through extensive networks of contacts,
and assessed largely through intuition and subjective response (‘gut
feeling’).

See also: music industry

Further reading: Barrow and Newby (1996: ch. 7); Cusic (1996); Hull (2004);
Negus (1992: ch. 3)

ADVERTISING

Popular music has historically used advertising to promote itself as a
commodity form for leisure consumption, using posters, street
advertising (through handbills, stickers, and posters), and the press
(especially the music press). Popular music has also become a central
part of advertising through the broadcast media (radio, television,
cinema, and the Internet). It frequently provides a ‘soundtrack’ to
product advertising, usually by associating products and brands with
particular lifestyles and values (e.g. the use of classic rock songs by
Levi’s to promote its jeans as symbolic of youthful ‘cool’). Such
advertising has proven very effective, with some artists receiving huge
sums to license their music to marketing campaigns (e.g. the Rolling
Stones in 1995 for the use of ‘Start Me Up’ in Microsoft’s Windows 95
promotional campaign). Artists can raise their public profile and
achieve celebrity status with such associations; e.g. Madonna’s ‘Like a
Prayer’ and Pepsi-Cola in 1989, Fatboy Slim’s ‘Right Here Right
Now’ (1999) and Moby’s ‘Porcelain’ (2002) to a range of products.
These can be considered part of the incorporation of music into
commerce, especially when the music involved has initially fallen
under the ‘alternative’ rubric. Contemporary hip-hop has been closely
associated with product placement and has abetted a shift from ghetto
fashion to street fashion.

See also: commercialism; commodification

Further reading: Fowles (1996); Tagg and Clarida (2003)



AESTHETICS

AESTHETICS

In a general sense, aesthetics is the philosophical study of art, with
particular emphasis on the evaluative criteria applied to particular
styles/texts in order to distinguish the identifying characteristics of
those of value. In its traditional form, aesthetics concentrates on the
study of the work of art in and of itself (cf. an emphasis on the context
of artistic production) and developed out of idealist philosophy. This
approach included the notion that there existed universal and timeless
criteria to determine beauty, ‘good’ taste, and (aesthetic) value in art
works: ‘transcendent values’. This has been challenged by more recent
work, including Marxist and feminist aesthetics, and ‘postmodern’
aesthetics (for an overview, see O’Sullivan et al., 1994).

An aesthetic approach can be seen in several aspects of popular
music studies. First, in a negative fashion, it underpins the frequent
criticism of popular culture forms, including popular music, as
debased, commercialized, devalued, and lacking in artistic value; e.g.
the high/mass culture critique, primarily associated with the Frank-
furt School. Second, and more significantly, although in a rather
amorphous and general sense, aesthetic criteria are routinely applied to
various forms of popular music. This occurs in everyday discourse
around music, amongst fans and musicians, and in the judgements of
critics. The evaluative criteria employed are often unacknowledged,
but are frequently underpinned by notions of authenticity, and
perceptions about the relative value of musical genres associated with
particular gender and ethnic groups (e.g. the denigration of dance pop
and its female audience, compared with the validation of various styles
of black music). Third, and more specifically, there is the aesthetic
analysis of popular music through the application of musicology. This
varies in the degree to which such analysis simply takes as a given the
concepts/tools of traditional musicology, which is largely oriented
toward classical music, or modifies these in relation to popular music.
Indeed, there is argument as to whether popular music even merits
such a ‘serious’ analysis.

All this raises the central questions, posed by Frith (1987: 134):
‘how do we make musical value judgements? How do such value
judgements articulate the listening experiences involved?” The
second question raises the significance of differing listening compe-
tencies. Frith’s own response to these attempts was to conflate ‘the
sociological approach to popular music’, including a functional
dimension drawn from ethnomusicology, and the aesthetic, through
musicology.



AFFECT

The notion of a trash aesthetic is sometimes used in relation to
popular media culture, including particular styles of music (Ross and
Nightingale, 2003: 125). An example of this is the glorification of
recordings regarded as the worst of all time (as in Guterman and
O’Donnell, 1991), and Marsh’s extended discussion of the ‘primitive
but compelling proto punk classic song “Louie, Louie’” (Marsh, 1993).

See also: canon; taste

Further reading: Chester (1990); Frith (1987), (1996); Gracyk (1996); Gendron
(2002); Meyer (1995); Moore (1993)

AFFECT

A concept developed by the American cultural theorist, Lawrence
Grossberg, who argues that the major aspect of popular music is that it
brings its audience into an affective space: ‘Affect is closely tied to
what we often describe as the “feeling” of life. Such “feeling” is a socially
constructed domain of cultural effects’. The same experience will
change drastically as its affective investment or state changes: different
affective contexts inflect meanings and pleasures in very different ways.
‘Affect operates across all our senses and experiences, across all of the
domains of effects which construct daily life’ (1992a: 79-80). Affect is
not purely emotional/physical, but also functions in a social sense, as a
form of cultural capital contributing to the formation of taste
cultures. Our response to music is one aspect of affect. It has been
argued that the Internet has reconfigured the affective realm of popular
music fans’ engagement with music via mediation (Jones, 2002).

Further reading: Grossberg (1992a); Longhurst (1995)

AFICIONADOS :see fans

ALBUMS; ALBUM COVERS; CONCEPT ALBUMS/
ROCK OPERAS; TRIBUTE ALBUMS

An album is a musical work of extended duration, a collection of
recordings, usually at least thirty minutes in length. Albums have been
released across a range of formats, but became largely associated with
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the twelve-inch, 33Y; rpm disc, primarily between 1955 and 1985. The
album became prominent as a format in the 1960s, but its vinyl form
was largely displaced by CDs in the 1980s. As Keightley observes, the
meaning of albums may be structured in opposition to the single:
singles are expensive, transient, and commercial; albums, on the other
hand, are artistic, have greater longevity, and cultural value. Albums
‘foreground the authorial intentions of performers, thereby con-
tributing to their legitimization as serious artists’ (Keightley, 2003: 612).
Most discussions of the popular music canon are based on albums.

Part of the appeal of albums was the development of their covers as
an art form, with some creative packaging and the inclusion of
supplementary material in releases during the 1960s (e.g. the Small
Faces, Ogden’s Nut Gone Flake (Sony, 1968); the Who, Live at Leeds
(MCA, 1970)). The album covers of the Beatles recordings were
especially notable: ‘groundbreaking in their visual and aesthetic
properties (and) their innovative and imaginative designs’ (Inglis,
2001: 83). They forged a link with the expanding British graphic
design industry and the art world, while making explicit the con-
nections between art and pop in the 1960s. The prestigious Grammys
began including an award for best album cover, won by the Beatles in
1966 for Revolver and again in 1967 for Sgt. Pepper’s Lonely Hearts Club
Band, undoubtedly the most celebrated album cover (on its genesis,
and artist Peter Blake’s work with the Beatles, see Miles, 1997).

Album covers perform several important functions: they are a form
of advertising, alerting consumers to the artist(s) responsible, and
thereby sustaining and drawing on an auteur/star image; and they
make an artistic statement in relation to the style of music by association
with particular iconography, e.g. the use of apocalyptic imagery in
heavy metal (see Weinstein, 2000), and the fantasy imagery of pro-
gressive rock. Album cover liner notes function as a literary and
advertising form, while the practice of printing song lyrics on covers
often signals a ‘serious’ genre and artist.

Cover art has come to be considered an art form (as have concert
posters), with the publication of collected volumes of the work of
artists such as Roger Dean. Particular record companies are associated
with a ‘house’ style of covers, e.g. the jazz label Blue Note from the
mid-1950s employed a talented graphic artist, Reid Miles, to design
most of its album sleeves (nearly 400 of these are reproduced in Marsh
and Callingham, 2003).

Several special types of album can be identified: concept albums,
including rock operas, and tribute albums. Concept albums and rock
operas are unified by a theme, which can be instrumental, compositional,
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narrative, or lyrical. In this form, the album changed from a collection
of heterogeneous songs into a narrative work with a single theme, in
which individual songs segue into one another. Concept albums first
emerged in the 1960s as rock music aspired to the status of art, and
some were accordingly termed ‘rock operas’. Pete Townshend of the
Who is usually credited as pioneering the concept, with the double
album Tommy (MCA, 1969), although Townshend was partly inspired
by the Pretty Things’ RFESorrow (Edsel, 1968) which had appeared
the previous year. Subsequent examples included Frank Zappa and the
Mothers of Invention, We’re Only In It For the Money (Verve, 1967);
the Kinks’ Arthur, or Decline of the British Empire (Reprise, 1969),
initially planned as a TV musical, and one of several concept albums
penned by Ray Davies, the leader of the group; the Who’s Quadrophenia
(MCA, 1973); and the Eagles’ Desperado (Asylum, 1973), which equated
rock’n’roll musicians with Old West outlaws. The Beatles’ Sgt. Pepper’s
Lonely Hearts Club Band (1967) 1s often considered a concept album, for
its musical cohesion rather than any thematic unity. These and similar
efforts enjoyed various levels of success, and there is debate around the
utility of the album format for such conceptual projects.

Tribute albums are compilations of covers of a performer’s songs,
put together ostensibly in celebration of or homage to the original work.
The form has become increasingly popular, though there is some
cynicism about the economic motives behind their release. Artistically
well-received examples include albums on the music of Neil Young,
the Carpenters, Gram Parsons, and Van Morrison. The critical and
commercial status of tribute albums is indicated by their now being
included as separate ‘best of” lists in music guides. A related form are
benefit albums, collections of songs by artists who have donated their
performances/recording to a particular political or humanitarian
cause. Examples include Red Hot & Blue (1989), supporting Aids
awareness and research; and the New York Concert for Tibet (1995).

Further reading: Inglis (2001); Ochs (1996); Walker (1987)

ALT.COUNTRY sce country

ALTERNATIVE MUSIC

A broad label, and (arguably) a loose genre/style, which has been used
since the late 1960s for popular music seen as less commercial and
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mainstream, and more authentic and ‘uncompromising’. At the his-
torical heart of alternative music was an aesthetic rejecting the
commercial music industry, and placing an emphasis on rock music as
art or expression rather than as a product for sale for economic profit.
Sonically, though hard to pin down, alternative music embraces ‘a
twisting of musical conventions, and so listening expectations’ (Felder,
1993: 3).

The use of ‘alternative’ emerged in response to the co-option of
rock music by the record industry in the late 1960s and through the
1970s; e.g. in the late 1960s the slogan ‘The Revolution is on CBS’
was used by the record company to market psychedelic rock. The
term was originally used in the late 1960s to refer to UK and US
underground or counter-culture performers. The broad genre was
closely associated with independent record labels, and was accordingly
sometimes referred to as indie music. Like rock, however, alternative
soon became a marketing category: ‘a corporate demographic and a
new set of industry practices’, as the indie labels effectively served as
A&R wings for the majors (Weld, 2002: 212). By the 1990s, major
record retail outlets usually featured an ‘alternative’ section.

Nonetheless, elements of the alternative constituency sought to
maintain its original aesthetic of anti-commercialism (at least at a
rhetorical level) and authenticity. Punk in the late 1970s was clearly
alternative, and the subsequent styles identified as alternative (e.g.
American hardcore and 1980s indie rock) built on punk. The alter-
native label has been applied to the grunge bands of the late 1980s
and 1990s, and remnants of the underground/counter-culture. Such
was its considerable commercial success during the 1990s, in part due
to its association with the influential US college radio scene, that
Kirschner refers to alternative as the new ‘hip-mainstream’. Part of
this process of mainstreaming had been the moves of leading performers
from independent labels to major companies; e.g. U2, R.E.M., and
Nirvana.

While there is a distinctive musical style here, it is an extremely
broad constituency, embracing a number of strands. Spin writer Jim
Greer noted that the alternative label ‘encompasses college rock, rap,
thrash, metal and industrial, and has as many variants as adherents, has
slowly attracted a larger and larger audience, to the point where
alternative no longer means anything. Alternative music is purely and
simply the music kids are listening to today’ (cited Kirschner, 1994:
73; Greer wrote in 1991). While such breadth makes alternative a
ridiculously vague term, the rubric performs a useful function for the
music industry, indicating an attitude. This is commonly accompanied
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by an attention to internal personal demons rather than public-sphere
political concerns, addressed to youth very much in terms to which
they can relate. Another common thread to the patchwork of alter-
native music was the appearance of many of the performers in the
high-profile Lollapalooza tours of 1991 onward, and documentaries
such as Hype! (Doug Pray, 1996).

Fairchild observes how the evolution of alternative music has been
a process of constantly incorporating existing artistic elements into a
new ensemble:

It is impossible to adequately chart out the musical evolution of
the alternative scene between 1980 and 1994 without tracing the
developments and diaspora of a multitude of styles and genres. It
is sufficient to note here that the broad contours of the musical
development of the alternative music industry throughout the
past 15 years have been consistently marked by detourment,
negation, confrontation, localism, and a sometimes startling,
often extreme stylistic experimentation (1995: 22-3).

See also: authenticity; counter-culture; independents; scenes

Further reading: Azerrad (2001); Fairchild (1995); Felder (1993); Heylin
(1993); Kirschner (1994); Larkin, ed. (1995); Tucker (1992) (includes useful
discographies)

Listening: Pere Ubu, Terminal Tower: An Archival Collection (Twin/Tone, 1985);
X, See How We Are (Elektra, 1987); Pearl Jam, s (Epic/Sony, 1993); Hole,
Live Through This (DGC, 1994); Pixies, Surfa Rosa (4AD, 1988)

AMBIENT

A broad musical metagenre, ambient and its variants (ambient dance;
ambient house; ambient trance; hardtrance) developed out of, and
alongside, techno/electronica. Broadly, ambient music is designed to
lull your mind through more soothing rhythms, with the addition of
samples in the case of ambient dance. Brian Eno’s recordings of the
early 1970s practically invented the form. Eno chose the term ambient
to refer to a group of his instrumental pieces which favoured ‘minimal
musical syntactical content and presented in a slowly unfolding
soundscape’ (Zak, 2001: 208, footnote 42). Other central figures are
Dr Alex Paterson, who formed the Orb; and Richard James, the

10
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Aphex Twin. Ambient was also an element of new age music, and is
part of the musical palette of musicians working in a range of styles,
including goth, psychedelic, and Celtic.

See also: new age; techno
Further reading: Sicko (1999); Woodstra (2001)

Listening: Brian Eno, Another Green World (EG Records, 1975); U.EOrb, Big
Life (1992) (‘a hypnotic series of trance inducing rhythms and interweaving
synths’ (Erlewine et al., eds, 1995: 577)); Aphex Twin, Selected Ambient
Recordings 85-92 (R&S, 1993); Mazzy Star, So Tonight That I Might See
(Capitol, 1993)

AMERICANA see country

APPROPRIATION; SYNCRETISM

Appropriation can be considered an umbrella term, a synonym for
‘use’, which includes related concepts such as transculturation,
hybridization, indigenization, and syncretism. Collectively, these refer
broadly to the process of borrowing, reworking, and combining from
other sources to form new cultural forms and spaces, in a process that
Lull (1995) terms ‘cultural reterritorialization’. In relation to popular
music, appropriation has been applied primarily to musical reworkings,
including borrowings by individual performers of musical sounds,
accents, and styles (adoptions, copies, reworking). The closely related
term syncretism indicates a reconciliation, a blending or fusion of pre-
existing elements. This involves the creation of a new style by com-
bining rhythms, timbres, vocal styles, etc. from earlier forms; e.g.
rock’n’roll in the 1950s was the result of blending R&B (itself derived
from blues, boogie, and gospel), and southern country and bluegrass.

A major issue in discussions of appropriation has been its moral
status, especially in regard to musical borrowings from marginalized
genres and relatively disempowered social groups. The debate here is
strongly present in discussions within United States popular music
culture, primarily white appropriations of black music (e.g. George,
1989; Lipsitz, 1994).

Accordingly, the concept of appropriation is a contested one, with
difficulties associated with determining when musical homage and

11
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acknowledged borrowings become musical ‘rip-oft’; e.g. the debate
around Paul Simon’s Graceland album (1986), and similar excursions
into world music. Simon won a Grammy award for album of the
year, but his critics accused him of exploiting the South African music
and musicians featured on Graceland (see the discussion of the
album and its reception in Keil and Feld, 1994: ch. 8). Appro-
priation is often seen as exploitative of weaker social and ethnic
groups’ music by more dominant cultures, but it is often part of a
process of symbolic struggle, through which disenfranchised or mar-
ginal social groups reformulate dominant musical styles as a means of
renegotiating their social situation. This is evident, for example, in the
global adoption of rap by many immigrant communities and its
re-articulation to the new context (see Bennett, 2000: ch. 6; Mitchell,
2001), and the adoption of US country music by Australian aboriginal
performers.

Appropriation has also been applied to whole genres/works being
based on earlier ones; e.g. 1990s Britpop bands using sixties bands
such as the Beatles and the Kinks as reference points for much of their
music. The creative adaptations of subcultural style can also be con-
sidered a form of appropriation (see bricolage). This can include
adoption of preferred musical styles; e.g. white youth’s appropriation
of black musical styles (see Jones, 1988). This involves considerable
contradictions, as with skinheads’ adoption of ska, a musical genre
popular among the West Indian immigrants targeted by the racist
skins.

In a sense, all contemporary popular music is the result of syn-
cretism, with the coexistence of various genres fuelling the emergence
of new styles; e.g. the combination of pop, rock, and rap genres with
various styles of world/beat music in the 1990s (for a positive view of
appropriation, and some instructive examples of it, see Gracyk, 2001:

ch. 5).
See also: rap; world music

Further reading: Born and Hesmondhalgh, eds (2000); Gracyk (2001); Hatch
and Millward (1987); Keil and Feld (1994); Lull (1995: 145-64); Mitchell
(2001)

Listening: Paul Simon, Graceland (WB, 1986)

ART ROCK see progressive rock
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AUDIENCES; CONSUMERS

The study of media audiences is broadly concerned with the who,
what, where, how, and why of the consumption by individuals and
social groups. Historically we can identify a range of competing media
studies approaches to the investigation of audiences. At the heart of
theoretical debates has been the relative emphasis to be placed on the
audience as an active determinant of cultural production and social
meanings. Music is a form of communication, and popular music, as
its very name suggests, always has an audience.

Social theorists critical of the emergence of mass society/culture in
the later nineteenth and early twentieth centuries first used the term
‘mass audience’, alarmed at the attraction of new media for millions of
people. Their fears were based on a conception of the audience as a
passive, mindless mass, directly influenced by the images, messages,
and values of the new media such as film and radio (and, later, TV).
This view emphasized the audience as a manipulated market; in
relation to popular music, it is best seen in the work of Adorno (1991).
Later analyses placed progressively greater emphasis on the uses con-
sumers (the term represents a significant change of focus) made of
media: uses and gratifications, which emerged in the 1960s, largely
within American media sociology; reception analysis, and subcultural
analysis all stressed the active role of the audience. Most recently there
has been an emphasis on the domestic sphere of much media con-
sumption, and the interrelationship of the use of various media forms.
The opposition between passive and active views of audiences must
not be overstated. What needs highlighting is the tension between
musical audiences as collective social groups and, at the same time, as
individual consumers. (For an overview of the development of audi-
ence theory, see Ross and Nightingale, 2003.)

Studies of the audience(s) and consumer(s) of popular music reflect
these broad shifts in the field of audience studies. Historically, such
studies have drawn on the sociology of youth, the sociology of leisure
and cultural consumption to explore the role of music in the lives of
‘youth’ as a general social category, and as a central component of the
‘style’ of youth subcultures and the social identity of fans. The pre-
viously neglected adult audience for popular music is also now being
examined. The main methodologies used are: (i) empirical surveys of
consumption patterns, relating these to sociological variables such as
gender and class, and sometimes supplemented by more qualitative data
from interviews and participant observation; and (i) work primarily in
a qualitative vein, especially studies of music and youth subcultures.

13
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Two factors are seen to underpin the consumption of popular
music: the role of popular music as a form of cultural capital, records as
media products around which cultural capital can be displayed and
shaped; and as a source of audience pleasure. To emphasize these is to
privilege the personal and social uses people make of music in their
lives, an emphasis which is within the now dominant paradigm of
audience studies. This stresses the active nature of media audiences,
while also recognizing that such consumption is, at the same time,
shaped by social conditions.

The emerging information age is seeing a reorganization of
everyday life: ‘people are integrating both old and new technologies
into their lives in more complex ways’, and within an increasingly
cluttered media environment, this means ‘being an audience is even
more complicated’ (Ross and Nightingale, 2003: 1).

See also: consumption; demography; Frankfurt School; high culture

Further reading: Adorno (1991); Ang (1991); Ross and Nightingale (2003)

AUTEUR; AUTEURSHIP

Auteur theory attributes meaning in a cultural text to the intentions of
an individual creative source. The auteur concept is historically linked
to writing and literary studies, where it has been applied to ‘significant’
works deemed to have value, which accordingly are considered part of
high culture. An ideological construct, it is underpinned by notions
of creativity and aesthetic value. The concept of auteur has been
especially important in relation to film, emerging as a core part of fresh
critical studies in the 1950s, with the auteur usually regarded as the
director (see Hayward, 1996). The concept has since been applied to
other forms of popular culture and their texts, in part in an attempt
to legitimize their study vis-a-vis ‘literature’ and ‘art’.

Applying auteurship to popular music means distinguishing it from
mass or popular culture, with their connotations of mass taste and
escapist entertainment, and instead relating the field to notions of
individual sensibility and enrichment. The concept underpins critical
analyses of popular music which emphasize the intentions of the
creator of the music (usually musicians) and attempts to provide
authoritative meanings of texts, and has largely been reserved for the
figures seen as outstanding creative talents. It is central to the work
of musicologists, who identify popular music auteurs as producers of
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‘art’, extending the cultural form and, in the process, challenging their
listeners. Auteurship has been attributed primarily to the individual
performer(s), particularly singer-songwriters, but has also been attributed
to producers, music video directors, songwriters, and D]Js.

In the late 1960s, rock criticism began to discuss musicians in
auteurist terms. For example, John Cawelti claimed that ‘one can see
the differences between pop groups which simply perform without
creating that personal statement which marks the auteur, and highly
creative groups like the Beatles who make of their performance a
complex work of art’ (Cawelti, 1971: 267). American critic Jon
Landau argued that ‘the criterion of art in rock is the capacity of the
musician to create a personal, almost private, universe and to express it
fully’ (cited in Frith, 1983: 53). By the early 1970s ‘self-consciousness
became the measure of a record’s artistic status; frankness, musical wit,
the use of irony and paradox were musicians’ artistic insignia — it was
such self commentary that revealed the auteur within the machine.
The skilled listener was the one who could recognize the artist despite
the commercial trappings’ (ibid.). The discourse surrounding sixties
rock established a paradigm aesthetic which has, until recently,
dominated the application of the concept of authorship in popular
music (see ideology).

At a common-sense level, auteurship would appear to be applicable
to popular music, since while they are working within an industrial
system, individual performer(s) are, at least primarily, responsible for
their recorded product. There are ‘artists’ — the term itself is culturally
significant — who, while working within the commercial medium and
institutions of popular music, are seen to utilize the medium to express
their own unique visions. Such figures are frequently accorded auteur
status (and will frequently be stars as well). The concept of auteur stands
at the pinnacle of a pantheon of performers and their work, an
hierarchical approach used by fans, critics, and musicians to organize
their view of the historical development of popular music and the
contemporary status of its performers. Auteurs enjoy respect for their
professional performance, especially their ability to transcend the
traditional aesthetic forms in which they work.

Popular musicians accorded the status of auteur include the Beatles,
the Rolling Stones, Bob Dylan, Aretha Franklin, James Brown, Jimi
Hendrix, David Bowie, Prince, Michael Jackson, Bruce Springsteen,
and Radiohead, who have all achieved commercial as well as critical
recognition. (The absence of women from this list should be noted:
see gender.) The status of several may have diminished, with later
work largely being found wanting when placed against their earlier
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output, as with Bob Dylan and the Rolling Stones. However, such
figures retain auteur status on the basis of their historical contribution,
as do auteur figures whose careers were cut short, e.g. Jimi Hendrix,
Janis Joplin, Kurt Cobain. There are also performers whose work has
had only limited commercial impact but who are regarded as having a
distinctive style and oeuvre which has taken popular music in new and
innovative directions, such as Frank Zappa, Eno, Captain Beetheart.
Among musicians, in the 1980s and 1990s it is singer-songwriters who
are most likely to be considered auteurs; examples include Sting, Elvis
Costello, Tracey Chapman, Alanis Morissette, and Steve Earle. The
auteur status of some star performers has been a contested issue,
especially with regard to Madonna (see Schwichtenberg, ed., 1993).

Since all music texts are social products, performers working within
popular genres are under constant pressure to provide their audience
with more of the music which attracted that same audience in the first
place. This explains why shifts in musical direction often lose estab-
lished audiences while, hopefully for the performer, creating new
adherents. This is to emphasize the contradiction between being an
‘artist’ and responding to the pressures of the market, and to claim
particular performers as auteurs despite their location within a profit-
driven commercial industry (a similar process to that applied in film
studies to Hollywood cinema’s studio system in the 1950s). This leads
to pantheons of musical value which are problematic, since all musical
texts ‘arrive on the turntable as the result of the same commercial
processes’ (Frith, 1983: 54). Furthermore, as in any area of ‘creative’
endeavour, there is a constant process of reworking the ‘common
stock” or traditions of generic popular forms, as continuity is self-
consciously combined with change (see appropriation).

As in literary studies, auteurship in popular music is open to cri-
ticism: only some musicians are accorded such status, while achieving
auteurship is regarded as possible in some musical genres but not
others. Further, as with contemporary film-making, the creative
process in popular music is a ‘team game’ with various contributions
melding together, even if the particular artist is providing the overall
vision (see cultural intermediaries). The concept of auteur repre-
sents a form of cultural hegemony, based on a Romantic conception of
‘art’, used to validate certain performers and styles of work.

See also: stars

Further reading: Cawelti (1971); Frith (1983); Gracyk (2001); McIntyre (2003).
Studies of individual musicians use the concept of auteur, even if this is only
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implicitly; see e.g. the following biographies: Marsh (1983) on the Who;
Miles (1999) on Paul McCartney; Murray (1989) on Hendrix; Norman
(1981) on the Beatles. For biographical sketches of musicians considered
auteurs, see Christgau (1998); Frith et al. (2001); Shuker (2001: ch. 7); Zak
(2001)

AUTHENTICITY

A central concept in the discourses surrounding popular music,
authenticity is imbued with considerable symbolic value. In its com-
mon-sense usage, authenticity assumes that the producers of music
texts undertook the ‘creative’ work themselves; that there is an ele-
ment of originality or creativity present, along with connotations of
seriousness, sincerity, and uniqueness; and that while the input of
others is recognized, it is the musicians’ role which is regarded as
pivotal. Important in identifying and situating authenticity are the
commercial setting in which a recording is produced, with a tendency
to dichotomize the music industry into (more authentic, less com-
mercial) independent labels and the majors (more commercial, less
authentic). Perceptions of authenticity (or non-authenticity) are also
present in the degree to which performers and records are assimilated
and legitimized by particular subcultures or communities. Authen-
ticity is traditionally associated with live performance (Grossberg,
1992a: 208), a view undermined by the rise of disco and club cultures.
Thornton (1995) suggests the existence of two distinct kinds of
authenticity here, one involving issues of originality and aura, and
another, natural to the community and organic to the subculture.
The use of authenticity as a central evaluative criterion is best seen
in the discussions of the relative nature and merits of particular per-
formers and genres within popular music culture; e.g. the vernacular
community-based styles of folk, the blues, and roots music are fre-
quently perceived as more authentic than their commercialized forms.
In a similar fashion, commerce and artistic integrity are frequently
utilized to demarcate rock from pop music. This romantic view has its
origins in the 1960s, when leading American critics — Landau, Marsh,
and Christagau — elaborated a view of rock music as correlated with
authenticity, creativity, and a particular political moment: the sixties
protest movement and the counter-culture. Closely associated with
this leftist political ideology of a rock authenticity was Rolling Stone
magazine, founded in 1967. This view saw authenticity as under-
pinned by a series of oppositions: mainstream versus independent; pop
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versus rock; and commercialism versus creativity, or art versus com-
merce (Harron, 1988; Frith, 1987).

Inherent in this polarization is a cyclical theory of musical inno-
vation as a form of street creativity versus business and market dom-
ination and the co-option of rock into the ‘mainstream’. It assumes
commerce dilutes, frustrates, and negates artistic aspects of the music.
This uneasy alliance between art and commerce is frequently placed at
the heart of the history of popular music, and is widely alluded to by
musicians, fans, and critics. Counter to this is the view that popular
culture is never simply imposed from above, but reflects the complex
interrelationship of corporate interests, the intentions of those who
create the music, and the audience perceptions and use of musical texts.

Authenticity continues to serve an important ideological function,
helping to differentiate particular forms of musical cultural capital. It is
also central to debates around the use of studio musicians (see bub-
blegum), sampling and other innovative recording techniques (see
rap), and practices such as lip-synching, as in the Milli Vanilli affair
(Friedman, 1993).

Moore (2002) usefully moves the discussion of the concept beyond
simple polarities (authentic versus unauthentic), by postulating a tri-
partite typology dependent on asking who, rather then what, is being
authenticated. As he suggests, authenticity is most usefully conceived
of as ‘a construction made in the act of listening’ (Moore, 2002: 210).
This necessitates a broader focus on the strategies involved in con-
structing authenticity in diverse musical traditions (Butler, 2003: 14).

See also: auteurship; sampling

Further reading: Moore (2001); Negus (1996); Pickering (1986); Thornton
(1995)

AVANT-GARDE; EXPERIMENTAL

Terms applied to innovative new movements in art; usually associated
to breaks with established traditions, styles, and convention. The
recordings of a number of performers working within popular music
genres has been considered to be avant-garde, or experimental; although
their commercial success has usually been limited, they often have
something of a cult following. Performers working at the interface
between various musical genres are more likely to be labelled avant-garde,
with their work claimed as in some sense more authentic; e.g. John
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Cale, Laurie Anderson, and classical musicians the Kronos Quartet,
with several reworkings of Jimi Hendrix, most notably ‘Purple Haze’.

In the late 1960s, musical experiment was part of the work of the
Velvet Underground, associated with Andy Warhol and the New York
avant-garde art scene; and Frank Zappa and the Mothers of Invention
(‘Help 'm a Rock’ on their first album, Freak Out (1966)). In his
ambitious volume Lipstick Traces, Greil Marcus argues for a clear
connection between the avant-garde European Bauhaus movement and
punk rock in the late 1970s. In the 1980s, alternative bands such as Sonic
Youth and My Bloody Valentine experimented with unusual tuning
systems, dissonant sounds, and song structures, and performers such as
Mary Margaret O’Hara utilized unique vocal styles. Performers
working within progressive and art rock also frequently experiment
with sound and song structures.

See also: progressive rock; art rock; voice

Further reading: Bloomfield (1993); Gendron (2002); Gracyk (1996); Hes-
mondhalgh (1996b); Holmes (2002)

Listening: Sonic Youth, Daydream Nation (DGC, 1988); Eno, Another Green
World (EG, 1975); Laurie Anderson, ‘O Superman’ (1981) on Big Science
(WB, 1982); My Bloody Valentine, Isn’t Anything (Creation/Sire, 1988)

BACK CATALOGUE; REISSUES

The back catalogue is the recordings available to record companies for
reissue, which they still hold copyright on. These are often of com-
mercial value given the introduction of new formats, especially the
CD, and new technology enabling the remastering of originals,
combined with the lack of development capital required since the
recordings already exist. ‘Greatest Hits’ recordings can be considered
part of the back catalogue, with a very significant market share (Hull,
2004; the recent success of such releases by the Beatles, Elvis Presley,
and the Rolling Stones).

The major labels realized the sales potential of listeners, especially
the affluent baby boomer generation, upgrading their vinyl collections
by replacing them with CDs. There is also the appeal of adding bonus/
rarity/alternative takes to the longer space available on the CD format,
as for instance with the 19967 reissue of the Byrds’ original 1960s
albums. In some cases, the majors have licensed reissue rights, or

19



BEAT MUSIC

created subsidiary labels for the purpose. The 1970s saw the first
companies dedicated to reissues, producing ‘thoughtful, intelligent
compilations of vintage rock & roll’ (Erlewine ef al., 1995); Sire in the
USA (along with its contemporary artists), and Charlie in the UK,
were joined in the 1980s by Ace, Demon/Edsel, and Rhino (US), the
leading contemporary reissue company, with an extensive catalogue.
Leading reggae and dub company, Trojan, is now a reissue label. These
companies exploited the market niche created by the major labels’
reluctance to release obscure, vintage material for small specialized
audiences, and the collector market.

The back catalogue in general, and reissues in particular, represent a
form of canonization, elevating performers, styles, and historical
periods to ‘classic’ status. The remastering and other practices involved
raise questions of what constitutes the definitive music text; see e.g.
Fords discussion (2002) of the wvarious ‘best of’ James Brown
recordings now available. Many such issues are targeting the affluent
record collecting market.

Further reading: ICE magazine

BEAT MUSIC

A music style, and loose genre, characterized by a simple, strong beat.
The term beat music was applied to the music of the Beatles and other
English groups in the early 1960s: Gerry and the Pacemakers, the Dave
Clark Five, the Searchers, the Hollies. Accordingly, the form is
sometimes referred to as ‘British Beat’. These performers had a
repertoire grounded in rock’n’roll and rhythm & blues. Initially
encouraged by the simplicity of skiffle, beat groups characteristically
had a line-up of drums, lead guitar, bass and rhythm guitars, and a lead
vocalist (sometimes, as with the Beatles, this would be one of the
instrumentalists). Strong regional versions were present, with Liver-
pool (Merseybeat) the major focus. The beat bands were central to the
British invasion of the American charts in the early 1960s.

See also: British invasion; skiffle; Merseybeat
Further reading: Clayson (1995); Houghton (1980); McAleer (1994)

Listening: The Searchers, The Most of the Searchers (EMI, 1994 CD); the
Beatles, Live at the BBC (1962—1965) (Apple/Capitol, 1994)
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BHANGRA

An Anglo-Indian musical genre, bhangra was based on traditional
Punjabi folk dance music played on percussion instruments, combined
with elements of Western pop styles by Asian musicians in the UK.
Bhangra was developed in three waves in Britain: as dance pop music
played on synthesizers, guitars, and drum kits in migrant Indian
communities in the late 1970s; incorporating house and dance music
and drum machines in the 1980s; and combining with rap, sampling,
and Jamaican ragga or dancehall rhythms in the early 1990s to become
bhangramuffin (Mitchell, 1996). The last was commercially successful
throughout Asia, and in the UK with artists such as Sheila Chandra and
Apache Indian. Bhangra has continued to be hybridized with emergent
styles of electronic dance music (e.g. Cornershop).

Bhangra illustrates the role played by music in processes of relo-
cation and cultural assimilation. For young Asians, bhangra is part of
an assertion of cultural identity distinct from that of the establishment
and their parents.

Further reading: Bennett (2000: ch. 5); Lipsitz (1994); Mitchell (1996); Oliver,
ed. (1990); O’Brien, K. (1995) (profile of Sheila Chandra)

Listening: Sheila Chandra, The Struggle (Caroline Records/Indipop, 1995);
Apache Indian, Make Way for the Indian (Island, 1995); East 2 West, Bhangra for
the Masses (Music Collection International, 1993); Cornershop, When I Was
Born for the 7th Time (Wiija Records, 1997)

BIOGRAPHY; AUTOBIOGRAPHY

A biography is a life history, usually a literary form, though it can also
be visual (documentary). An autobiography is where such a history is
written by the subject; often, in the case of popular culture figures,
with the help of a professional journalist. Here, I use the term bio-
graphy as shorthand for both types of work, which includes the lives of
artists and groups, and key figures in the music industry. Label histories
(e.g. Bowman, 1997, a history of Stax Records) can also be considered
a form of institutional biography.

Popular music biography plays an important role in popular music.
In relation to individuals they ‘create, reinforce and also challenge the
dominant representations of popular musicians’ (Strachan, 2003: 13).
The biography interpolates and reflects on fandom, stardom, marketing,
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and promotion. Writing in the early 1980s, Frith described biography
as the ‘dominant source of pop information’. In spite of the pro-
liferation of general academic writing in the past twenty years, the
journalistic biography remains a staple of the music press, and is
essential to the construction and maintenance of fandom. A number of
journalists are strongly identified with the biographical form; e.g. Dave
Marsh, Victor Brockis, and Peter Guralnick, and biographical profiles/
sketches are an integral part of edited collections of ‘rock journalism’
(e.g. Christgau, 1998; Hornby and Schaffer, 2003; Hoskyns, 2003).

Musical biographies cover a wide range of musical performers and
genres, and vary widely in quality. There is a constant turnover of ‘quickie’
publications on the latest pop sensations. These remain interesting as they
trace ‘how star appeal has been defined at different historical moments’
(Frith, 1983: 272). Then there are serious historical approaches that imbue
particular performers, their musical styles, and their recordings with
meaning and value, situating them as part of a critical tradition and the
musical canon (e.g. Marcus, 1991b). In some instances, such biographies
seek to undermine the general perception of star figures, highlighting
the scandalous aspects of their lives; these are biographical exposés, as
with Albert Goldman’s studies of Elvis Presley and John Lennon.

A new style of biography emerged in the UK in the 1990s, the
‘confessional memoir’, in which fans describe their encounters with
music, and, at times, their own unsuccessful attempt as musicians to ‘break
into’ the music industry, with these often represented as ‘celebrations
of failure’; e.g. Giles Smith’s Lost in Music (Strachan, 2003: 13).

As with literary biography, writers of popular music biographies
grapple with issues of source materials and objectivity; the links between
the subject’s life and the social context within which it occurred; and
questions of musical production, creativity, and authenticity. (For an
insightful discussion of this process, see the Introduction to Guralnick,

2002.)
See also: music press

Further reading: Frith (1983); Guralnick (2002); Klosterman (2002); Strachan
(2003)

BLACK MUSIC; AFRICAN-AMERICAN MUSIC

The concept of black music is sometimes equated with African-American
music, or the two terms are used interchangeably. Both concepts are
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linked to emotive arguments over essentialism, authenticity, and the
historical incorporation and marginalization of the music of black
performers. The existence of black music is predicated on a notion of
musical coherence and an identifiable constituency. According to
George (1989: Introduction), ‘black music is that which is recognized and
accepted as such by its creators, performers and hearers ... encom-
passing the music of those who see themselves as black, and whose
musics have unifying characteristics which justify their recognition as
specific genres’. In such formulations, particular genres are considered
‘black’, most notably the blues, soul, and rap. This has led to questions
and debate over how this ‘blackness’ can be musically identified, how
‘black’ performers can be defined/recognized, and how do we situate a
song by a white composer being performed by a black artist?

In the development of popular music it has generally been agreed
that the interaction between black and white styles, genres, and per-
formers has been crucial. Early African-American music had three
characteristics: a melodic line; a strong rhythmic accent; and songs
which alternate improvised lines, shouts and cries, with repeated
choruses. These were incorporated into ragtime, the blues, and R&B.
These characteristics aside, it has been argued that it is difficult to
identify common factors that characterize black music, rejecting the idea
that there is an ‘essence’ to black music (Tagg, 1989; Gilroy, 1993).

Nonetheless, some writers consider black music to be a useful and
important term. For example, Brackett (1995b) uses ‘the presence or
absence of musical elements that many writers have identified with
African-American musical styles, elements derived in particular from
gospel music and African-American preaching’, to consider the rela-
tive success of a number of songs which crossed over from Billboard’s
R&B to the Hot 100 charts in 1965 (see also Hatch and Millward,
1987). The concept of diaspora has been applied to the notion of black
music to signal a community of musical expression transcending
nationalism, but which avoids musical essentialism.

See also: crossover; diaspora; history

Further reading: Neal (1999)

BLUEGRASS

A style of American country music with regional origins in Kentucky
in the mid-1940s, though with antecedents in ‘hillbilly’ music and
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minstrel styles. The style became recognizably formalized and widely
popular through the work of Bill Monroe and his original Bluegrass
Boys (who gave the music its name) during the years 1945-8.
Prominent features are a melodic, three-finger style of banjo picking
(Earl Scruggs), the mandolin as a lead instrument, often soloing against
a rhythmic background, and close-harmony singing. Bluegrass
influenced rockabilly; e.g. Elvis Presley’s version of Monroe’s ‘Blue
Moon of Kentucky’ on his Sun debut. The style has been maintained
and is evident in the work of ‘mainstream’ artists such as Emmylou
Harris.

Bluegrass gained wider attention in the 1990s with the crossover
success of Alison Krauss, and the soundtrack of the movie O Brother,
Where Art Thou?, which showcased a range of traditional bluegrass
songs covered by contemporary artists. The continued appeal of
bluegrass can be partly attributed to its connotations of authenticity,
as a form of roots music.

See also: roots

Further reading: Gammond, ed. (1991); Gillet (1983); Hardy and Laing, eds
(1990: entries on Bill Monroe, Flatt and Scruggs); Larkin (1993); Clarke, ed
(1990)

Listening: Best of Bill Monroe (MCA, 1975); Emmylou Harris, ‘If I Could
Only Win Your Love’ (1975), a cover of the Louvin Brothers original
bluegrass recording, which gave their music greater exposure; Alison Krauss &
Union Station, New Favorite (Rounder, 2001); O Brother, Where Art Thou?
Soundtrack (Mercury, 2000)

Viewing: Lost Highway, documentary series (2003), episode 2

BLUES: COUNTRY BLUES; CLASSIC BLUES;
JUMP BLUES; CHICAGO (ELECTRIC) BLUES;
BRITISH R&B/BLUES ROCK

A major musical genre, the blues have been hugely influential on the
whole corpus of popular music. Initially a fundamental part of black
secular music which emerged in the early 1900s, the blues includes a
number of identifiable subgenres which can be historically and geo-
graphically located. These are dealt with only briefly here, primarily
to indicate their influence on other genres of popular music.
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Country blues

A two-bar, three-line format, played on acoustic guitar or piano, the
country blues emerged in the still largely rural southern United States
during the early 1900s, and became widely recorded during the 1920s.
There were strong regional variants, with Texas and the Mississippi
Delta (Delta blues) the most prominent. Leading performers included
Skip James, Robert Johnson, Leroy Carr, Blind Lemon Jefterson,
Charlie Patton, and Bukka White. Country blues was characterized by its
strong social realism, with many songs/recordings which are both beau-
tiful and tortured, with a sense of anguish and desperation in their vocals.

The country blues players developed the bottleneck or slide guitar
technique, shaping the instrument’s sound into another ‘voice’. (A
glass or metal tube is fitted over the guitarist’s ring or little finger,
stopping the strings of the guitar when it is slid up or down the fin-
gerboard; the term comes from the use of the neck of a bottle that had
been broken oft and sanded down for the purpose.) Country blues fed into
other forms of the blues, and strongly influenced later rhythm & blues,
rockabilly, rock’n’roll, and rock performers (e.g. the Rolling Stones’
version of Johnson’s ‘Love in Vain’ on Let It Bleed (ABKCO, 1989)).

The early 1960s saw the ‘discovery’ of the blues by white middle-
class youth. In the US and the UK (and then internationally), Delta
blues legends such as Mississippi John Hurt and Skip James were
recorded anew by such small folk-oriented labels as Vanguard, Pres-
tige, and Piedmont. These performers were embraced by folk music,
then enjoying a boom period, and appeared at the Newport Folk
Festival in Rhode Island, and other festivals. Interest in the country
blues continues: a boxed set of Robert Johnson’s complete recordings
was a somewhat unexpected huge commercial success in the 1990s;
other reissues have also done well with the advent of the CD.

Further reading: Barlow (1989); Guralnick (1991); Ward (1992a)

Listening: Slide Guitar — Bottles Knives & Steel, Vols. 1 & 2 (CBS); Skip James
Today! (Vanguard, 1991); Robert Johnson, The Complete Recordings (Colum-
bia, 1990); Blind Lemon Jefferson, Milestone (1974)

Classic blues

Classic blues evolved in the 1920s and was usually performed by a
woman vocalist, with jazz group or piano backing, sometimes as part
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of a minstrel show; e.g. Bessie Smith, Ma Rainey, who gave her music
the name ‘blues’.

Further reading: Barlow (1989); Shaw, A. (1986)
Listening: Bessie Smith, The Complete Recordings, Vols. 1 & 2 (Columbia/

Legacy, 1991) which includes her first major success, ‘Downhearted Blues’

(1923)

Jump blues

A hard-swinging transitional style of blues, which anticipated both
R&B and rock’n’roll, jump blues is exemplified by Louis Jordan and the
Tympany Five, who crossed over to enjoy success in both the black and
pop charts in the late 1940s with dance-oriented and novelty numbers.

See also: rhythm & blues

Listening: The Best of Louis Jordan (MCA, 1975; 1989 (CD))

Chicago (electric) blues

Chicago or electric blues developed when blacks from the south
moved to urban centres such as Chicago, Memphis, and New Orleans,
looking for work and better lifestyle opportunities. Larger audiences
necessitated the use of greater amplification, and saw the populariza-
tion of the electric guitar and the use of drums. Major performers
included Muddy Waters, B.B. King, John Lee Hooker, and Willie
Dixon, also a prolific and successful songwriter.

Further reading: Dixon (1989); Santelli (1993); Herzhaft (1992)
Listening: B.B. King, Live at the Regal (MCA, 1971); John Lee Hooker, The
Healer (Chameleon, 1989)

British R&B/blues rock

English musicians popularized the electric blues in the early 1960s,
producing a variant that is sometimes referred to as British R&B,
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which developed into blues rock in the later 1960s. Alexis Korner’s
Blues Incorporated, the Rolling Stones, the Yardbirds, John Mayall’s
Bluesbreakers, Cream, Led Zeppelin, and the Pretty Things all mined the
blues for inspiration and material, and brought the style to rock audiences,
and the British and American charts, through the 1960s and early 1970s.

Further reading: Santelli (1993); Record Collector, ‘Hoochie Coochie Men: The
British R&B Explosion, 1962-1966’, Issue 294, February 2004, 68-88

(includes full discographical references)

Listening: The Yardbirds, Five Live Yardbirds (1964; Rhino, 1988) (includes
Howlin Wolf’s ‘Smokestack Lightning’); John Mayall with Eric Clapton,
Bluesbreakers (London, 1965) (includes Freddie King’s ‘Hideaway’ and Robert
Johnson’s ‘Rambling on My Mind’); Cream, Fresh Cream (Polydor, 1966)
(includes Skip James’ ‘I'm So Glad’)

Viewing: Dancing in the Street (1995), episode 5: ‘Crossroads’

Contemporary blues

Major black bluesmen still performing include B.B. King and Buddy
Guy, while there 1s a new generation of black blues performers, such as
Robert Cray. Prominent blues labels include Alligator. While there is
still a debate about the authenticity of ‘white blues’, through the
1980s and 1990s, white artists have contributed much to the form; e.g.
Stevie Ray Vaughan, Eric Clapton, John Hammond, and ZZ Top.

In the United States, 2003 was the Year of the Blues, with a range
of documentaries, celebratory concerts, presentations, and even
postage stamp issues.

See also: black music; rhythm & blues; rock’n’roll

Further reading: Santelli (1993); Living Blues: The Magazine of the Afro-American
Blues Tradition

Listening: Eric Clapton, From the Cradle (Reprise, 1994); The Blues, Vols. 1-6
(MCA 1986—9) (originally released by Chess in the mid-1960s as a sampler of
the label’s extensive blues catalogue); ZZ Top, Deguello (WB, 1979); Buddy
Guy, Damn Right I Got The Blues (Silvertone, 1991); Robert Cray, Strong
Persuader (Mercury, 1986)

Website: www.deltabluesmuseum.org (the Delta Blues Museum, Clarksdale,
USA; see history)

27



BOOGIE-WOOGIE

BOOGIE-WOOGIE

A percussive, rhythmic style of black piano playing, boogie-woogie
began in the mid- to late 1920s and flourished during the 1930s.
Sometimes referred to as ‘the left hand of God’ because of the left
hand playing repeated bass patterns, while the right hand plays short
melodic figures (riffs). The style was based on the blues progression,
but was freely improvised. Boogie is derived from bogey, meaning
spirit, woogie was the name of pieces of wood tying railway tracks
together; many of the black piano players associated with the style
travelled on the railroad from town to town, playing for ‘rent’ parties (held
by people to raise the rent money). Boogie-woogie strongly influenced
the development of rockabilly and early rock’n’roll in the 1950s.

See also: rockabilly; rock’n’roll

Listening: Blues Piano Orgy (Delmark, 1972); Jerry Lee Lewis, “‘Whole Lotta
Shakin’ Goin’ On’ (1957) on 18 Original Sun Greatest Hits (Rhino, 1984); My
Blue Heaven: Best of Fats Domino (EMI, 1990); Little Richard, His Biggest Hits
(1959; Speciality, 1991)

BOOTLEGS

Bootlegs are illegally produced and distributed recordings which enjoy
a rather ambivalent status. Frequently associated with a mystique and
cultural cachet for avid consumers and completist fans, they are anathema
to record companies, and criticized by many artists. There are several
kinds: (1) unauthorized reissues, usually of rare or out-of-print material;
(2) counterfeits, which simply duplicate official, authorized releases
(see piracy); and (3) unreleased live performances. At times these are
semi-condoned: ICE magazine refers to them as ‘gray area, live
recordings’; although containing a regular column on bootleg releases,
the magazine notes that while bootlegs are readily available in Europe,
they ‘cannot definitely advise as to their legality in the US’. Bootleggers
can claim to be fulfilling an important role of cultural preservation.
In some cases, bootlegs attain legendary status, occasionally
prompting record companies to release an official/original recording,
e.g. Prince’s Black Album (WB, 1995), originally recorded in 1987 but
not commercially released; Bob Dylan, The Basement Tapes (Columbia,
1995); and Bruce Springsteen, Live 1975-1985 (Columbia, 1986), the
last two a reaction against the flood of bootlegs of the artists’ concert
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performances. In some instances, artists have condoned concert
recordings — most notably the Grateful Dead (the deadheads).
Authenticity is central to the nature and appeal of bootlegs: “The
measures of authenticity in unauthorized recordings are the same as
within the legitimate music industry: an emphasis upon originality
over imitation, feeling over reason’ (Marshall, 2003: 69). The majority
of bootlegs are of rock artists who are exemplars of authenticity, such
as Dylan, the Rolling Stones, Springsteen, and Led Zeppelin.

Bootleg recordings have been prolific, and have warranted a sub-
stantial history (see Heylin, 1995); they have recently been the subject
of a major study by Marshall (2003).

See also: copyright; piracy

Further reading: ICE. The CD News Authority: ‘Going Underground’ section;
Marshall (2003)

BOXED SET

In its most extreme form, the exploitation of the back catalogue is
represented by the boxed set: the extensive repackaging of a performer’s
work to present a career overview. Recent commercially and critically
successful boxed sets include the Who, Thirty Years of Maximum R&B
(MCA, 1994); Eric Clapton, Crossroads (Polydor, 1988); and The Byrds
(Columbia, 1994). While sometimes criticized as exploiting con-
sumers, such releases also preserve popular music history, making it
more accessible, especially to younger listeners. A case in point is the
phenomenal success of the Robert Johnson boxed set, The Complete
Recordings (Columbia, 1990) bringing the blues legend to the attention
of a new audience. Other types of boxed sets have been multi-album
releases by a performer (e.g. George Harrison, All Things Must Pass
(1970)), concert packages (e.g. Woodstock (1970)), and, a recent trend,
collections of singles (e.g. the Smashing Pumpkins; Alanis Morissette).
The last include creative repackaging of 1960s artists (the Who, the
Rolling Stones), primarily for the collector market.

BOY BANDS

A term widely used in the 1990s for bands regarded as manufactured
pop, in the sense of being deliberate industry constructions aimed

29



BRICOLAGE

primarily at teenage audiences, though there were significant examples
from the 1960s onward (notably the Monkees in the 1960s: see Stahl,
2002) and 1970s British new pop (see Hill, 1986). Several boy bands
enjoyed huge commercial success, while a few members went on to
establish solo careers. Key examples are the Back Street Boys, Take
That (Robbie Williams), N’Sync, and New Kids on the Block. One
response was the creation and success of female equivalents of the boy
bands (e.g. the Spice Girls), utilizing a similar marketing approach.
The late 1990s phenomenon of using reality television shows to
produce such groups has continued, although their membership may
be more of a gender mix, e.g. S Club 7 (see television). The use of
music video, the coverage in the music press, the album covers and
posters, and distinctive performance styles (especially the highly choreo-
graphed use of dance, the emphasis on vocals, the ‘masking’ of instru-
mental accompaniment: see the N’Sync concert DVD) all contribute
to the construction of a distinct image for boy bands: essentially they
are teens marketed for teens, especially girls.

The discourse surrounding boy bands mirrors that of teen and
chart-oriented pop more generally, especially their perceived lack of
authenticity, seen as reflecting the power of the music industry to
commodify such performers and their audiences. More complex
analyses move past simple condemnation to consider the dynamics of
the processes of creation and presentation of the boy bands and their
music, and the nature of their appeal (e.g. Marshall, 1997).

See also: commercialism; commodification; girl groups; pop

Further reading: Marshall (1997) (ch. 6 includes a case study of New Kids on
the Block)

Listening: Back Street Boys, Backstreet’s Back (Zomba/Mushroom Records,
1997)

Viewing: N’Sync, Pop Odyssey (DVD, Zomba, 2002)

BRICOLAGE

The concept of bricolage was initially developed by anthropologist
Lévi-Strauss, who observed that primitive people’s modes of magic —
superstition, sorcery, myth — while superficially bewildering, can
be regarded as implicitly coherent, connecting things which enable
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their users to satisfactorily explain and make sense of their own
world. Bricolage has been applied in popular music studies pri-
marily in consideration of the nature and cultural significance of
cultural style, especially in youth subcultures, and in relation to musical
appropriations.

The Birmingham cultural studies writers, most notably Hebdige
and the contributors to Hall and Jefferson, eds (1976) applied and
developed the structured improvisations of bricolage to explain the
spectacular youth subcultures which emerged in the UK in the 1950s
and 1960s. These subcultures appropriated a range of goods from the
dominant culture, assigning new meanings to them. Symbolic objects —
music, language, dress, appearance — formed a unified signifying sys-
tem in which borrowed materials reflected and expressed aspects of the
subcultural group (see the essays in Hall and Jefferson, 1976). Punk
best exemplified such stylistic bricolage.

‘Normal’ youth can also operate as bricoleurs. Clarke suggests
that an examination of male working-class youth in the UK reveals that
‘normal’ dressing means using elements drawn from government
surplus stores, sportswear, subcultural clothing appropriated from
difterent historical eras via the second-hand clothing markets (in Hall
and Jefferson, 1976). McRobbie (1988; 1991) demonstrates that this is
not a process confined to boys, with fashion-conscious young girls also
putting together ensembles. Mass-market fashion itself contains forms
of recontextualized meaning, as with ski jumpers, tracksuits, and work
overalls.

A number of studies have utilized bricolage in a more general sense
to examine the social role of particular musical styles. Grossberg (in
Gelder and Thornton, eds, 1997) argues that rock’n’roll is a particular
capitalist and postmodernist form of bricolage:

It functions in a constant play of incorporation and excorpora-
tion (both always occurring simultaneously), a contradictory
cultural practice, in which youth celebrates the very conditions
of its leisure — boredom, meaningless and dehumanization —
through technology, commodity fetishism, repetition, fragmen-
tation and superficiality (481).

In more precise terms, various musical styles have been credited with
bringing a sense of play to the arts of bricolage, utilizing different
musical sounds, conventions, and instrumentation. For example,
Lipsitz documents how Los Angeles’s Chicano rock’n’roll musicians
drew upon street slang, car-customizing, clothing styles, and wall
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murals for inspiration and ideas, in addition to more traditional cul-
tural creations such as literature, plays, and poems: ‘Their work is
intertextual, constantly in dialogue with other forms of cultural
expression, and most fully appreciated when located in context’
(Lipsitz, in Gelder and Thornton, 1997: 358).

All this is to see a process of semiotic guerrilla warfare at work in
and through popular music, operating in sites such as the home,
school, and the workplace.

Further reading: Hebdige (1979); Gelder and Thornton (1997)

BRITISH INVASION

A term used by the popular press, and subsequently by historians of
popular music, for the impact of British groups on the US popular
music scene and their dominance of the American charts from early
1960 to 1964-5. A strong British grassroots popular music scene
emerged in the late 1950s, encouraged by skiffle, and drawing on
American rock’n’roll and R&B for inspiration. The beat boom bands
inflected these sounds with their own styles and increasingly produced
their own material. The main centres were Liverpool (Merseybeat)
and London’s R&B-based scene.

The Beatles were the crucial performers and their success opened
the way for the Dave Clark Five, Gerry and the Pacemakers, the
Rolling Stones, etc. Prior to this, few British recording artists had
found sustained popularity in America. Indeed, Capitol Records, the
US subsidiary of EMI, initially declined to release Beatles records in
the USA, licensing them to smaller labels; e.g. Vee Jay Records
released ‘Please Please Me’ in February 1963, and a modified version
of the group’s first album (Please Please Me) as Introducing the Beatles in
July 1963. With little accompanying promotion, these releases failed to
do well on the charts, despite their UK success. This all changed with
the band’s first US tour in 1964, and the accompanying Beatlemania
and chart domination (see Whitburn, 1988). The British invasion
withered in the mid-1960s, as the Beatles stopped touring in 1966,
and the United States produced a number of successful bands who
drew heavily on the British groups and their music (e.g. the Byrds).

Lester Bangs (1992a) is critical of much of the music as ‘by and large
junk: perfect expressions of the pop aesthetic of a disposable culture’
and ‘innocuous but raucous’. The British invasion was nonetheless
important in reshaping American popular music in the early 1960s,
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while validating the emerging youth culture. Although it stifled the
emergent black R&B and the girl groups, it prompted the emergence
of garage bands and American power pop. The success of the
Beatles, followed by the other British groups, created a standard rock
group line-up, usually consisting of four, or possibly five players, with
drum kit, lead, rhythm and bass guitars, plus vocals delivered by one
(on lead) and all (chorus). The Beatles also established the importance
of the singer-songwriter, and the cultural significance of groups per-
forming their own material.

See also: garage bands; girl groups; Merseybeat; power pop

Further reading: Bangs (1992a); Clayson (1995); Ennis (1992); Friedlander
(1996); Garofalo (1997)

Viewing: Dancing in the Street (1995), episode 3: ‘So You Wanna Be a
Rock’'n’Roll Star?’

BRITPOP

The general label applied to the British guitar-based pop/rock bands
of the 1990s, initially by the UK music press, with a distinctively
British musical aesthetic. Britpop was a loose constituency of several
distinct music styles. Performers looked for inspiration to 1960s British
pop/rock bands such as the Beatles, the Who, and the Kinks, post-
punk British rock of the 1980s (the Smiths, the Jam), elements of glam
rock (T Rex was an acknowledged influence), and British ‘new pop’
of the 1980s (see new romantics). From an American perspective,
Britpop has been described, not unfairly, as a ‘defiantly nationalistic
anti-grunge movement’. Whereas grunge had idealized an anti-star
approach, Britpop was regarded as ‘firmly cemented in snotty arro-
gance and aspirations to stardom’ (“The Empire Gobs Back’, Rolling
Stone, Yearbook 1995: 32—4). Major Britpop bands included Blur,
Suede, Pulp, and, above all, Oasis; with the label also applied to Ash,
Echobelly, and Ride, among others. Along with electronic dance
music, Britpop dominated the British charts through the 1990s, with
Oasis’s debut one of the biggest selling records in UK history. Oasis
also succeeded in the American market, where Morning Glory sold 3.26
million copies during 1995-6, supported by extensive touring there,
but otherwise Britpop had only limited impact in the US. Through its
leader Tony Blair, the (then in) opposition New Labour Party cultivated
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connections to Britpop, which it invoked as symbolic of the need to
reinvigorate British culture and the economy.

In a major study of Britpop, Harris (2004) argues that the groups
who defined it ended up shifting British indie rock from its ideological
and aesthetic traditions into the commercial mainstream of UK music.
His account traces its rise, success, and dilution into a celebration of
Britishness for its own sake, and a decline from artistic endeavour into
drug-fuelled indulgence (notably in the case of Oasis). While several
Britpop bands remain active (Blur, Oasis), Britpop as a generic label is
now generally regarded as a historical curiosity.

See also: indie
Further reading: Harris (2004)

Listening: Blur, Parklife (Capitol, 1994); Oasis, (What’s the Story) Morning
Glory? (Creation, 1995); Suede’s self-titled debut (Columbia, 1993)

Viewing: Live Forever: The Rise and Fall of Britpop (DVD, 2003)

BROADCASTING

Refers to the broadcast media: radio, television, and the Internet,
which are vital to the dissemination of music, especially in recorded
form. Discussion of this role has centred around questions of the
various medium’s relative historical importance, varying consumer
access to them and their influence on modes of consumption, and the
governmental regulation of broadcasting.

See also: Internet; MTV; policy; radio; television

BUBBLEGUM

A derogatory label initially applied to a genre of highly commercial
and rather cynically manufactured pop of the late 1960s, usually aimed
at pre-teenage listeners and reflecting their emerging purchasing
power. The term came from the rock-based jingles that were produced
for bubblegum adverts in the US. It was largely an American
phenomenon, associated with the Buddah label and performers like
the Lemon Pipers, the Archies (whose ‘Sugar Sugar’ single was the
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best-selling single of 1969), and the Ohio Express ("‘Yummy Yummy
Yummy’). Bubblegum recordings often made extensive use of session
musicians. Although frequently critically denigrated, bubblegum was
at the core of commercially very successful performers such as the
Monkees, Tommy Roe, and Tommy James and the Shondells: ‘trash
pop made in heaven’ (DeCurtis, 1992: 360). Subsequently, bubblegum
became the general term for popular music regarded as ‘lightweight’
and chart-oriented. Musically, it is associated with strong melodies and
rhythms: insidious, catchy hooks that ‘get inside your brain and don’t
leave’.

See also: power pop
Further reading: Bangs (1992b) (includes discography); Garofalo, 1997

Listening: Very Best of the Ohio Express (Buddah, 1970); Tommy James and the
Shondells, Anthology (Rhino, 1980)

CANON

Issues related to the canon have long been at the centre of literary
scholarship, and underpin several major public literary disagreements,
most notably the ‘Great Books’ debate. The canon embraces value,
exemplification, authority, and a sense of temporal continuity (time-
lessness). Critics of the concept point to the general social relativism
and value judgements embedded in it, and the often associated pri-
vileging of Western, white, male, and middle-class cultural work.

Notions of canon are frequently present in popular music discourse,
implicitly in everyday conversations among fans, and more directly in
critical discourse. Music critics and the music press are major con-
tributors to the construction of a musical canon, with the use of
ratings systems for reviews, annual ‘best of’ listings, and various
‘ecuidebooks’ (see music press).

The gendered nature of the musical canon has been strongly cri-
tiqued. Citron (1993) examines the question: “Why is music composed
by women so marginal to the standard “classical” repertoire?”. Her
study looks at the practices and attitudes that have led to the exclusion
of women composers from the received ‘canon’ of performed musical
works. She explores important elements of canon formation: crea-
tivity, professionalism, music as gendered discourse, and reception.
This historical absence of women has also been noted in popular
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music studies. For example, the marginalization of women in popular
music histories (see O’Brien, 2002); the privileging of male performers
and male-dominated or oriented musical styles/genres in discussions
of authorship (Whiteley, 2000); and the consequent domination of
popular music canons by male performers (see the ‘best of” lists in
Shuker, 2001: Appendix).

Further reading: Kerman (1984); Gabbard, ed. (1995)

CASSETTE AUDIO TAPE; CASSETTE TAPE
PLAYERS; CASSETTE CULTURE

Compact cassette audio tape and cassette tape players, developed in the
mid-1960s, appealed because of their small size and associated port-
ability. Initially a low-fidelity medium, steady improvement of the
sound, through modifications to magnetic tape and the introduction of’
the Dolby noise-reduction system, enhanced the appeal of cassettes. The
transistor radio and the cassette had become associated technologies
by the 1970s, with widely popular cheap radio-cassette players, and the
cassette player incorporated into high-fidelity home stereos. The devel-
opment of powerful portable stereo players (boom boxes), associated
with inner-city African-American youth, created a new form of social
identification and a new level of noise nuisance.

An efficient format for the expansion into remote markets, tape
cassettes became the main sound carriers in ‘developing’ countries,
and by the end of the 1980s cassettes were outselling other formats
three to one. As a portable recording technology, the tape cassette has
been used in the production, duplication, and dissemination of local
musics and the creation of new musical styles, most notably punk and
rap, thus tending to decentralize control over production and con-
sumption. The term cassette culture has been applied to the ‘do it
yourself” ethic that underlies such practices, and the network of musicians
and listeners it embraces.

Tape cassettes pose considerable problems of illegal copying and the
violation of copyright. Fuelled by home taping, sales of blank cassette
audio tapes peaked during the 1980s. Conversely, the advent of the CD,
led to a sharp and on-going decline in the market share of pre-recorded
audio cassettes, which dropped below 20 per cent in 2002 (Hull, 2004: 225).
In Western countries, many music retailers no longer stock the format.

Further reading: Jones, Steve (1992); Millard (1995: ch. 15); Willis ef al. (1990)
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CD (COMPACT DISC); CD-R

Initially developed by Sony in Japan, and introduced in 1982, the
compact disc is a 4.5 inch plastic, aluminium-looking disc, similar to
the computer disk. In the 1980s the CD became established as the main
medium for the recording and marketing of popular music, fuelled by
ease of use, and (often debated) claims of a clearer, sharper sound along
with greater durability and permanence, compared to vinyl. The shift to
CDs was a major factor in the exploitation and availability of the back
catalogue. Some regular CDs include multimedia material which
can be accessed when the recording is played on an appropriate
computer drive; e.g. the Rolling Stones, Stripped (1996).

The CD-R, a recordable CD, became more readily and cheaply
available during 2000-1. Its rapid consumer take up has inverted the
capitalist success story of the CD, which has in a sense created
its own Frankenstein’s monster: the market penetration of the CD
prompting the development of a copying/dubbing technology analo-
gous to earlier audio tape. As with MP3s, the CD-R shifts the balance
of power between consumers and the record companies, with con-
sequent music industry anxiety and attempts to police use of the new
technology.

See also: record formats; piracy

CD-ROMS

CD-ROMs are 4.5 inch plastic, aluminium-looking discs, the same
size as the musical CD, which can each hold up to 700 megabytes of
data, in multimedia form. The music CD-ROM represented a new
marketing niche and a new advertising avenue for the popular music
industry, and were part of the explosion of new multimedia in the
1990s.

CD-ROMs became an important and influential part of the music
industry, with an increasing number of popular music CD-ROM titles
available through the 1990s. Most were artist-specific, but others let
users compose, play guitar, and edit music videos. Due to the
development costs involved, the format initially privileged established
artists, but as the technology became cheaper and more available, CD-
ROM was utilized by more performers. Best-selling titles included
XPLORA 1 Peter Gabriel’s Secret World (Interplay, 1993, various formats)
and releases from Prince, Heart, and the Cranberries. These often
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extended the possibilities for listeners/viewers to interact with the
musical performance. Music encyclopedias also became available in
the format (e.g. Music Central 96).

A similar avenue for the marketing of popular music was through
the exposure of artists and their products in multimedia magazines
published on CD-ROM. The pioneer ROMagazine was NautilusCD,
a monthly consumer/business journal of all things multimedia, which
began in 1990 and became the model for others. ‘ROMags’ were a
mix of text, graphics, sound bites, videos and music, all organized in
roughly the same way as their paper equivalents.

The development of the Internet, with its ready access and the
proliferation of music-related sites in the later 1990s, supplanted the
CD-ROM and ROMags.

CELTIC MUSIC

Irish in origin but more widely influential, contemporary Celtic
popular music is an example of a hybrid metagenre, variants of which
have crossed over into the mainstream of popular music. Descriptions
of it tend to be vague and lack specificity: “The element that the music
of the Celtic lands most commonly shares is a feeling or quality that
evokes emotions of sadness or joy, sorrow or delight’ (Sawyers, 2000: 5).

The influence of Celtic music is evident in the ‘mainstream’,
commercially and critically successtul music of Van Morrison, Clan-
nad, the Chieftains, Enya (Celtic new age), and the Corrs. Celtic
music frequently involves a blending of traditional and modern forms,
e.g. the Celtic-punk of the Pogues; the ambient music of Enya and
Canada’s Coreena McKennitt; the Celtic-grunge of Cape Breton
fiddle-player Ashley Maclsaac; the Celtic-rock of Rawlins Cross and
Horslips. In much of this work, traditional Irish melodies are given a
pop/rock dimension, with the lyrics sometimes in Gaelic.

The emergence of various hybrids of Celtic and popular music
forms is part of a broader awakening of interest in Celtic traditional
music and Gaelic culture and language. This appeal is attributed to the
‘realness” and ‘honesty’ of the music, in other words, its authenticity as
a music of the people.

See also: diaspora; world music

Further reading: Broughton et al. (1994); McLaughlin and McLoone (2000);
Sawyers (2000)
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Listening: Horslips, Dance Hall Sweethearts (RCA, 1974); Sarah McLachlan,
Solace (Arista, 1991); the Pogues, Rum, Sodomy & the Lash (MCA, 1995);
Enya, Watermark (Reprise, 1988)

CENSORSHIP

Censorship occurs whenever particular words, images, sounds, and
ideas are suppressed or muted. This usually occurs through legislation
at the national or local level, but can also take place through self-
regulation and codes of practice within the media and communications
industries. In a major study of the operation of popular music cen-
sorship in Britain, Cloonan (1996: 75) initially defines it as ‘an attempt
to interfere, either pre- or post-publication with the artistic expres-
sions of popular music artists with a view to stifling, or significantly
altering, that expression. This puts the emphasis on censorship as a
deliberate act’.

Censorship operates at a number of levels in popular music. There
is a long history of record companies refusing to distribute potentially
controversial records or videos, of recordings subject to bans by radio,
and recordings being subject to court action. Much of the associated
debate is between supporters of the basic right of free speech, and
those calling for the regulation of obscenity. A further dimension is a
more covert one, where the market effectively acts as a censor. This
includes record companies’ decisions not to sign artists, or to fully
support releases, because of their perceived lack of commercial
potential; decisions by large retail outlets not to stock less com-
mercial or controversial artists/genres; and decisions by radio stations
not to play records which do not fit their general format. While these
decisions are based on commercial rather than moral considerations,
their net effect may be censorial. The licensing and regulation of live
venues by local authorities also operates as a form of censorship (see
policy).

In Britain and the United States, calls for stricter censorship of
popular media culture have been strongly associated with the political
activism and influence of the New Right, a loose amalgam of religious
and conservative groups (see Grossberg, 1992a). Cloonan (1996)
details a number of themes in the censorship of popular music in the
UK: the ebb and flow of censorship in relation to contemporary
events, with often high-profile crimes linked to violent media texts
(e.g. the James Bulger case in 1993); the tendency of proponents
of censorship to portray the popular music audience as passive dupes of

39



CENSORSHIP

the industry, accompanied by an aesthetic critique of pop; a concern
for the welfare of children and adolescents; and xenophobia, as with
the early British attacks on rock’n’roll which emphasized its American
roots. Variants of these are present internationally, particularly in the
views of the Parent’s Music Resource Center (PMRC) in the US,
formed in 1985.

The PMRC, headed by a group of “Washington wives’ (most were
married to Senators or Congressmen, and were also ‘born again’
Christians) was dedicated to ‘cleaning up’ rock music, which they saw as
potentially harmful to young people, terming it ‘secondary child abuse’.
The PMRC published a Rock Music Report condemning what they
claimed to be the five major themes in the music: rebellion, substance
abuse, sexual promiscuity and perversion, violence-nihilism, and the
occult, and began a highly organized letter-writing campaign. They
argued for the implementation of a ratings system for records. In
response, some commercial record companies placed warning labels on
records containing explicit lyrics. The PMRC also sent copies of lyrics
of songs they saw as objectionable to programme directors at radio and
television stations, to be screened for ‘offensive material’, and pressed
record companies to reassess the contracts of artists who featured violence,
substance abuse, or explicit sexuality in their recorded work or concerts.

All these measures were aimed at encouraging self-censorship in the
music industry, and the group’s tactics met with considerable success.
The high point of their efforts was the 1985 US Senate Commerce
Committee hearings on pornography in rock music (Denselow, 1990:
ch. 10). No legislation came out of the hearings, but the Record
Industry Association of America voluntarily responded by introducing
a generic ‘Parents Advisory — Explicit Lyrics’ label to appear on albums
deemed to warrant it. (A number of authors have addressed the epi-
sode and the cultural politics underpinning it; see in particular, Pratt,
1990; Denselow, 1990.) The PMRC remains active.

During the 1990s, rap music became the main target of pro-
censorship forces internationally. The new genre had already been
attacked from the political left for its sexism and homophobia, and was
now criticized from the right for its profanity and obscenity. A judge
in Florida declared the rap group 2 Live Crew’s album As Nasty as
They Want to Be to be obscene, the first such ruling for a recorded
work in United States history. The anti-authority political attitudes
and values in some rap music also attracted considerable criticism. The
Los Angeles rap group NWA’s (Niggers With Attitude) song ‘Fuck the
Police’ (on their debut album, Straight Outta Compton, which was
critically acclaimed for its depiction of black ghetto life), and Ice-T’s
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song ‘Cop Killer’ both caused considerable controversy internationally
and calls to ban their performers’ concerts and records.

Such controversies continued to surface through the following
decade, associated with new musical hybrids such as nu-metal, and
rehearsing earlier arguments (see Garofalo and Cloonan, 2003).

Further reading: Denselow (1990); Garofalo and Cloonan (2003); Garofalo
(1992b); Pratt (1990); Index On Censorship

CHARTS

The popular music chart is a numerical ranking of current releases
based on sales and airplay, usually over a one-week period of time; the
top-ranked album/single is number one and the rest are ranked cor-
respondingly. The first UK chart appeared in 1928 (Melody Maker’s
‘Honours List’); in the US, Billboard, the major trade paper, began a
‘Network Song Census’ in 1934. Such charts quickly became the basis
for radio ‘Hit Parade’ programmes.

The precise nature of how contemporary charts are compiled, and
their basis, varies between competing trade magazines, and national
approaches also difter. In the United States, singles charts are based on
airplay, while the album charts are based on sales. Current releases are
generally defined for the singles charts as twenty-six weeks after the
release. In the UK, the charts are produced by market research
organizations sponsored by various branches of the media. In both
countries, data collection is now substantially computerized and based
on comprehensive sample data (Hull, 2004: 201-2). Airplay infor-
mation is compiled from selected radio stations, sales information from
wholesalers and retailers, assisted by bar coding. This represents a
form of circular logic, in that the charts are based on a combination
of radio play and sales, but airplay influences sales, and retail promo-
tion and sales impacts on radio exposure.

Changes in the presentation of the charts can have important
repercussions for the relative profile of particular genres/performers.
The charts are broken down into genre categories; these can change
over time, acting as a barometer of taste, as with the change of ‘race’
records to R&B. The decline of the single has influenced the way the
charts are constructed: in the UK, in 1989 the music industry
reduced the number of sales required to qualify for a platinum award
(from one million to 600,000) to assist the promotional system, and
ensure charts continued to fuel excitement and sales.
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The popular music charts represent a level of industry and con-
sumer obsession with sales figures almost unique to the record
industry. The charts are part of the various trade magazines (e.g.
Billboard, Variety, Music Week), providing a key reference point for
those working in sales and promotion. The record charts play a major
role: ‘to the fan of popular music, the charts are not merely quanti-
fications of commodities but rather a major reference point around
which their music displays itself in distinction and in relation to other
forms’ (Parker, 1991: 205).

The charts both reflect and shape popular music, especially through
their influence on radio playlists. Historically there has been frequent
controversy over attempts to influence the charts (see payola), and
debate still occurs over perceived attempts to manipulate them. Charts
provide the music industry with valuable feedback and promotion, and
help set the agenda for consumer choice. They have been an influ-
ential source of data for analyses of trends in the music industry (see
market cycles), and the historical impact, commercially at least, of
genres/performers. In addition to music magazines and the trade press,
there is a market for chart listings (e.g. Whitburn, 1988). Only rarely,
however, has the operation and significance of the charts received
sustained academic attention.

See also: discography; payola

Further reading: Brackett (1995b); Cusic (1996); Hull (2004); Negus (1992);
Parker (1991)

CHRISTIAN ROCK; CCM

A rather loose musical style/genre, applied initially to those artists
associated with the emergence of a Christian music industry estab-
lished by American evangelicals (in the 1970s) as an alternative to the
mainstream ‘secular’ entertainment business. Billboard has a Top
Contemporary Christian Music (CCM) category. A magazine, Con-
temporary Christian Music (later CCM), began in 1978. CCM has
become a widely used term for artists whose work ‘melds faith and
culture. It is called Christian because of the messages in the lyrics, or at
least because of the faith backgrounds of the artists’ (Thompson, 2000:
11). While the beat and melody are indistinguishable from other
mainstream music forms, differences are noted in the lyric content,
where themes frequently used are personal salvation, the witnessing of
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one’s faith, living by example, human frailties, rebellion, sin, forgive-
ness, God’s love and mercy.

There is a debate over whether Christian music is primarily
‘ministry’ or ‘entertainment’ or whether particular artists” work is ‘sacred’
or ‘secular’. The considerable commercial success of some artists, such
as Amy Grant, have fuelled this debate. Christian themes are an element
in the work of commercially successful performers who are located
within general musical genres, including pop-metal (Stryper in the late
1980s), rock (Jars of Clay; POD), and pop (DC Talk, Sixpence None
the Richer). Thompson’s study of the ‘birth, evolution, and growing
popularity of Christian Rock Music’ (2000: back jacket) shows a rich
diversity of performers and musical styles.

The work of some ‘mainstream’ performers has, at times, been
influenced by their Christian beliefs, usually in terms of a more mystic
Christian spirituality: e.g. Bob Dylan, Van Morrison (‘“When Will 1
Learn to Live in God?” on Avalon Sunset (Polydor, 1989)), and U2 (The
Joshua Tree (Island, 1987)).

See also: gospel
Further reading: Reid, J. (1993); Romanowski (1993); Thompson (2000)

Listening: Amy Grant, Heart in Motion (A&M, 1991); Bob Dylan, Slow Tiain
Coming (Columbia, 1979); Jars of Clay’s ‘Flood” on the album Frail (Silver-
tone, 1995) draws on the imagery of baptism and Noah’s Ark and is the most
successful Christian crossover single ever; DC Talk, Jesus Freak (Virgin, 1995)

CLASS

Class is one of the fundamental types of social classification. The main
theoretical tradition within sociology derives from the work of Marx
and Weber, with an emphasis on defining classes primarily in eco-
nomic terms. Subsequent theoretical debates have centred around the
primacy of economic determinations of classes, compared with cul-
tural indicators. Most contemporary classifications of class rely on
employment categories, with class formation and identity variously
related to educational attainment and life chances, and to patterns of
cultural consumption. It is the last that has been a significant part of
popular music studies.

The French social theorist Pierre Bourdieu observes that ‘nothing
more clearly affirms one’s class, nothing more infallibly classifies, than
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tastes in music’ (1984: 18). The class nature of popular music pre-
ferences is internationally evident, with class-linked taste cultures
seemingly fairly fixed over time. It is now clear that patterns of music
consumption, most notably genre preferences, follow discernible
trends in terms of gender, age, ethnicity, and, in particular, class. In a
pioneering study, Murdoch and Phelps established that English ado-
lescents’ popular music preferences were strongly differentiated by
social class:

The tastes of the majority of working class pupils were confined
to the routine pop music of the Top Twenty and to the main
Negro styles (Tamla Motown and Jamaican Reggae), whereas
many middle class pupils largely rejected this ‘mainstream’ pop
and preferred the various minority styles, generally lumped
together under the umbrella heading of ‘underground-pro-
gressive’ rock music (Murdoch and Phelps, 1973: 8).

The internationally evident class nature of music preferences was
documented consistently in studies through into the 1990s, with class-
linked taste cultures seemingly fairly fixed over time (Shuker, 2001).
The relative and sometimes greater influence of gender, ethnicity, age,
and location as influences shaping musical tastes has also been
acknowledged.

See also: consumption; cultural capital; taste cultures

Further reading: Hakanan and Wells (1993); Roe (1983); Shepherd (1986);
Willis et al. (1990)

CLASSIC ROCK see rock’n’roll

CLUBS; CLUB CULTURE

Clubs emerged historically as venues where people met regularly to
pursue shared interests, usually paying a membership fee. During the
early 1900s, clubs became major venues for live music on a regular and
continuing basis, often associated with particular genres (e.g. jazz,
blues). They have continued to serve as training grounds for aspiring
performers operating at the local level, and provide a ‘bread and
butter’ living for more established artists, often through being part of
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an organized circuit of venues. They are also social spaces: ‘At their
best, clubs are places where the marginalized can feel at home, where
we can experiment with new identities, new ways of being. They are
places where cultures collide’ (Garratt, 1998: 321).

The equation of live performance with musical authenticity and
‘paying your dues’ as a performer remains a widely held ideology
among fans, musicians, and record company executives. Clubs have
historically assumed mythic importance for breaking new acts, as with
the Who at the Marquee in London in 1965. They can also establish
and popularize trends, as in English punk at London’s 100 Club and
the Roxy in the late 1970s. A community network of clubs or pub
venues can help create a local club scene, at times based around a
particular sound; e.g. Merseybeat, associated with the Beatles, Gerry
and the Pacemakers, and the Searchers in the early 1960s; and
Madchester (the Happy Mondays, James, and the Stone Roses) of the
early 1990s. While the cohesion of their ‘common’ musical signatures
is frequently exaggerated, such localized developments provide mar-
keting possibilities by providing a ‘brand name’ with which clubbers
can identify.

Club venues remain important for establishing new trends and their
associated groups, especially the various forms of techno. The UK
music press in the mid-1990s documents the resurgence of the club
and disco scene, partly through a new popularization of dance music.
The cult of the DJ is a central part of the club scene, a star figure
whose skill is to judge the mood on the dance floor, both reflecting
and leading it, all the while blending tracks into a seamless whole.

Dance clubs have historically been important to growing up,
especially in Britain, where young people have traditionally not been
as mobile as their American counterparts. Club culture is ‘the collo-
quial expression given to youth cultures for whom dance clubs and
their eighties offshoots, raves, are the symbolic axis and working social
hub. The sense of place afforded by these events is such that regular
attendees take on the name of the spaces they frequent, becoming
“clubbers” and “ravers” (Thornton, 1996: 3). Club cultures are asso-
clated with specific locations which continually present and modify
sounds and styles, ‘regularly bearing witness to the apogees and
excesses of youth subcultures. Club cultures are taste cultures. Club
crowds generally congregate on the basis of their shared taste in music,
their consumption of common media, and, most importantly, their
preference for people with similar tastes to themselves. Crucially, club
cultures embrace their own hierarchies of what is authentic and
legitimate in popular culture’ (ibid.).
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The explosion of dance music in the 1990s saw a number of aca-
demic and popular studies of the new phenomenon and its associated
club culture (Garrett, 1998; Malbon, 1999; Rietveld, 1998). These
often drew on their authors’ status as participants in such scenes,
mixing ethnographic method and social theory.

See also: DJ; dance music; house

Further reading: Garrett (1998); Malbon (1999); MUZIK magazine; Rietveld
(1998); Thornton (1996)

COMMERCIALISM; COMMODIFICATION

Commercialism is the general influence of business principles and
practices upon social life, including leisure activities. A central part
of the process of commercialization is the commodification of
cultural commodities and symbolic goods; i.e. their production as
material commodities for a market, consumer economy. The Frankfurt
School theorists stressed the commodification of popular cultural forms
under the conditions of capitalist production and the constant quest for
profit.

While historically always present, both processes were given
increased prominence with urbanization, industrialization, and the rise
of consumer society in the nineteenth century, along with the creation
of global markets. With increased and more differentiated consumer
demand, individual social identity became more closely identified with
the consumption (and display) of goods. Associated with these devel-
opments, was the rise of advertising as part of increasingly sophisti-
cated marketing techniques and the significance of brand names
(Fowles, 1996: ch. 1). These concepts have been at the heart of the
on-going debate over the nature and influence of mass culture.

There are aspects of popular music as a commodity form which
distinguish it from other cultural texts, notably its reproducibility, its
ubiquity of formats, and its multiple modes of dissemination. While
creating and promoting new music (the industry term is ‘product’)
is usually expensive, actually reproducing it is not. Popular music has
been increasingly commodified, recorded, and reproduced in various
formats — vinyl, audio tape, CD, DAT, and video — and variations within
these: the dance mix, the cassette single, the limited collector’s edition,
and so on. These are disseminated in a variety of ways — through radio
airplay, discos and dance clubs, television music video shows and
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MTV-style channels, and live performances. In addition there is the
memorabilia available to the fan, especially the posters and the T-shirts;
the use of popular music within film soundtracks and television
advertising; and the ubiquity of ‘muzak’. The range of these com-
modities enables a multimedia approach to the marketing of the music,
and a maximization of sales potential, as exposure in each of the
various forms strengthens the appeal of the others.

Given that the capitalist music industry is central to the process of
making and marketing recorded music, there is a spectrum of aesthetic
experience that ranges across the artistic to the commercial in all
musical genres, including the classical. Early practices such as the
eighteenth-century patronage of composers, the commissioning of
work, and the advent of public (but paying) concerts, show that
popular music was hardly immune from commercial influences and
constraints (Cowen, 1998). In the nineteenth century, the sale of home
pianos, sheet music, and the phonograph further demonstrated the
considerable commercial potential of popular music. Commodifica-
tion was accelerated with the advent of recorded sound in the late
nineteenth century, and the subsequent rise of record companies,
licensing and copyright legislation, and the establishment of associa-
tions of composers and musicians (Chanan, 1995; Millard, 1995).

An instructive historical example of how the means of sound
reproduction are a significant part of the commodification of music is
provided in Gerry Farrell’s account of the early days of the gramo-
phone in India. The gramophone arrived in India only a few years
after its invention in the West, and recorded sound brought many
forms of classical Indian music out of the obscurity of performance
settings such as the courtesan’s quarter and on to the mass market.
Indian musicians now entered the world of Western media, as pho-
tography and recorded sound turned ‘native’ musics into saleable
commodities. Economics underpinned the move of GLT (Gramo-
phone and Typewriter Ltd) into the Indian subcontinent. As John
Watson Hawf, their agent in Calcutta, put it: “The native music is to
me worse than Turkish but as long as it suits them and sells well what
do we care?” (Farrell, 1998: 58). For the emergent Indian middle class,
the gramophone was both a technological novelty and a status symbol.

Commodification has been used in recent popular music studies to
critically analyse the relationship between the music industry, the
market, and music-making. The term became largely used in a
negative sense, in critiques of the aggressive and calculated marketing
of popular music trends, as with the British ‘new pop’ performers of
the early 1980s, associated with the rise of music video and MTV
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(Frith, 1988a; Harron, 1988; Rimmer, 1985). New musical genres are
frequently seen to begin with Romantic overtones (essentially valuing
creative over commercial considerations), but are soon commodified.
There is a familiar historical litany here, moving through rock’n’roll in the
1950s, soul in the 1960s, reggae and punk in the 1970s, rap in the 1980s,
and alternative in the 1990s, with a considerable discourse around the
extent and cultural significance of episodes (see political economy).

Further reading: Eliot (1989); Frith (1988a); Harron (1988); Hesmondhalgh
(2002); Hill (1986); Negus (1996)

COMMUNICATION

Communication is: (i) the conveying of information from A to B, with
effect (Lasswell’s classic flow model); and (ii) the negotiation and
exchange of meaning (for a discussion of these, see O’Sullivan et al.,
1994). Music is a fundamental form of human communication; along with
many other animal species, humans use organized sound to communicate.
We are musically “wired’ at birth; infants respond to intonation and at
six months of age are able to recognize musical structures and identify
‘wrong’ notes. There has been a good deal of experimental, laboratory
research on the manner in which the brain handles such processes.

‘Music is a passionate sequencing of thoughts and feelings that
expresses meaning in a manner that has no parallel in human life’ (Lull,
ed., 1992: 1). That music produces ‘sense’ and conveys meanings is
clear and unquestionable. What needs to be considered are ‘the
attributes of the processes governing musical meaning’ (Middleton,
1990: 172), and how these operate in particular contexts. This requires
an examination of: (1) the communicative role of musicians, who
communicate — ‘speak’ — directly to individual listeners and to parti-
cular audience constituencies, often through particular genres. (2) The
communicative role of the music; e.g. the conveying of implicit
political messages (‘protest song’) and, often at a more implicit level,
ideologies of romance, personal and social identity, and so forth. (3)
The communicative role of the means by which the music is trans-
ferred to its audiences, and the influence of these ‘communicative
vehicles” (Negus, 1996: 169), which are far from neutral (see tech-
nology). (4) The ways in which music is received, listened to,
interpreted, and used by listeners in a wide variety of contexts.

This last dimension has been the subject of considerable analytical
discussion. People and groups interact with popular music in a physical
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way (e.g. singing along, clapping, foot tapping, dancing, ‘air guitar’);
emotionally (e.g. romanticizing, letting the music ‘wash over you’,
becoming ‘lost in music’); and cognitively (e.g. stimulating thought,
framing perceptions, processing information). These different modes
of engagement can be in a very personal manner, through individual
listening to relax or escape or distance oneself from other commitments
and people, but it is the social experience of music which is more
frequent. Music provides a soundtrack for daily experience; e.g. study-
ing, doing domestic chores, shopping (see muzak); and the stimulus
to physical activities, notably dancing, but also aerobics, driving, and
sex. Music can operate as a companion, something to ‘unwind’ and
relax with; its use contributes to the context and meaning of many
other activities, e.g. as film soundtrack, weddings, and sporting events.

Music as organized sound is traditionally defined in terms of beat,
harmony, and melody, and, in much popular music, song lyrics.
Particular popular music texts shape audience consciousness through
sheer thematic repetition (hooks), and by repeated exposure via radio
and music video channel playlists.

See also: listening; musicology
Further reading: Middleton (1990: ch. 6); Lull, ed. (1992)

Viewing: Music and the Mind (TV documentary series, BBC, 1996)

CONCERTS

Popular music concerts are complex social phenomena, involving a
mix of music and economics, ritual and pleasure, for both performers
and audiences. Concerts assert and celebrate the values of the music,
endorse performers, and provide solidarity in a community of com-
panionship. There is a tension between concerts as exemplifying a
sense of community, albeit a transient one, and their economic and
promotional importance (Weinstein, 1991a: 199-200).

The backstage area is a highly complex work site, with a range of
specialized workers. The number of personnel reflects the size of the
tour and the economic ‘importance’ of the performers, but can include
technicians in charge of the instruments and equipment (amplifiers,
etc.); stage hands, who often double as roadies, people to work the
sound and lighting boards, security guards, and the concert tour
manager. The successful operation of the backstage area at concerts
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involves the integration of these workers into a stable and impersonal
time schedule, where each person does his job as and when required.

Concerts are a ritual for both performers and their audience.
Symphony orchestra concerts celebrate ‘the power holding class in our
society’ (Small, 1987); popular music concerts frequently celebrate
youth, not purely as a demographic group, but the idea of youth. The
behaviour of concert goers depends on the performer(s) and their
associated musical style(s); e.g. audiences at rock and heavy metal
concerts are considerably more outgoing and demonstrative, consistent
with the essential physicality of the music.

Part of the ritual of attending concerts is getting ‘pumped up’ for the
occasion, a process which includes spending hours in queues to ensure
tickets (many concerts by top acts sell out in a matter of hours), listening
once again to the performer’s albums, talking with friends about the
coming event (especially where expectations have been generated by
previous concerts by the performer), travelling, often over long distances,
to the concert venue, possible pre-concert drug use, and ‘dressing up’
for the concert. These all become part of the celebratory experience.

The performers themselves conform to ritual forms of behaviour in
performance, with particular performance styles and images associated
with specific genres. For example, the model of the rock band, at least
at the level of image, is anti-hierarchical: ‘on stage the players come
close to one another, even lean on one another, and circulate to
interact with different members of the band’ (Weinstein, 1991a: 99).
This public image often conceals the personal animosities present
within the group, which are frequently concealed or played down in
the common interest of maintaining the group’s career. The typical
rock stage performance is heavily theatrical and physically energetic,
especially in the case of the lead singer and lead guitarist.

See also: festivals; live performance; tours

Further reading: Eliot (1989); Fink (1989); Garofalo (1992a); Walser (1993);
Weinstein (1991a: ch. 6)

CONSUMER SOVEREIGNTY

The view that consumers/audiences exercise of their ‘free’ choice in
the marketplace is a major determinant of the nature and availability of
particular cultural and (economic) commodities. Consumer sover-
eignty emphasizes the operation of human agency. While the elements
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of romance and imagination that have informed individual personal
histories and the history of popular musical genres are frequently
marginalized in the commodification process, they remain essential to
the narratives people construct to help create a sense of identity. In some
contemporary forms of cultural studies, consumer sovereignty has
been tied to the notion of the active audience, to produce a debated
view of semiotic democracy (see Fiske, 1989).

An emphasis on consumer sovereignty as the primary factor
whereby social meaning is created in the music, is in contradistinction
to the view that the process of consumption is constrained by the
processes of production: production determines consumption (see
political economy). Yet production and consumption are not to be
regarded as fixed immutable processes, but must be regarded as
engaged in a dialectic. While economic power does have a residual base
in institutional structures and practices (in this case, the record com-
panies and their drive for market stability, predictability and profit),
this power is never absolute. Recent writing in popular music studies
has emphasized a ‘middle way’ approach to the issues here, utilizing
the concepts of articulation and mediation (see Negus, 1996).

See also: audiences; fans

CONSUMPTION

The study of the consumption of economic and cultural goods has
paid particular attention to the patterns of such consumption and the
processes whereby it occurs. Popular music consumption embraces a
wide variety of social practices (the more significant are treated
separately); these include the purchase of recorded music, attending
live performances, clubbing, watching music videos, listening to the
radio, making tape compilations (home taping), and downloading
from the Internet. The discussion here covers patterns and processes
evident in the consumption of popular music (for a general discussion
of the concept of consumers, and its relationship to audience studies,
see audiences).

Datterns of consumption

Historically, the main consumers of contemporary (post-1950) pop-
ular music, especially rock music, have been young people between
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twelve and twenty-five. At the same time, as the charts have frequently
indicated, adult tastes are significant; indeed, they have become
increasingly so, with the ageing of rock’s original audience (see
demography). As a general social category, one factor youth have in
common internationally is an interest in popular music, and cultural
surveys in North America, the UK, and New Zealand all indicate the
high levels of popular music consumption by youths. The profiles of
this consumption show a clear pattern of age- and gender-based genre
preferences. Younger adolescents, particularly girls, prefer commercial
pop; older adolescents express greater interest in more progressive
forms and artists. High school students tend to be more interested in
alternative/indie genre tastes, and less interested in the more com-
mercial expressions of popular music. As consumers get older, their
tastes in music often become more open to exploring new genres and
less commercial forms. This trend is particularly evident amongst
tertiary students, reflecting the dominant forms of musical cultural
capital within their peer groups. There is some evidence of an asso-
ciation between commitment to school, ‘antisocial’ attitudes and
behaviours, and preferences in popular music (see education). In
studies of music consumption in ethnically mixed or diverse popula-
tions, black adolescents are demonstrably more likely (than their white
or Asian counterparts) to favour black music genres, most notably soul,
R&B, blues, reggae, and rap. Such genres are carriers of ideology,
creating symbols for listeners to identify with. Rap has emerged as a
major genre preference among black youth internationally.

Adult music tastes generally remain fixed at the commercial level,
even when they may largely abandon more direct interest — through
record purchases, concert going etc. — in popular music. However,
there is a substantial older audience for genres and styles such as
country, ‘easy listening’, jazz, blues, and world music.

Modes of consumption

Studies of the process and nature of music consumption have used
qualitative methodologies to examine individual record buyers, con-
cert goers, radio listeners, and music video viewers. These reveal a
complex set of influences upon the construction of individual popular
music consumption. Even younger adolescent consumers, who are
often seen as relatively undiscriminating and easily swayed by the
influence of market forces (see teenyboppers), see their preferences
as far from straightforward, with the views of their friends paramount.
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Young people’s musical activities, whatever their cultural background
or social position, rest on a substantial and sophisticated body of
knowledge about popular music. Most young people have a clear
understanding of its diftferent genres, and an ability to hear and place
sounds in terms of their histories, influences, and sources. Young
musicians and audiences have no hesitation about making and justi-
fying judgements of meaning and value (see Willis et al., 1990).

Patterns of consumption are complex, involving record buying,
video viewing, radio listening, and home taping; along with the var-
ious secondary levels of involvement: the music press, dance, clubbing,
and concert going.

Making copies of recordings is a significant aspect of people’s
engagement with popular music. During the 1970s and 1980s this was
primarily through audio tape. Aside from the convenience of ensuring
access to preferred texts, selected (particularly with albums) to avoid
any ‘dross’ or material not liked sufficiently to warrant inclusion, there
is an economic aspect to such home taping: ‘Home taping of music is,
in one sense, a strategy directly tailored to recession conditions. The
tape cassette has proved to be a practical, flexible and cheap way of
consuming and distributing music’ (Willis et al., 1990: 62). Home
taping was primarily from the radio, but “Young people frequently rely
on friends, with larger record collections to make tapes for them.
There is something of an informal hierarchy of taste operating here’
(ibid.: 63). Home taping was significant as an aspect of consumption
largely beyond the ability of the music industry to influence tastes. The
modern form of home taping is downloading from the Internet.

Buying recorded music in its various formats is central, and involves
gathering information from peers, older siblings, and retrospectives in
the music press; and systematically searching for items out of the back
catalogue. This search is primarily through second-hand record shops,
which are currently thriving because of the limited purchasing power
of unemployed youth and the high prices of new CDs and albums. It
can also be seen in the bargain bins and at record sales.

Radio remains the major source for most people’s engagement with
popular music, with surveys indicating that young people in particular
frequently ‘listen to the radio’ (and watch less television). Although
this is generally listening at an unfocused level, with the radio acting as
a companion and as background to other activities, at times listening
to the radio is deliberately undertaken in order to hear and tape new
music. This is frequently done in relation to particular specialist shows
or DJs. Preferences for particular radio stations/formats are related to
factors such as age and ethnicity.
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Further reading: Hakanen and Wells (1993); Koizumi (2002); Negus (1996);
Willis et al. (1990)

COPYRIGHT

Copyright is central to the music industry. The basic principle of
copyright law is the exclusive right to copy and publish one’s own
work. That is, the copyright owner has the right to duplicate or
authorize the duplication of his property, and to distribute it. The full
legal nature of copyright is beyond our scope here (see Fink, 1989:
36—47; Hull, 2004: ch. 3); its significance lies in its cultural impor-
tance. The development of new technologies of sound recording and
reproduction raise issues of intellectual property rights, particularly
copyright and the control of sounds.

In addition to deriving income from unit sales of records, record
companies, performers, songwriters, and music publishers derive
income from the sale of rights. Ownership of rights are determined by
copyright in the master tape, the original tape embodying the
recorded performance from which subsequent records are manu-
factured. The global music industry is now less concerned than pre-
viously with the production and management of commodities, with
the management of rights providing an increasingly important share of
its revenues.

This rights income includes: (i) mechanical income: payable by the
record company (to the owner of the copyright) for permission to
reproduce a song on record; this is a fixed percentage of the recom-
mended retail price; (i) performance income: a licence fee paid by
venues, TVand radio stations for the right to publicly perform or broadcast
songs; and (iil) miscellaneous income: payment for the use of songs in
films, adverts, etc.

The first US copyright statute was enacted in 1909, and protected
the owners of musical compositions from unauthorized copying
(piracy), while making a song into a commodity product that could
be brought and sold in the marketplace. With copyright protection,
sheet-music writer-publishers could afford to spend a great deal of
money promoting a new song because other printers could not pirate
the valuable properties thus created. Their activity fostered musical
innovation, most notably in ragtime and jazz (Peterson, 1990: 99).
Similar legislation was enacted in Britain in 1911. The development of
recording raised the question of whether the publishers of recorded
and sheet music could claim the same rights as literary publishers.
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British and American legislation differed on this, with the former
being more restrictive in its approach.

Copyright laws provided no mechanism for collecting the royalties
from the public performance of music. In 1914, the American Society
of Composers, Authors and Publishers (ASCAP) was formed, to issue
licences and to collect all royalties due from three sources: the per-
formance of songs, with recording artists receiving income based on
the revenue made from the sale of their records; the sale of original
music to publishers, and subsequent performance royalties; and money
paid to the publishers for their share of the sales and performances,
usually split 50-50 between composers and publishers. ASCAP’s role
was confirmed by a Supreme Court decision in 1917 validating the
organization’s right to issue membership licences and collect perfor-
mance royalties. However, broadcasters resisted all ASCAP’s attempts
to collect royalties for music played on the radio, and went so far as to
create their own organization to break what they claimed were
ASCAP’s monopolistic tactics, establishing Broadcast Music Inc.
(BMI) in 1939.

The Rome Convention and the Berne Convention are the major
international agreements on copyright. The IFPI, the International
Federation of the Phonographic Industries, globally regulates the
application and enforcement of copyright (not always successtully; see
piracy). Rights income is collected by various local and regional
agencies, such as AMCOS, the Australasian Mechanical Copyright
Owners Society; and APRA, the Australasian Performing Rights
Association.

Attempts to ensure international uniformity in copyright laws have
met only with partial success; even within the European Union
conventions and practices vary considerably. Attitudes towards copy-
right diverge depending on whose interests are involved. The 1990s
saw an emerging hostility towards copyright among many music
consumers and even some musicians, due to its regulatory use by
international corporations to protect their interests. On the other
hand, the companies themselves are actively seeking to harmonize
arrangements and curb piracy, while the record industry associations
(especially the IFPI), which are almost exclusively concerned with
copyright issues, largely support the industry line. Ultimately, it is
market control which is at stake. There is a basic tension between
protecting the rights and income of the original artists, and the
restriction of musical output.

Canada, the United States, Australia, Japan, and Ghana all
demonstrate different responses to the development of copyright,
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depending on the nature of interest groups that make up the local
performing rights societies, and national concerns about the potential
exploitation of local music, the outflow of funds to overseas copyright
holders, and the stifling of local performers’ ability to utilize inter-
national material (see Frith, ed., 1993). To take one example: through
a detailed exposition of the regulatory structures and networks in the
Australian recorded music industry, and the 1990 public inquiry into
copyright, Breen (1999) shows how in Australian copyright law has
largely helped protect the interests of the major music companies.
As early case studies of the legal and moral arguments surrounding
the sampling used in records by the JAMS, M/A/R/R/S, De La
Soul, and others (see Beadle, 1993) showed the issues involved were
extremely complex. They centred around the questions of what is
actually ‘copyrightable’ in music. Who has the right to control the use of
asong, arecord, orasound? And whatis the nature of the public domain?
Frith (ed., 1993) observed that the advent of new technologies of
sound recording and reproduction have coincided with the globali-
zation of culture, and the desire of media/entertainment conglomer-
ates to maximize their revenues from ‘rights’ as well as maintaining
income from the actual sale of records. What counts as ‘music’ is
changing from a fixed, authored ‘thing’ which existed as property, to
something more difficult to identify. As Théberge concludes:

The introduction of digital technologies in music production during
the past decade has resulted in the development of new kinds of
creative activity that have, on the one hand, exacerbated already
existing problems in the conceptualization of music as a form of
artistic expression and, on the other, demanded that even further
distinctions be made in copyright legislation (in Frith, ed., 1993: 53).

The music industry’s historical concern with threats to copyright has
been exacerbated in the past decade, notably in the debate surrounding
sampling and practices such as Internet downloading. Accordingly,
Hull (2004), in his recent study of the music industry, devotes three
chapters to copyright, while articles and exchanges have proliferated
around the impact of new technologies and the Internet upon the
nature and operation of copyright (e.g. Garofalo, 2003).

See also: bootlegs; MP3; piracy; sampling

Further reading: Frith, ed. (1993); Hull (2004); Jones, Steve (1992); Marshall,
2004; Negus (1992)
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COUNTER-CULTURE; UNDERGROUND

Indicating a loose, expressive social movement, the term counter-
culture was initially applied to groups such as the beats in the 1950s,
and subsequently to the largely middle-class subcultures of the mid- to
late 1960s. The sixties counter-culture was most evident in North
American communal and anti-conformist lifestyles, but it quickly
became an international phenomenon. It was strongly present in the
UK, where it was more commonly referred to as the underground.
Both terms continue to be applied to various groups/subcultures
outside of, and at times in opposition to, the social and economic
mainstream (see scenes).

The counter-culture had its origins in the beats (or beatniks) of the
1950s. The beats developed in post-war Paris, in the student area of
the Left Bank, influenced by the French bohemian artistic intelligentsia.
Strongly centred around existentialist values, the futility of action and a
nihilism about social change, the beats also took on board Eastern
mysticism, jazz, poetry, drugs (primarily marijuana), and literature.
Popularized by writers such as Kerouac and Ginsberg, the movement
spread across America in the early 1960s, centred initially on Green-
wich Village in New York. The beats had a romantic, anarchic vision,
with individualism a major theme, and were highly antagonistic to
middle-class lifestyles and careers. They were influential on the values
of the later counter-culture and Generation X, and helped bring jazz,
especially its more modern forms such as bebop, to wider attention

In the 1960s, the term counter-culture was used by social theorists,
such as Roszak and Marcuse, as an integrative label for the various
groups and ideologies present in the American movement. The
counter-culture was seen as a generational unit, the ‘youth culture’
challenging traditional concepts of career, education, and morality, and
seeking an identity outside of occupational role or family. The 1960s
counter-culture/underground embraced a range of groups and life-
styles, who broadly shared values of drug use, freedom, and a broadly
anti-middle class stance. In the US elements of the counter-culture
were sympathetic to New Left politics (Students for a Democratic
Society), and embraced some political concerns, especially community
activism in relation to health, education, and the environment. While
this led some observers to see youth as a generationally political
progressive group, at heart the movement represented a form of
symbolic, cultural politics (exemplified by the hippies). The counter-
culture embodied a series of contradictions; e.g. it developed at a time of
relative economic prosperity, enabling the economy to carry substantial
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numbers of voluntarily unemployed people living on subsistence incomes,
who were antagonistic to the ‘mainstream’ economy and society.

A significant part of the counter-culture were the hippies; initially
centred on San Francisco’s Haight Ashbury district, they came into
international attention during 1966—7. ‘Soft’ drug use (cannabis, LSD),
long hair, communes, peace, love-ins/free love, flowers and psyche-
delic/acid rock were all aspects picked up on by the press. Hippies
represented a form of cultural politics, ostensibly rejecting ‘main-
stream’ society and values, but with clear contradictions present. They
were generally from comfortable middle-class backgrounds, but the
material affluence of the Western economies during the 1960s made
their opting out possible; they were anti-technology but often pos-
sessed impressive sound systems; and their espoused ‘freedom’ at times
sat uneasily alongside sexism and gender stereotyping.

Musically, the counter-culture was linked to the genres of pro-
gressive and psychedelic rock. The hippies’ preference for psychedelic
rock was consistent with the other values of the subculture, especially
its ‘laid back’ orientation and drug use (see Willis, 1978; Pichaske,
1989). Counter-culture ‘radical’ youth, mainly students, were part of
the US civil rights movement, with its use of political folk songs and
negro spirituals, and supported the Campaign for Nuclear Disarma-
ment in the UK, which drew on similar sources, along with trad jazz,
during its marches in the late 1950s. All of these musics were soon
subject to commodification, with sincerity becoming highly mar-
ketable during the mid-1960s.

The counter-culture persisted into the 1980s and onward, though
arguably more in terms of the encapsulation of its values in the private
lives of the baby boomer generation. The underground is evident in
various alternative scenes and subcultures.

See also: jazz; progressive rock; psychedelic music

Further reading: Brake (1985); Garofalo (1997: ch. 6); Nuttal (1968); Reich
(1972); Whiteley (1992)

COUNTRY; C&W/COUNTRY & WESTERN;
COUNTRY ROCK; ALT.COUNTRY; AMERICANA

Country music is an American genre now internationally popular; it has
been variously known in the past as folk music, old-time music, hillbilly,
C&W/country & western. According to Bill Malone (1985: 1) ‘it defies
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precise definition, and no term (not even “country”) has ever successfully
encapsulated its essence’. As an identifiable genre C&W can be traced
back to the American rural south in the 1920s; Okey issued the first
country catalogue in 1924. It has evolved into primarily an American form
with two general strands: traditional country and a more commercial
mainstream of pop country. Within these are various identifiable sub-
genres and related styles: ‘progressive country’, country rock, bluegrass,
rockabilly, Western Swing, new country, Tex-Mex, Cajun, Zydeco,
and Conjunto. Leading traditional country performers included Johnny
Cash, the Carter Family, Hank Williams, Willie Nelson, and Dolly Parton.

Country emerged in the US as a major market force in popular music
in the 1990s, and classic stereotypes associated with the genre (especially
its maudlin themes and limited appeal) no longer hold up. Billboard placed
Garth Brooks as Top Country Album Artist and Top Pop Album Artist
for the years 1990, 1991, and 1993. In 1993, all six of his albums were
included among the 100 most popular albums of the year, with two —
No Fences and Ropin’ the Wind — having sold about 10 million copies
each. In performance, Brooks adopted an arena rock aesthetic, using
theatre smoke, fireworks, and sophisticated lighting shows (Garofalo,
1997: 457). His crossover success opened the way on the pop charts for
other country artists, with Billy Ray Cyrus, Dwight Yoakum, Mary
Chapin Carpenter, and R eba McIntyre among the best-selling artists of
the early to mid-1990s. Along with Brooks and others, these artists are
often referred to as ‘new country’. At the same time, country radio became
the second most listened to music format in the United States, second
only to adult contemporary, and video channel CMT gained a sig-
nificant market share. The recent crossover success of the Dixie Chicks
and Shania Twain reflected this aggressive resurgence of country music.

Further reading: Ennis (1992); Endres (1993); Lewis, G., ed. (1993); Malone
(1985); Wolff (2000)

Listening: Hank Williams (Polydor series, released in 1986, covering his
194652 releases); Garth Brooks, No Fences (Capitol/EMI, 1989); Rosanna
Cash, Retrospective 1979—-1989 (CBS, 1989); Dixie Chicks, Wide Open Spaces
(Monument, 1998); Shania Twain, Come On Over (Mercury, 1999)

Country rock

Representing an amalgam of country and rock styles, the term
country rock was first applied in the mid-1960s to American rock
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performers who looked to country music for inspiration, including the
Byrds (see Scoppa, 1992), the Flying Burrito Brothers, and Gram
Parsons (a short, but influential career; see Fong-Torres, 1991).
Country rock was carried into the 1970s with the Eagles, Poco, Ozark
Mountain Daredevils, and the Amazing Rhythm Aces, all of whom
mixed country with other rock genres, and enjoyed commercial
success. Country rock combined traditional country harmonies and
phrasing with a rock beat, adding instruments such as the pedal steel
guitar, the dobro, and mandolin to the electric guitar and bass of rock
music.

In the 1980s and 1990s country has been drawn on by various
artists as part of a hybridization of musical styles; e.g. Jason and the
Scorchers, the Blasters. While primarily a male-dominated genre,
some women performers enjoyed critical and commercial success with
‘soft’ country rock; e.g. Emmylou Harris. In the 1990s, country rock
became indistinguishable from much contemporary country music.
The audience for country rock is under researched, but appears to be a
mix of those favouring either, or both, of the parent genres. Urban
listeners were arguably drawn to country rock’s rural aesthetic and
associated authenticity.

Further reading: Doggett (2000); Einarson (2001); Garofalo (1997)

Listening: Gram Parsons, GP/Grievous Angel (Reprise, 1990) (rerelease, both
albums on single CD); the Byrds, Sweetheart of the Rodeo (Edsel, 1997); Bob
Dylan, Nashville Skyline (Columbia, 1969); Emmylou Harris, Luxury Liner
(WB, 1977)

Americana and alt.country

Along with ‘No Depression’ and ‘Roots Rock’, Americana and
alt.country began being used in the 1990s for performers who
positioned themselves as producing ‘something heartfelt and worth-
while outside the foul and cancerous dreck which typifies country
music in the last 15 years’ (Tom Russell, UNCUT, May 2004: 98).
Russell’s comment typifies the discourse surrounding alt.country, with
authenticity a central referent. The music evokes ‘traditional’, often
threatened, American cultures and peoples, and rural landscapes. The
loose style was picked up and marketed by record labels such as
Hightown, and championed and popularized by the magazine No
Depression (which took its name from the Carter Family song, later
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covered by Uncle Tupelo). Other music magazines began devoting
considerable coverage to alt.country, notably UNCUT in the UK,
helping to internationalize interest in the style and its performers.

Although their music frequently hybridizes rock and other styles,
artists linked to alt.country/Americana include Whiskey Town, Ryan
Adams, Lucinda Williams, Gillian Welch, and Wilco.

Further Reading: No Depression; UNCUT, especially the September 1998 issue:
‘Sounds of the New West’ (cover story with accompanying twenty-track CD
of alt.country)

See also: roots

Listening: Tom Russell, Indians Cowboys Horses Dogs (Hightown, 2004); No
Depression: What it Sounds Like, Tol. 1 (Dualtone, 2004) (compilation by the
editors of No Depression); Lucinda Williams, Car Wheels on a Gravel Road
(Mercury, 1998)

COVERS

Cover versions are performances/recordings by musicians not
responsible for the original recording. Historically, these were often
‘standards’ which were the staples of singers for most of the 1940s and
1950s. Record companies would release their artists” cover versions of
hits from their competitors. In the 1950s, white singers covered the
original rock’n’roll recordings by black artists (e.g. Pat Boone’s cover of
Little Richard’s ‘Tutti Frutti’), in an effort by record companies to
capitalize on the ethnic divide in American radio. Criticism of this
frequently exploitative practice led to covers being equated with a lack
of originality, and regarded as not as creative, or authentic, as the
original recording. This view was reinforced by the aesthetics and
ideology of sixties rock culture, valuing individual creativity and the
use of one’s own compositions.

At times, however, covers have been perceived as creative in their
own right; e.g. Elvis Presley’s cover of “That’s Alright Mama’ (Sun,
1955), originally recorded by R&B singer Arthur ‘Big Boy’ Crudup,
and his version of the bluegrass classic ‘Blue Moon of Kentucky’
contributed to the formation of rockabilly and rock’n’roll in the 1950s.

Some covers have replicated the popularity of the original; e.g. Joan
Jett’s version of ‘Crimson and Clover’, originally a number one hit for
Tommy James and the Shondells in 1967; others have been successtul
renditions of relatively ignored originals; e.g. Tommy James and the
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Shondells’ ‘Hanky Panky’ (1966, a US number 1). Cover songs are a
proven product that an audience can often identify with. While some
reinterpret the original song in a fresh and distinctive way, the majority
are regarded as simply ‘retreads’. Covers have featured strongly in
the charts throughout the late 1980s and since. There is a fresh
generation of listeners and a new market for a recycled song, as reissue/
compilation albums and film soundtracks also demonstrate. Playing
and recording covers is a way for artists to authenticate themselves
with their audience, by identifying with respected original artists (see
Weinstein, 1998).

A particular form of covers are represented by ‘song families’, a
term developed primarily by Hatch and Millward (1987) to describe
particular songs which are revived and reworked. Constructed out of
existing lyrics, melodies and rhythmic structures, they are adapted to
new musical developments by successive generations of musicians,
reshaping generic conventions in the process. Willie Dixon’s
‘Spoonful’, recorded by a number of artists, illustrates this process,
both musically and in terms of the social meanings ascribed to various
renditions of the song (Shuker, 2001: 144-5).

See also: authenticity
Further reading: Hatch and Millward (1987); Moore (2001); Weinstein (1998)

Listening: Cowboy Junkies, ‘Me and the Devil’ (original: Robert Johnson) and
‘Sweet Jane’ (original: Lou Reed; Velvet Underground), on 2,000 More Miles:
Live Petformances 1985—1994 (BMG Canada, 1995); Joan Jett, The Hit List
(Epic, 1990) (an album of cover versions); the Chimes, ‘I Still Haven’t Found
‘What I'm Looking For’ (CBS, 1990), first recorded by U2

CROSSOVER

The move of a record/performer from success in one genre/chart area
to another, usually with a more mainstream audience. The term is
usually associated with black music achieving more mainstream chart
success. Less commonly, crossover has also been applied to the early
1990s success of ‘new country’, and to gay musicians ‘coming out’.
With the exception of a brief period (November 1963—January 1965),
Billboard had a separate R&B chart, with some R&B records ‘crossing
over’ to the pop chart, e.g. the Four Tops, ‘I Can’t Help Myself’
(Motown, 1965). Music classified as R&B was neither promoted as
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heavily as ‘pop’ nor did R&B recordings have access to the extensive
distribution network of pop records, though Gordy at Motown in the
1960s successtully pursued a policy of making black music attractive to
a white audience (e.g. the Supremes, the Four Tops). In the 1980s,
with the success of performers such as Michael Jackson and Prince,
Billboard inaugurated a Hot Crossover 30 chart (1987-), codifying the
pacesetting nature of black music.

Crossover is predicated on the existence of discrete boundaries, and
a hierarchy of racially distinct genres and audiences. At times it sits
awkwardly with the bi-racial composition of those working within
particular genres; e.g. 1950s rock’n’roll. Brackett (1995b) provides
an interesting case study of five R&DB songs that achieved varying
degrees of crossover success in 1965. He demonstrates clear connec-
tions between their musical style and the degree to which they crossed
over, and argues that the country and R&B charts served as ‘testing
grounds’ to identify potential crossover records to the mainstream pop
chart.

Crossover music has been criticized by some (notably Nelson
George) as a sellout of the tougher styles of black music, and as a threat
to the livelihoods of independent black entrepreneurs. There are black
nationalist underpinnings to such views, linked to the notion of
compromising the authenticity of black music. Other commentators
(notably Perry, 1988) view crossover as a metaphor for integration
and the upward social mobility of the black community. Crossover is
not such an issue in music markets outside the United States. In the
UK the term is rarely used, and then usually to refer to successful
dance and indie music doing well in the main pop charts (see Music
Week).

The popularization of American indie music via grunge in the early
1990s; Britpop’s moving UK indie into the mainstream; and ‘country’
Shania Twain’s success in the pop charts, provide recent examples of
CroSSOver.

See also: rhythm & blues; soul

Further reading: Perry (1988); Brackett (1995b); Garofalo (1993); George
(1989)

Listening: James Brown, ‘Papa’s Got A Brand New Bag’ (King, 1965), 20 All
Time Greatest Hits (Polydor 1991); Marvin Gaye, ‘T Heard It Through the
Grapevine’, Anthology (Motown, 1982) (originally released in 1968); Michael
Jackson, Thriller (Epic, 1982)
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CULTURAL CAPITAL

Originating in the work of Pierre Bourdieu, cultural capital ‘describes
the unequal distribution of cultural practices, values and competencies
characteristic of capitalist societies’, with classes defined not only by
their economic capital, but also by their differential access to cultural
capital and symbolic power (O’Sullivan et al., 1994: 73). In simple
concrete consumption terms, in relation to the media, this means the
preference of individuals and social groups for particular texts — e.g.
European movies or Hollywood action movies — and the role such
tastes play as both means of self~identification and as social indicators
to others.

The designation of popular music is as much sociological as
musical, a view reinforced by the varied reception of specific music
texts. Bourdieu (1984) showed how ‘taste’ is both conceived and
maintained in social groups’ efforts to differentiate and distance
themselves from others, and underpinning varying social status posi-
tions. Music has traditionally been a crucial dimension of this process.
The musical tastes and styles followed or adopted by particular groups
of consumers are affected by a number of social factors, including class,
gender, ethnicity, and age. Consumption is not simply a matter of
‘personal’ preference, but is, in part, socially constructed. Linked to
this process, is the manner in which musical tastes serve as a form of
symbolic or cultural capital.

Musical cultural capital is demonstrated through a process whereby
the individual, in acquiring a taste for particular artists, both discovers
the ‘history’ and assimilates a selective tradition. He or she is then able
to knowledgeably discuss artists, records, styles, trends, recording
companies, literature, etc. This process occurs with music which is
popular among the individual’s peer group or subculture. In both
cases, it serves a similar function, distancing its adherents from other
musical styles. In the case of allegiance to non-mainstream genres/
performers, cultural capital serves to assert an oppositional stance; this
is the pattern with many youth subcultures, which appropriate and
innovate musical styles and forms a basis (subcultural capital) for their
identity.

There is a historical tendency to dichotomize cultural capital in
popular music by distinguishing between listeners oriented toward a
commercial mainstream and a marginalized minority preferring more
independent or alternative music. For example, in 1950 Reisman
distinguished between two teenage audiences for popular music in the
US. First, a majority group with ‘an undiscriminating taste in popular
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music, (who) seldom express articulate preferences’, and for whom the
functions of music were predominantly social. This group consumed
‘mainstream’, commercial music, following the stars and the hit par-
ade. Secondly, Reisman identified a minority group of ‘the more
active listeners’, who had a more rebellious attitude towards popular
music, indicated by ‘an insistence on rigorous standards of judgement
and taste in a relativist culture; a preference for the uncommercialized,
unadvertized small bands rather than name bands; the development of
a private language ... (and) a profound resentment of the commer-
cialization of radio and musicians’ (Reisman, 1950: 412; also in Frith
and Goodwin, eds, 1990). Later studies documented similar patterns
(e.g. Trondman, 1990).

See also: class; subcultures; taste

Further reading: Willis (1990)

CULTURAL IMPERIALISM

Cultural imperialism developed as a concept analogous to the his-
torical political and economic subjugation of the Third World by the
colonizing powers in the nineteenth century, with consequent dele-
terious effects for the societies of the colonized. This gave rise to
global relations of dominance, subordination, and dependency between
the affluence and power of the advanced capitalist nations, most
notably the United States and Western Europe, and the relatively
powerless underdeveloped countries. This economic and political
imperialism was seen to have a cultural aspect:

namely the ways in which the transmission of certain products,
tashions and styles from the dominant nations fo the dependent
markets leads to the creation of particular patterns of demand
and consumption which are underpinned by and endorse the
cultural values, ideals and practices of their dominant origin. In
this manner the local cultures of developing nations become
dominated and in varying degrees invaded, displaced and chal-
lenged by foreign, often western, cultures (O’Sullivan et al.,
1994: 74).

Evidence of cultural imperialism was provided by the predominantly
one-way international media flow, from a few international dominant
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sources of media production, notably the USA, to media systems in
other national cultural contexts. This involved the market penetration
and dominance of Anglo-American popular culture, and, more
importantly, established certain forms as the accepted ones, scarcely
recognizing that there are alternatives. The international dominance of
the media conglomerates and the associated major record companies,
suggested that the cultural imperialism was applicable to popular
music. The extent to which this situation can be seen in terms of
cultural invasion and the subjugation of local cultural identity has been
debated.

The cultural imperialism thesis gained general currency in debates
in the 1960s and 1970s about the significance of imported popular
culture. Such debates were evident not only in the Third World, but in
‘developed’ countries such as France, Canada, Australia, and New
Zealand, which were also subject to high market penetration by
American popular culture. Adherents of the thesis tended to dichot-
omize local culture and its imported counterpart, regarding local
culture as somehow more authentic, traditional, and supportive of a
conception of a distinctive national cultural identity. Set against this
identity, and threatening its continual existence and vitality, was the
influx of large quantities of commercial media products, mainly from
the United States. Upholders of the cultural imperialism view gen-
erally saw the solution to this situation as some combination of
restrictions upon media imports and the deliberate fostering of the
local culture industries, including music.

Although the existence of cultural imperialism became widely
accepted at both a ‘common-sense’ level and in left academia, its
validity at both a descriptive level and as an explanatory analytical
concept came under increasing critical scrutiny into the 1980s. In a
sustained critique of the concept, Tomlinson argued that it concealed a
number of conceptual weaknesses and problematic assumptions about
national culture and the nature of cultural homogenization and con-
sumerism. In the 1980s, the active audience paradigm in media and
cultural studies, with its emphases on resistance and polysemy,
challenged the value of cultural imperialism.

The cultural imperialism thesis is predicated on accepting the
national as a given, with distinctive national musical identities its
logical corollary. However, the validity of a local/authentic versus
imported/commercial dichotomy is difficult to sustain with reference
to specific examples, while media effects are assumed in a too one-
dimensional fashion, conflating economic power and cultural effects.
This is to underestimate the mediated nature of audience reception
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and use of media products. Anglo-American popular culture has
become since the 1950s established as the international preferred
culture of the young. Locally produced texts cannot be straightfor-
wardly equated with local national cultural identity, and imported
product is not to be necessarily equated with the alien. Indeed local
music is frequently qualitatively indistinct from its overseas counter-
part, though this in itself is frequently a target for criticism. While
specific national case studies demonstrate the immense influence of the
transnational music industry on musical production and distribution
everywhere, they ‘ust as clearly indicate that world musical homo-
genization is not occurring’ (Robinson, 1991: 4). A complex rela-
tionship, often more symbiotic than exploitative, exists between the
majors and local record companies in marginalized national contexts
such as Canada and New Zealand (Shuker, 2001: ch. 4). Local
musicians are immersed in overlapping and frequently reciprocal
contexts of production, with a cross-fertilization of local and inter-
national sounds. Attempts at the national level to foster local popular
music production are primarily interventions at the level of the dis-
tribution and reception of the music. They attempt to secure greater
access to the market, particularly for local products in the face of
overseas music, notably from England and the United States.

The globalization of Western capitalism, particularly evident in its
media conglomerates, and the increasing infernational nature of Wes-
tern popular music undermined the applicability of cultural imperi-
alism, at least in any straightforward fashion. However, it remains a
useful concept in popular music studies, providing that it refers to ‘the
processes and struggles through which dominant power is exerted’
(Negus, 1996), rather than simply its effects or impact on the culture.

See also: identity; globalization; majors
Further reading: Garofalo (1993); Hesmondhalgh (2002: ch. 6); Laing (1986);

Negus (1996); Roach (1997); Robinson ef al. (1991); Shuker (2001: ch. 4);
Tomlinson (1991); Wallis and Malm (1984)

CULTURAL INTERMEDIARIES

Bourdieu’s notion of cultural intermediaries has been used to examine
the role of personnel in the music industry in terms of their active role
in the production of particular artists and styles of music, and the
promotion of these: ‘Although often invisible behind star names and
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audience styles, recording industry personnel work at a point where
the tensions between artists, consumers and entertainment corpora-
tions meet and result in a range of working practices, ideological
divisions and conflicts’ (Negus, 1992). These personnel include A&R
(artists and repertoire) staft responsible for finding new artists and
maintaining the company’s roster of performers; the record producers
and sound engineers, who play a key role in the recording studio;
video directors; marketing directors and the associated record plug-
gers; press officers; record retailers; radio programmers and disc
jockeys; concert and club promoters.

‘While there 1s an anarchic aspect to many of these industry practices,
the result of the essential uncertainty endemic to the music business,
the industry has come to privilege particular styles of music and
working practices, and quite specific ways of acquiring, marketing,
and promoting performers. Such established modes of operating work
against new artists, styles outside of the historically legitimized white
rock mainstream, and the employment of women. The concept
of cultural intermediaries is more useful than the related concept of
gatekeepers, primarily because of its greater flexibility.

See also: A&R; marketing; producers; retail

Further reading: Bourdieu (1984); Hull (2004); Negus (1992); Toynbee (2000)

CULTURAL STUDIES

The term cultural studies became current in the late 1960s and early
1970s, and was initially associated with its institutional base at the
Centre for Contemporary Cultural Studies (BCCCS) in England’s
Birmingham University. Cultural studies represented a reaction against
the high culture tradition’s strongly negative view of popular culture.
Stuart Hall initially mapped the field according to a distinction
between the paradigms of culturalism and structuralism, a neo-
Gramscian synthesis of ‘hegemony theory’ and a series of post-
structural variants. Cultural studies expanded and become more
diverse, with developing international interest, especially in North
America, and the establishment of further institutional bases. There in
no sense exists a cultural studies orthodoxy, although there is a general
recognition that cultural studies focuses on the relations between social
being and cultural meanings. This embraces the analysis of institutions,
texts, discourses, readings, and audiences, with these understood in
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their social, economic, and political context. (For overviews of the
development and scope of cultural studies, see Brantlinger, 1990;
Turner, 1994; for a helpful summary, see Stevenson, 2002.)

Several key figures working within British cultural studies have
been primarily concerned with the question of how the media actually
undertake the production of ‘consent’ for social, economic, and
political structures which favour the maintenance of dominant inter-
ests. Their approach was markedly influenced by Gramsci’s concept of
ideological or cultural hegemony. This vein of cultural studies has
exerted the greatest influence on popular music studies, primarily
through the 1970s work on music and youth subcultures associated
with the BCCCS (Willis, 1978; Hebdige, 1979; Hall and Jefterson,
1976), and critics who attempted to place popular music, especially
rock, at the centre of oppositional ideology (Chambers, 1985;
Grossberg, 1992a; Middleton, 1990). These writers emphasize the
place of the individual in the determination of cultural meaning;
e.g. Chambers’ theme is the constant interplay between commercial
factors and lived experience: ‘For after the commercial power of the
record companies has been recognized, after the persuasive sirens of
the radio acknowledged, after the recommendations of the music
press noted, it is finally those who buy the records, dance to the
rhythm and live to the beat who demonstrate, despite the determined
conditions of its production, the wider potential of pop’ (Chambers
1985: xii). Middleton similarly places popular music in the space
of contradiction and contestation lying between ‘imposed’ and
‘authentic’, and also emphasizes the relative autonomy of cultural
practices.

See also: subcultures

Further reading: Chambers (1985); Grossberg (1992a); Middleton (1990)

CULTURE; MASS CULTURE/SOCIETY;
POPULAR CULTURE

The meaning and utility of ‘culture’, and the words used to qualify
culture, namely ‘popular’ and ‘mass’, have been the subject of con-
siderable discussion and debate. The difficulties surrounding these
linked concepts is evident in their application to popular music.
Culture is one of the most difficult words in the English language.
It is used in a variety of discourses, including fashion, the arts,
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nationalism, and cultural studies, with each discursive context signal-
ling a particular usage. Cultural and media studies, which have
underpinned this volume, maintain a sociological rather than an aes-
thetic sense of culture, with a focus on popular culture rather than
artistic pursuits associated with particular values and standards: elite or
mass culture. In this approach, evident throughout popular music
studies, culture is a sphere in which social inequalities are reproduced;
a site of struggle over meanings. An aspect of this is the way in which
music studies in education have historically largely stressed the classical
musical tradition, seeing popular music as inferior and paying it little
attention.

Mass culture/society refers to the manufacture of culture as a com-
modity on a massive scale to mass markets, composed of undiscrimi-
nating consumers, for large-scale profit; as such, it clearly includes
popular music. The notion of mass culture/society is closely allied to
two broad sociological traditions: the high culture tradition of a
narrowly defined high or elite culture; and the Frankfurt School.
Both critique popular music for its commodification and negative
social influence.

Popular culture was historically a term applied during the nineteenth
century to the separate culture of the subordinate classes of the urban
and industrial centres (see Storey, 1993). This culture had two main
sources: a commercially oriented culture, and a culture of and for the
people (often associated with political agitation). While some sub-
sequent usages of popular culture reserve it for the second of these, the
term became more generally associated with the commercial mass
media: print, aural, and visual communication on a large scale,
including the press, publishing, radio and television, film and video,
telecommunications, and the recording industry.

Used as an adjective here, ‘popular’ indicated that something — a
person, a product, a practice, or a belief — is commonly liked or
approved by a large audience or the general public, with this popu-
larity indicated by ratings, sales, etc. To a degree, this definition of
popularity reifies popular cultural texts, reducing them to the status
of objects to be bought and sold in the marketplace, and the social
nature of their consumption must always be kept in mind. In con-
siderations of popular music as a form of popular culture, the emphasis
has been on texts and audiences, and the relationship between them —
the way individuals and social groups use popular music within their
lives.

Further reading: Hesmondhalgh (2002: ch. 1); Williams (1983)
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CULTURE INDUSTRIES; ENTERTAINMENT
INDUSTRIES

A term first coined and developed by Adorno, the culture industries
are those economic institutions ‘which employ the characteristic
modes of production and organization of industrial corporations to
produce and disseminate symbols in the form of cultural goods and
services, generally, though not exclusively, as commodities’ (Garnham,
1987: 25). In analyses situated in business economics, they are referred
to as the entertainment industries. Such industries are characterized by
a constant drive to expand their market share and to create new
products, so that the cultural commodity resists homogenization. In
the case of the record industry, while creating and promoting a new
product is usually expensive, actually reproducing it is not. Once the
master copy 1s pressed, further copies are relatively cheap as economies
of scale come into operation; similarly, a music video can be enor-
mously expensive to make, but its capacity to be reproduced and
played is then virtually limitless.

The culture industries are engaged in competition for limited pools
of disposable income, which will fluctuate according to the economic
times. With its historical association with youthful purchasers —
though their value as a consumer group is not as significant as it once
was — the music industry is particularly vulnerable to shifts in the
relative size of the younger age cohort and their loss of spending power
in the recent period of high youth unemployment worldwide (see
demography). The culture industries are also engaged in competition
for advertising revenue, consumption time, and skilled labour. Radio
especially is heavily dependent on advertising revenue. Not only are
consumers allocating their expenditure, they are also dividing their
time amongst the varying cultural consumption opportunities available
to them. With the expanded range of leisure opportunities in recent
years, at least to those able to afford them, the competition amongst
the cultural, recreational, and entertainment industries for consumer
attention has increased.

The music industry demonstrates most of the features identified
by Vogel (1994) as characteristic of the entertainment industries: (1)
Profits from a very few highly popular products are generally required
to offset losses from many mediocrities; overproduction is a feature of
recorded music, with only a small proportion of releases achieving
chart listings and commercial success, and a few mega sellers propping
up the music industry in otherwise lean periods (e.g. Michael Jackson’s
Thriller (1982), with sales of some 20 million copies through the
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1980s). (2) Marketing expenditures per unit are proportionally large;
this applies in the music industry to those artists and their releases with
a proven track record. (3) Ancillary or secondary markets provide
disproportionately large returns; in popular music through licensing
and revenue from copyright (e.g. for film soundtracks). (4) Capital
costs are relatively high, and oligopolistic tendencies are prevalent;
in the music industry this is evident in the dominance of the majors, in
part due to the greater development and promotional capital they have
available. (5) On-going technological development makes it ever easier
and less expensive to manufacture, distribute, and receive entertain-
ment products and services. This is evident in the development of
recording technology. (7) Entertainment products and services have
universal appeal; this is evident in the international appeal of many
popular music genres and performers, enhanced by the general
accessibility of music as a medium, no matter what language a song
may be sung in.

In addition to these characteristics, it is noteworthy that the music
majors and their associated media conglomerates reveal different
patterns of ownership in relation to the levels of production, dis-
tribution, and retail (see the case studies in Barnett and Cavanagh,

1994).
See also: music industry

Further reading: Adorno (1991); Garnham (1987); Hesmondhalgh (2002); Hull
(2004); Vogel (1994)

DANCE; DANCING

As a social practice dance has a long history, closely associated with
music, ritual, courtship, and everyday pleasure. Historically, organized
social dancing dates back at least to the sixteenth century and the
private balls of the aristocracy, with ballroom dancing popularized in
the early nineteenth century (the waltz). “The demands of the dancer
tended to shape the course of ragtime and jazz rather than the obverse . . .
and this status has continued into the rock age’ (Gammond, ed., 1991:
144). Dance 1is associated with the pleasures of physical expression
rather than the intellectual, the body rather than the mind. At times,
the closeness and implied sexual display of dance has aroused anxiety
and led to attempts to regulate dance, or at least control who is dancing
with whom.
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Forms of dance subject to considerable social criticism include the
Charleston, jitterbugging, rock’n’roll in the 1950s, the twist in the
1960s, and disco dancing in the 1970s. Adorno saw jitterbugging, a
popular and flamboyant form of dance in the 1940s, as a ‘stylized’
dance style whose performers had ‘convulsive aspects reminiscent of
St. Vitus’s dance or the reflexes of mutilated animals’ (1991: 46). As
Negus (1996) observes, such responses reflected a distaste for overt
expressions of sexuality, a racist fear of ‘civilized’ behaviour being
undermined by ‘primitive rhythms’, and a concern that young people
are being manipulated and effected by forms of mass crowd psychol-
ogy (see effects).

Dance is central to the general experience and leisure lives of young
people, and many adults, through their attendance at, and participation
in, school dances, parties, discos, dance classes, and raves. The par-
ticipants in the dance break free of their bodies in a combination of
‘socialised pleasures and individualised desires’, with dancing operating
‘as a metaphor for an external reality which is unconstrained by the
limits and expectations of gender identity and which successfully and
relatively painlessly transports its subjects from a passive to a more
active psychic position’ (McRobbie, 1991: 194, 192, 201). Dance also
acts as a marker of significant points in the daily routine, punctuating it
with what Chambers (1985) labels the freedom of Saturday night.
These various facets of dance are well represented in feature films such
as Flashdance (1983) and Strictly Ballroom (1995).

Dance is associated with some popular musical genres to a greater
extent than others, most obviously disco, rap, and rock’n’roll. Chambers
(1985) documented the clubs and dance halls of English post-war
urban youth culture, referring to ‘the rich tension of dance’ in its various
forms, including the shake, the jerk, the Northern soul style of athletic,
acrobatic dance, and the breakdancing and body-popping of black
youth. There are forms of dance which are genre- and subculture-specific,
such as line dancing in country, slam-dancing and the pogo in punk,
breakdancing in some forms of rap, and headbanging and moshing at
concerts by heavy metal and grunge and alternative performers.

These represent new forms of dance, less formally constrained than
traditional dance forms. For example, while the audience does not
‘dance’ at heavy metal concerts, as the subculture stresses male
bonding rather then male—female pairing, it is ‘nonetheless engaged in
continuous kinesthetic activity’ (Weinstein, 1991b: 216), moving the
body in time with the beat. This includes ‘headbanging’, which
involves keeping the beat by making up-and-down motions of the
head, and ‘moshing’, a form of circle dance: ‘a hard skipping, more or
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less in time to the music, in a circular, counterclockwise pattern. Elbows
are often extended and used as bumpers, along with the shoulders’
(Weinstein, 1991a: 228). There is a moshing circle, the ‘pit’, located
close to centre stage, and visible to both performers and the audience.

Similar dance styles are linked to identifiable subcultures in the
alternative scene. Slam-dancing mirrors an ‘apolitical punk ideology
of rebellion’ in the breakdown of symbolic order which seems to
occur in the pit, with its ‘assertions of individual presence and
autonomy’. At the same time, it creates and reinforces unity through
concern with the welfare of others, with practices such as the picking
up of fallen dancers (Tsitsos, 1999: 407). Moshing, in contrast, lacks
the elements, such as circular motion, which promote unity in the pit,
and is identified with a ‘straight edge ideology of rebellion’ (ibid.:
410). Through their participation in (and rejection of) these dances,
‘members of the scene pledge allegiance to the rules which govern
their rebellion’ (ibid.: 413). There is a process of gender discrimination
at work in the maintenance of such male-dominated dance practices,
which stress male bonding rather than male—female pairing.

There are three pillars of contemporary dance music: the venues,
the DJs, and the music. A detailed history of American dance music
from 1970 to 1979 traces the development of ‘a new mode of DJ'ing
and dancing that went on to become the most distinctive cultural
ritual of the decade’ (Lawrence, 2003: Preface). Drawing in part on
interviews with the key figures involved, Lawrence provides a narrative
web of clandestine house parties and discotheques, traced back to legendary
pre-disco New York dance clubs the Loft and the Sanctuary. Similar
dance scenes are present around subsequent locales and musical genres.

The close link between dance and contemporary popular music is
indicated in the title of a major documentary series on popular music,
Dancing in the Street (1995), which shows changing dance styles and
their associated musical genres.

Further reading: Chambers (1985); Lawrence (2003); McRobbie (1991); Straw
(2001); Thomas (1995)

Viewing: Dancing in the Street (1995)

DANCE MUSIC

Dance bands and dance music came into general use as phrases
from around 1910 onwards, with radio playing a major role in the
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popularization of dance. Dance bands, notably ‘Big Bands’, were a
feature of many hotels and clubs during the interwar period and into
the early 1950s. Dance music came to be used in a general sense for
those popular music genres capable of being danced fo. Accordingly, it
includes music from a range of styles and genres, most prominently
pop and many of its variants (e.g. disco, teen pop, Motown), as well as
various styles of rock, metal, rap/hip-hop, and techno/electronica. In
most cases, certain styles of dance, and venues or locations, are asso-
ciated with particular styles of dance music, such as Northern soul,
thrash metal, and disco.

In the late 1980s and through the 1990s ‘dance music’ become
associated with dance club scenes, rave culture in the UK, and various
styles of ‘dance-able” musics. Asa metagenre, (primarily) electronic dance
music has become a prominent part of the global music scene, with
substantial sales and its own charts. In Britain, Europe, and the United
States dance is now an essential part of mainstream popular music,
embraced by the music industry as an antidote to the declining sales in the
highly fragmented rock/pop market. Dance music has also become hugely
popular in Asia and is making inroads in Australia and New Zealand.

In the 1980s techno, which had become identified as con-
temporary dance music, mutated into a number of different musical
styles, with associated scenes and loose subcultures. These were broadly
characterized by their extensive use of state-of-the-art technology and
samples, musical eclecticism, and links to dance/club scenes. As music
press reviews and articles and marketing hype indicate, there is con-
siderable overlap between the various forms, with shifting and unclear
boundaries present, and subgenres splintering off. As Straw observes,
‘the growth and fragmentation of dance club music culture has meant
that almost all of these [its styles] now continue to develop, each with its
specialized clubs and record labels, and each allotted a different review
section in the dozens of magazines which have merged to catalogue
and evaluate new dance records’ (Straw, 2001: 172). Their increased
prominence warrants separate treatment: see house; drum’n’bass;
techno

Further reading: Reynolds (1998); Straw (2001); Thornton (1996)

DEMOGRAPHY

Demography is the study of human populations, primarily with
respect to their size, their structure, and their development. It includes
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aspects of the age structure and its relationship to social, economic, and
cultural structures. In popular music studies, research drawing on
demography has been primarily concerned with examining the rela-
tionship between age structure and consumption, and the relevance of
this to explaining the historical advent of particular genres and radio
formats, and their shifting popularity/market share.

A major example of such an approach is the explanation for the
emergence of rock’n’roll in the mid-1950s in terms of a combination
of age group demographics and individual musical creativity. The
post-war baby boom was ‘a crucial condition of the rearticulation of
the formations of popular culture after the Second World War and the
Korean War’; there were 77 million babies born between 1946 and
1964, and by 1964, 40 per cent of the population of the United States
was under twenty (Grossberg, 1992a: 172). The baby boom and the
emergence of a youth market made the young a desirable target
audience for the culture industries: ‘post-1945 American teenagers
enjoyed an unprecedented level of affluence. Their taste in film, music,
literature and entertainment was backed up by enormous purchasing
power which record producers and film-makers were quick to satisty’
(Welsh, 1990: 3). One aspect of this search was the development of a
young white audience for rhythm & blues.

American suburbia, where the baby boomers were concentrated,
neither represented nor catered for the desires of American youth. As
Grossberg (1992a: 179) puts it: ‘Rock emerged as a way of mapping
the specific structures of youth’s affective alienation on the geographies
of everyday life. This is to emphasize the point that the social category
of youth ‘is an affective identity stitched onto a generational history’
(ibid.: 183); the particular configuration of circumstances in the 1950s
forged an alliance of ‘youth’ and rock music as synonymous with that
particular age cohort of young people. For Grossberg,

Rock’ special place (with and for youth) was enabled by its
articulation to an ideology of authenticity, an ideology which
involved providing youth with cultural spaces where they could find
some sense of identification and belonging, where they could
invest and empower themselves in specific ways (ibid.: 204-5).

Authenticity, in Grossberg’s sense of the term, is equated here with
the ability of rock to resonate with youth’s common desires, feelings,
and experiences in a shared public language.

The baby boom elevated youth to a new level of social, political,
and economic visibility, and clearly the emergence and vitality of any
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cultural form is dependent on the existence of an audience for it.
However, we must not overprivilege this ‘audience explanation’ for
the emergence of rock in the 1950s. Audiences are selecting their
cultural/leisure texts from what is available to them, and the nature of
the market is determined by much more than the constitutive qualities
of its potential audience (see history).

Demographic analysis shows the changing audience for popular
music over time. Goodwin observed at the end of the 1980s: ““older”
music has become contemporary for audiences of all ages’ (Frith and
Goodwin, eds, 1990: 259). The absolute numbers of young people
entering the labour market in the UK and Europe had declined during
the 1980s, and continued to fall in the 1990s. Similar demographic
trends have been observed in most other Western countries. Through
the 1990s ‘nostalgia rock’ was prominent in popular music, with the
release of ‘new’ Beatles material (Live at the BBC); the launch of
MOJO magazine, placing rock history firmly at its core and with 35
per cent of its readers aged over 35; and successful tours by the Rolling
Stones, Pink Floyd, and the Eagles, among other ageing performers.
This high level of interest in popular music’s past was evident amongst
both greying consumers and young people. Youth were constructed
by the popular and academic media, and the advertising industry, as
‘Generation X’: a very media self-conscious group of youth, primarily
associated with grunge as a style.

This repackaging and marketing of our collective musical memories
is hardly new, but the scale is different, and it raises questions about the
vitality of popular music in the early twenty-first century. As an age
cohort, seen usually as around 13 to 24 years of age, youth have his-
torically been among popular music’s major consumers, and young
people continue to have considerable discretionary income for the
leisure industries to tap. The straightforward association of popular
music with youth, however, now needs qualifying. By the late 1980s,
Frith could accurately observe that ‘In material terms, the traditional
rock consumer — the “rebellious” teenager — is no longer the central
market figure’ (Frith, 1988c: 127).

The market for popular music has extended to those who grew up
with the music in the 1950s and 1960s, and who have continued to
follow it. Research by the Demos thinktank in 2004, found that
people in their forties and fifties are maintaining their interest in
popular music; they represent a more profitable market then their
teenage children because they have more disposable income and a
greater desire for luxury goods (press report, July 2004). Ageing along
with their favoured surviving performers of the sixties, these older
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listeners largely account for the present predominance of ‘golden
oldies’ radio formats and occupy an increasing market share of record
sales, especially back catalogue releases (see Hull, 2004). These
trends illustrate how demography continues to play a significant role in
reshaping the cultural market place.

See also: audiences

Further reading: Grossberg (1992a); Welsh (1990)

DIASPORA

Originally used to refer to the dispersal of the Jews in the Greco-
Roman period, diaspora has become applied to modern, often forced
migrations of people. Diaspora is now commonly used in relation to
contexts where cultural assimilation is incomplete and the culture of
the originally displaced group, often ethnically identifiable, survives
and is actively maintained in the new geographical locale (see Slobin,
2003).

Gilroy has been prominent in theorizing (and, via the impact of his
work, popularizing) diaspora, primarily as a central concept to
examine how dispersed black people are both unified and differ-
entiated from each other (‘the Black Atlantic’). Music provides a
significant example of this process, through what Gilroy terms ‘dia-
sporic conversations’; as in ‘the mutation of jazz and African-American
cultural styles in the townships of South Africa and the syncretised
evolution of Caribbean and British reggae music and Rastafari culture
in Zimbabwe’ (Gilroy, 1993: 199). Lipsitz extended diaspora to the
global music industry, seeing dispersed peoples acting as ‘cross cultural
interpreters and analysts’ (1994: 7), especially through their use of music.

There has been considerable discussion of the nature of con-
temporary diasporic ‘ethnic’ identities and the musical styles associated
with them. While such accounts can be celebratory of the resultant
hybridized musical styles, they also seek to avoid the fetishization of
marginality and the erosion of the frequent distinctions present within
such communities. Negus, however, recognizes a common problem
that theorists of diaspora have encountered: ‘once in circulation, music
and other cultural forms cannot remain “bounded” in any one group
and interpreted simply as an expression that speaks to or reflects the
lives of that exclusive group of people’ (1996: 121; on this point, see
black music).
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See also: globalization

Further reading: Gilroy (1993); Lipsitz (1994); Mitchell (2001); Slobin (2003);
Whiteley et al. (2004)

DISCO

A term derived from French ‘discothéque’ — record library — referring
to a club where you dance to records, disco became the label of a style
of dance music in the period 1977-83. Internationally, disco was a
pervasive and commercially highly successful genre, with prominent
variants such as Eurodisco (see Sicko, 1999: 448, and the discography
included). In the US the genre had a strong initial association with gay
bars, and remained a cult there until the huge hit of the film and
soundtrack Saturday Night Fever (1977).

As a musical form, disco is frequently denigrated. Clarke describes
it as a ‘Dance fad of the "70s, with profound and unfortunate influence
on popular music’ ... ‘because the main thing was the thump-thump
beat, other values could be ignored; producers used drum machines,
synthesisers and other gimmicks at the expense of musical values’
(Clarke, ed., 1990: 344). Other commentators celebrated the form’s
vitality and emphasis on dance: ‘Superficial, liberating, innovative,
reactionary, sensuous, lifeless, disco emerged out of a subculture at the
beginning of the 70s, dominated pop music for a few years at the end,
and then shrank back ... But during its brief dominance, it restored
the dance groove as pop imperative’ (Smucker, 1992: 562).

While most disco hit-makers were virtually anonymous, with
producers to the fore (e.g. Giorgio Moroder), there were a few stars:
Labelle, Hot Chocolate, Donna Summer, K.C. & the Sunshine Band,
and the Bee Gees. Although disco had faded by the early 1980s, its
influence remained an integral part of chart pop, with performers such
as the Pet Shop Boys celebrating the disco tradition and their place in
it (Butler, 2003). Disco enjoyed something of a mid-1990s revival,
helped by a renewed interest in Abba, whose music featured on several
hit film soundtracks, such as Muriel’s Wedding (PJ. Hogan, 1994). In the
UK, impetus for the Abba revival also came from various covers and
tributes to their songs, such as Erasure’s version of “Take a Chance on
Me’ (on Pop! The First 20 Hits (Sire/Reprise, 1992)) and the success of
the covers band Bjorn Again. Disco has also been an element in the
eclectic make-up of the hybrid metagenre of contemporary dance
music.
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See also: dance music

Further reading: Charlton (1994); Dyer (1990); Jones and Kantonen (1999);
Smucker (1992)

Listening: Abba, Abba Gold: Greatest Hits (Polydor, 1992); Grace Jones, Warm
Leatherette (Island, 1980); K.C. & the Sunshine Band, Greatest Hits (Rhino,
1990); Donna Summer, Endless Summer: Donna Summer’s Greatest Hits
(Polygram, 1994)

DISCOGRAPHY

A discography is a systematic listing of sound recordings, usually in the
form of a catalogue. Discographies vary widely in their comprehen-
siveness and level of detail, depending on the compiler’s intent in
producing the listing, the information available to him, and the
intended readership. Accordingly, they can include (or exclude):
details of the recording artist; names of the recording personnel;
composer credits; the date and place of the recording (along with
the recording studio); the title of the musical work; issue details (the
original release, issues for other markets, and reissues); sales data, chart
success, and the market value of the recording. Specialist discographies
are usually of individual artists, musical genres/styles, or record
labels.

The early recording companies were frequently very unsystematic
in their cataloguing practices. There was a general lack of catalogues of
released recordings, especially from the smaller companies, along with
a failure to keep thorough records of releases. There was also the
ephemeral nature of such material. This lack of systematic and
accessible information on releases made record collecting a chal-
lenge, and fostered the growth of discography, especially among jazz
enthusiasts and record collectors, who popularized the term in the
1930s. In 1934, the French critic Charles Delaunay was the first to
publish a comprehensive discography, a word he coined (his Hot
Discography was published in English in 1936). In 1935 the first such
British compilation was published: Rhythm on Record, by Hilton
Schelman, assisted by Stanley Dance. These two books were a basis for
and inspiration to similar later works. Through the later 1920s and
through the 1930s, hundreds of discographies of early jazz and jazz-
related recordings were produced by collector enthusiasts, often in
home-produced magazines, sometimes in the pages of Melody Maker,
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Hot News, and Swing Music. At times, heated arguments raged over
attribution and provenance of particular artists and recordings, and the
intricacies of various labels’ notation/cataloguing practices. This ver-
nacular scholarship provided an essential resource for later major
compilations, including those by Brian Rusk in the UK.

Painstaking discographical research and publication was also central
to the initial collecting of blues and other ‘race’ music (Oliver, 2001),
and to popular dance music of the 78 rpm era. Jazz and blues dis-
cography informed and was extended into rock’n’roll, rock music, and
various other genres from the 1960s onward. Examples of con-
temporary ‘rock’ discography include the series of volumes by Strong,
and the chart tables and listings produced by Whitburn. There are
different emphases present in these, compared with their jazz and blues
counterparts, with rock and pop discographies more concerned with
the life history of the recorded artefact.

Popular music magazines frequently include extensively researched
artist, label, or genre retrospectives with accompanying discographies.
This is especially so with those aimed at collectors: e.g. the US-based
Goldmine (1974-) and Discoveries (1986—), and the UK-published
Record Collector (c. 1978-). There is also now a plethora of record
collecting guidebooks, often ‘doubling’ as discographies. Selective
discographies, such as the MOJO collection edited by Irvin (2000),
contribute to canon formation: the identification of which artists/
recordings/genres are ‘worthy’ of being collected, and the relative
status of these.

See also: record collecting; music press

Further reading: Irvin, ed. (2000); Strong (1998); Whitburn (1988). The US-
based monthly ICE lists all current CD releases, and includes recording/
selection details on a selection of these, especially retrospective compilations.

DISCOURSE ANALYSIS

At a popular level, discourse refers to a body of meaning associated
with a particular topic or field, regardless of the form of its trans-
mission, e.g. medical discourse. Discourse is the domain of language
use, especially the common ways of talking and thinking about social
issues. Discourse analysis is a method of analysing such patterns of
language use, and their social function. While discourse is often
manifest in language, it is embedded in organizational and institutional
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practices. Accordingly, discursive practices are real or material, as well
as being embodied in language and function as a form of ideology.
They help constitute our personal, individual identity, our subjectivity.

In social science, discourse analysis seeks to tease out the underlying
assumptions and belief systems, and their associated meanings,
embedded within a particular discourse. This is undertaken through an
analysis of various forms of text, including documents such as policy
statements, novels, and interview transcripts. In post-structuralist social
theory, discourse refers to a historically, socially, and institutionally
specific structure of meaning(s); statements, terms, categories, con-
cepts, about the nature of individuals and the world they inhabit.
While there are dominant discourses, what Foucault terms ‘truth
generating discourses’, discourses are multiple; they offer competing
and frequently contradictory ways whereby we give meaning to the
world and our social existence within it.

As with other forms of discourse, popular music contains meanings
that both reflect and help constitute wider social systems and structures
of meaning. There are discourses around many of the terms used to
describe the field and its constituent genres (see the discussion under
popular music). More specifically, discourse analysis has been
utilized, at times implicitly rather than directly, to examine popular
music: song lyrics as performed language; discourses around musical
styles and stars, especially in relation to sexuality (e.g. Walser, 1993,
on heavy metal as a masculine/male form); DJ talk (see Brand and
Scannell, 1991 on the UK Tony Blackburn Show in the UK; also
Montgomery, 1986; Gill, 1996); and music video (Goodwin, 1993;
Vernallis, 2004). There is also a debate about whether music itself
can be analysed as a discourse (Shepherd and Wicke, 1999: 144-9).

To take one example of the value of such an approach, Gill used
discourse analysis to provide ‘a thorough and principled approach to
analysing talk’ (1996: 210); in this case, the responses of male DJs and
programme controllers from two commercial radio stations in the UK,
to a question about the lack of female DJs, a pertinent issue given male
DJs’ domination of the airwaves. She observes that a traditional
approach to this issue would use attitude surveys, questionnaires, or
structured interviews with those responsible for appointment deci-
sions, trying to pinpoint a single answer to why there are so few female
DJs. ‘Discourse analysis, in contrast takes variability seriously, as
something interesting in its own right’ (ibid.: 213). This is facilitated
by the use of informal interviews, and an analytical approach which
sought to tease out the practical ideologies through which the
employment of women D]Js are understood and legitimized. The
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interviewees used a range of reasons to account for the lack of women
DJs, including women not applying to become DJs; listeners’ pre-
ference for male presenters; women’s lack of the necessary skills; and
the unsuitability of womens’ voices. ‘It is important to note that these
were not alternative accounts ... each was drawn on by all or most of
the broadcasters at different points in the interviews’. Utilizing dis-
course analysis, Gill sought not simply to identify the different
accounts selectively drawn upon, but ‘to examine how they were
constructed and made persuasive’ (ibid.). Her analysis shows how the
broadcasters constructed the problem as lying in women themselves or
in the particular wants of the audience. Both of these discursive
practices, describing the way the broadcasters’ accounts were orga-
nized, enabled the broadcasters to present themselves as non-sexist:
‘The role of the radio station was made invisible, and discussions of
employment practices and institutionalized sexism were conspicuous

by their absence’ (1996: 217).

Further reading: Potter and Wetherell (1987)

DJ

The disc jockey (DJ) is the person responsible for presenting and
playing the music which is a part of radio and music video pro-
gramming, and central to many clubs, dances, discos, etc. Popular
music studies have concentrated on the role of the DJ in the history of
radio, especially the emergence of personality radio and the elevation
of DJs to star status in the 1950s and D]Js as central figures in con-
temporary club culture. In each case, the notions of gatekeeper and
cultural intermediary have been used to examine the influence
of DJs.

DJs and the history of radio

Initially, music radio announcers were primarily responsible for cueing
records and ensuring smooth continuity, and had little input into the
determination of radio playlists. The reshaping of radio in the 1950s
was a key influence in the advent of rock’n’roll, while radio airplay
became central to a performer’s commercial success. As Barnes observes,
hit radio was ‘one of America’s great cultural inventions’, revitalizing a
medium threatened by television (Barnes, 1988: 9). The DJ emerged
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as a star figure, led by figures such as Bob “Wolfman Jack’ Smith, Dick
Clark, and Alan Freed. Freed’s Morning Show on WJW in Cleveland in
the early 1950s, and his subsequent New York radio programmes and
associated live shows, popularized the very term rock’n’roll and helped
introduce black R&B music to a white audience. The considerable
influence wielded by DJs on music radio playlists, and the associated
pay-to-play practices, led to official investigations of payola. Person-
ality radio and the cult of the DJ was very much part of pirate radio
in the 1960s. The role and status of contemporary radio DJs depends
very much on the type and format of the radio station.

Further reading: Barnes (1988); Brand and Scannell (1991); Ennis (1992: ch. 5:
‘The DJ Takes Over, 1946-1956")

DJs and club culture

When DJs became mixers, they entered the world of musicianship. For
example, DJs played a major role in the emergence of the twelve-inch
single as a standard industry product amongst United States, then British,
record companies in the 1970s. American DJs began mixing seven-
inch copies of the same record for prolonged play, then recording their
own mixes, firstly on tape then on vinyl, to play in clubs. The practice
became sufficiently widespread to make it worthwhile for record
companies to cater for this new market. Initially produced for public
performance only, twelve-inch singles became retail products from
1978 on, and by the early 1990s represented some 45 per cent of the
singles sold (Thornton, 1995). In the process of mixing, DJs created
new music, becoming ‘turntable musicians’.

The role of the DJ is vital to dance club culture. The club
atmosphere, mood, or ‘vibe’ is created in the interaction between the
DJ, the crowd, and the physical space which they share. The DJ’s
choice and sequencing of records, in a dialectic with the mood of the
clubbers, is central to this interaction. House DJs in the late 1970s
took ‘the first tentative steps of a development which would eventually
transform the DJs role from one of “human jukebox” to a position as
the central creative focus of dance music culture’ (Kempster, 1996: 11;
see also Straw, 2001).

See also: dance music; radio; payola

Further reading: Kempster (1996); Reynolds (1998); Straw (2001)
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DOCUMENTARIES

‘Constructed as a genre within the field of nonfictional representation,
documentary has, since its inception, been composed of multiple,
frequently linked representational strands’ (Beattie, 2004: 2). Popular
music documentaries include concert, tour and festival films; profiles
of performers, and scenes; and ambitious historical overviews. Such
documentaries can be produced for either film or television (as both
‘one-offs’ and series). The various forms of popular music doc-
umentary have served a number of economic and ideological func-
tions. As a form of programming, they create income for their
producers and those who screen them, via rights and royalties. They
validate and confirm particular musical styles and historical moments
in the history of popular music as somehow worthy of more ‘serious’
attention. While celebrating ‘youth’ and the mythic status of stars, they
also confirm their status as ‘the other’ for critics of these sounds and
their performers.

Concert/tour/festival/scene documentaries demonstrate a close
link between the documentation of musical performance and obser-
vational modes of documentary film making. Referred to in the
United States as ‘direct cinema’, and evident from the early 1960s,
these documentaries have a well-established tradition, exemplified in
the work of director D.A. Pennebaker (Don’t Look Back (1966);
Monterey Pop (1968); and Down From the Mountain (2002)). Direct
cinema has recently mutated into ‘docusoap’ and other variants of
reality television, as in MTV’s The Real World series (which frequently
featured participants who were seeking musical careers), and Meet the
Osbournes, a fly-on-the-wall depiction of the family life of ageing
heavy metal rocker Ozzy Osbourne.

Films of music festivals have consolidated the mythic status of events
such as Monterey Pop (1968) and, especially, Woodstock (1969), with the
1970 film a major box office success. A number of other concert and
concert tour films have had a similar but more limited commercial and
ideological impact. See e.g. The Last Waltz (Martin Scorcese, 1978), a
record of the Band’s final concert; Hail, Hail Rock and Roll (Taylor
Hackford, 1987), featuring Chuck Berry and other seminal rock’n’roll
performers; Stop Making Sense (Jonathon Demme 1984), featuring
Talking Heads; Prince’s Sign O’ The Times (Prince, 1987); and Neil
Young and Crazy Horse in Year of the Horse (1998), directed by Jim
Jarmusch. Such films capture particular moments in ‘rock history’,
while at the same time validating particular musical styles and per-
formers. Stop Making Sense won the 1984 Best Documentary Award
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from the US National Society of Film Critics. A record of new wave
band Talking Heads in concert, the film used material from three
Hollywood shows in December 1983. The documentary is shot in a
cool, almost classical style, with the unobtrusive camera subservient to
the performances. Instead of stage histrionics and overpowering light
shows, Demme used minimalist staging, lighting, and presentation.
The film helped bring a moderately successful ‘cult’ band to a broader
audience. The problem for film-makers with such projects is that there
are only so many things you can do with concert performances, given
their restricted ambit, and many of the conventions they rely on have
become cinematic cliché, as in Rattle and Hum (Phil Joanou, 1988), the
film of U2’s 1987 Joshua Tiee tour.

Other documentaries consolidate particular historical moments like
the Beatles’ first tour of America (What’s Happening! The Beatles in the
USA (2004), directed by Albert and David Maysles); the Rolling
Stones’ Altamont concert of 1969 (Gimme Shelter, 1970) (released on
DVD by Criterion in 2000); and Julien Temple’s examination of the
Sex Pistols phenomenon, including the television interview that
sparked off controversy (The Filth and the Fury (2000)). Documentaries
have also been important in exposing particular scenes, sounds, and
performers to a wider audience, as in The Decline of Western Civiliza-
tion, Part One (1981) on the Los Angeles punk/hardcore scene circa
1981, featuring Black Flag, the Circle Jerks, X, and the Germs; its
‘sequel’, The Decline of Western Civilization, Part Tivo: The Metal Years
(1988), featuring Aerosmith, Alice Cooper, Ozzy Osbourne, Kiss,
Metallica, and Motorhead; and Hype (1996) on the Seattle grunge
scene. The success of Buena Vista Social Club (1999) introduced Cuban
jazz to an international audience, and led to massive sales of the
accompanying soundtrack album (which had initially gone largely
ignored following its first release in 1996). Genghis Blues (2000)
consolidated the appeal of world music, and Down From the Mountain
(D.A. Pennebaker, 2002) did the same for contemporary bluegrass.
Documentaries have reminded us of the role of largely forgotten
session musicians and ‘house bands’, e.g. the Funk Brothers in Standing
in the Shadows of Motown (Paul Justman, 2002). Other popular music
documentaries have celebrated major performers, for instance, the
Who in The Kids Are Alright (Jeft Stein, 1979; released as a special
DVD edition, 2004). As with any genre, the ultimate accolade is
parody, best represented by This is Spinal Tap (Rob Reiner, 1984).

Documentary series on the history of popular music, made for
television, include the BBC and US co-production Dancing in the
Street (1995); Walk on By (2003), a history of songwriting; Ken Burns’
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Jazz (2000); and the Australian series Long Way to the Top (ABC,
2001). In addition to the income from their initial screenings and
international licensing, such series have produced accompanying
books (Palmer, 1995), soundtracks, and ‘sell through’ video/DVD
boxed sets. Though their selection of material depends heavily on the
nature and quality of what is available, such series visually construct
particular historical narratives, reframing the past. For example, in the
case of Dancing in the Street (1995), the emphasis is on ‘authentic artists’
rather than commercial performers: on the episode ‘Hang on to
Yourself’, Kiss get barely a minute, while ‘punk icon’ Iggy Pop fea-
tures throughout. In sum, music documentary history is situated
primarily around key performers and styles, a form of canonization.

Further reading: Beattie (2004); Corner (2002)

DOO-WOP

Doo-wop is derived from two of the many nonsense syllables sung by
back-up vocalists. As a genre, doo-wop is primarily equated with the
mainly black vocal harmony music of the 1950s, although its origins
were in the late 1930s and the ballad style of the Ink Spots. Doo-wop
evolved out of the gospel tradition, and was characterized by close
(four-part ballad) harmonies. As essentially an a cappella style, doo-
wop was developed by New York groups, often originally singing on
street corners, in the period 1945-55. The songs were relatively simple
and extremely formulaic, with a sentimentalized romance as the
dominant theme. Pioneer performers included the Ravens, and the
Orieles, with their single ‘Crying in the Chapel’ (1953), the first doo-
wop release to gain acceptance with white listeners. Doo-wop spread
to other US cities, reaching its zenith in the late 1950s with the
Platters, the Clovers, the Coasters, and Dion and the Belmonts.
Gribin and Schift argue that doo-wop deserves greater recognition
for its contribution to rock music’s development during the 1950s.
Groups such as the Drifters and the Coasters added a stronger beat and
more pronounced gospel elements, providing a bridge to what became
known as soul music. The genre did not survive the British invasion
of the early to mid 1960s, although it remained evident in the work of
artists such as the Four Seasons, who enjoyed considerable chart
success, 1962—7. The genre enjoyed a brief nostalgic revival in the
1970s with the popularity of groups such as Manhattan Transfer and
Sha-Na-Na, whose name is taken from the background harmony of
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the Silhouettes’ earlier doo-wop classic ‘Get a Job’ (1958). In the
1990s, the influence of doo-wop was evident in the work of perfor-
mers such as Boyz II Men (sometimes referred to as ‘hip-hop doo-
wop’) and in several of the boy bands.

Further reading: Gillet (1983); Gribin and Schiff (1992); Hansen (1992a)
(includes a useful discography)

Listening: The Four Seasons, Anthology (Rhino, 1988); The Best of Doo Wop Up
Tempo (Rhino, 1989); Boyz II Men, Cooleyhighharmony (Motown, 1991)

DRUM’N’BASS

A variant of dance music, which achieved a high profile in the UK
music press in the mid-1990s. Originally, the style was called jungle’,
but the racist connotations led to the term’s displacement. An eclectic
style, ‘brought on by the advances and prevalence of digital sampling
technology’ (Sicko, 1999), drum’n’bass represented the increasing
eclecticism and hybridity of contemporary dance music. It drew
variously on funk, techno, jazz fusion, house, reggae, and hip-hop.
With its high beats per minute (175-85), drum’n’bass was an accel-
erated form of hip-hop, and regarded as a ‘harder’ descendant of
house and techno music (Sicko, 1999). Leading practitioners included
Goldie and Roni Size, while the style was associated with specialist
record labels Moving Shadow, Prototype, and, especially significant,
Metalheadz.

Further reading: Reynolds (1998); Sicko (1999); Woodstra and Bogdanov, eds
(2001) (especially the ‘music map’, p. 637)

Listening: Breakbeat Science Vol. 1 (Volume/Vital, 1996); Roni Size/R eprazent,
New Forms (Talkin Loud, 1998); Goldie, Timeless (FFRR, 1995)

DUB sce reggae

DUNEDIN SOUND

New Zealand South Island city Dunedin was home to an arguably
distinctive alternative music sound which developed during the
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1980s, associated with the independent label Flying Nun, founded in
1981, and later Xpressway, founded in 1988. Leading bands included
the Chills, the Verlaines, the Clean, and Toy Love.

The Dunedin sound was generated through a cultural geography of
living on the margin, producing a ‘mythology of a group of musicians
working in cold isolation, playing music purely for the pleasure of it’
(McLeay, 1994: 39). As with similar local sounds, there has been debate
over the constituent elements, distinctiveness, and coherence of the
Dunedin Sound. ‘Pure pop melody’ and ‘guitar jangle’ were frequently
used descriptors, although in themselves these are hardly geographically
distinctive. There was also a tendency, initially at least, towards
low-tech production values, and a shared aesthetic which emphasized
the primary importance of the song, and valorized the ‘roughness’ of
the music.

For many, especially overseas followers of alternative music,
Dunedin and Flying Nun became a metonym for New Zealand music
as a whole, although the Flying Nun label embraced a range of per-
formers and styles (see Mitchell, 1996). Flying Nun rarely achieved
local commercial success, but built up a considerable reputation in the
international indie/alternative scene. The notion of the Dunedin
Sound continues to be present in discussions of New Zealand music,
although the Flying Nun label has relocated (to Auckland and Lon-
don), and many of the bands associated with it are not based on ‘guitar
jangle’.

See also: locality
Further reading: McLeay (1994); Mitchell (1996)

Listening: Tuatara, A Flying Nun Compilation (Flying Nun, 1985); the Chills,
Solid Cold Hits (Flying Nun, 1995); the Clean, Compilation (Flying Nun/
Homestead, 1986)

EDUCATION

There has been a good deal of discussion of educational issues in
popular music studies: the validity and place of popular music within
the school and post-school curriculum; how the study of popular
music can best be approached, especially the role of ‘theory’; and the
professional training of musicians and music industry personnel,
notably the continuum between formal and informal learning. The
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relationship between student attitudes towards school and their music
preferences is also considered here.

The curriculum status of popular music studies

Popular music can be a subject in its own right, but is more commonly
found as a component of other courses. For example, in the school
systems of Canada, the UK, the USA, and Australia popular music
may be studied within music, social studies, and media studies. In the
tertiary sector, it is usually found within departments of music, media/
communication studies and cultural studies. Such courses usually
emphasize Anglo-American pop/rock music and its associated genres,
representing a form of musical hegemony.

At all levels, the subject has usually had to struggle to be accepted as
a legitimate educational study. Writing in 1982, Vulliamy and Lee
argued that the majority of young people faced a clear opposition
between music which is acceptable to the school, usually based in the
classical tradition, set against their own (usually popular) musical
preferences, which by inference they were led to see as of little value
or significance. This situation exacerbated the conflict between the
cultural values transmitted through schools and the cultural values of
young people. Vulliamy and Lee argued that forms of musical analysis
through notation are inappropriate to popular music, which can be
legitimized in school by establishing difterent evaluative criteria (from
traditional musicology). This is in line with the view that all music is
bounded by particular styles and traditions and occurs within a socio-
cultural context, as cogently argued by Shepherd et al., (1977). These
views have continued to be debated (see the journal Music Education,
published by Cambridge University Press; Green, 2001).

At tertiary level, popular music has only recently been accorded
much recognition within cultural and media studies. The attainment
of a certain level of academic credibility for the field is indicated the
appointment of professors of popular music studies; the creation and
growth of specialist research centres and research archives (e.g. the
Institute of Popular Music at Liverpool University); the proliferating
tertiary-level courses, both industry-oriented and of a more general
media and cultural studies nature; the existence of a number of now
well-established academic journals on popular music, considerable
cultural journalism in the commercial music press and in fanzines, and
an explosion of the critical literature; and the existence, since 1981, of
the International Association for the Study of Popular Music.
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Pedagogy

Attempts to teach popular music are seen to confront a number of
difficulties, both theoretical and practical in nature. There is a ten-
dency to either overtheorize, or not to theorize: ‘Theoretical
abstractions and rote memorization tends to take students further away
from the music itself, while musical transcriptions and technical ana-
lyses are scarcely more effective at getting the energy that made the
music so exciting to begin with’ (Gass, 1991: 731). Accordingly, many
commentators consider it necessary to begin with students’ own
consumption, the context within which it occurs, and the meanings
they attach to it. However, to neglect theoretical concerns and ter-
minology is to risk the danger of turning popular music studies into a
nostalgic form of populism, largely focused on the products of the
record industry and viewing their history as one of shifts in genre
popularity and the relative status of musicians. While it is necessary to
engage with theory, constantly seeking to demonstrate its links with
students’ own lives and experiences, this creates its own problems,
especially the difficulty of opening popular music up for critical dis-
cussion (see Grossberg, 1986). This 1980s discussion has been an on-
going one (see Richards, 1995), and is often evident at popular music
studies conferences. A further issue is the balance in tertiary courses,
especially those with a vocational aspiration (industry training),
between ‘academic’ knowledge and ‘practical’ work. This is related to
the continuum which exists between formal and informal learning,
and the manner in which musicians are socialized into their practices
(Green, 2001). An example of this is the development of their skills by
songwriters (Mclntyre, 2003).

Current ‘textbooks’ offer various approaches to the study of pop-
ular music, emphasizing musicology, usually in a modified form
(Brown, 1994; Charlton, 1994); cultural studies/sociology (Shuker,
2001; Negus, 1996; Longhurst, 1995); and an historical/sociological
approach (Garofalo, 1997; Friedlander, 1995; Ennis, 1992).

Further reading: Gass (1991); Green (2001); Grossberg (2002); Richards (1995);
Tagg (1990)

School commitment and music preferences

During the 1980s, a number of studies established an association
between commitment to school and preferences in popular music. For
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example, Tanner (1981) found that students with a low commitment
to school (a Likert-type attitudinal scale of six items was used to judge
this) were more likely to favour ‘heavy’ rock than those with a high
school commitment, were correspondingly less committed to ‘top
forty’ rock, and were, as a group, predominantly working class; they
also were more likely to be associated with delinquent activity. This
relationship between delinquent activities, social class, and school
commitment, on the one hand, and the predilection for ‘heavy rock’
on the other, was ‘the clearest association’ uncovered by Tanner’s
study. He plausibly suggested that heavy metal provided ‘a symbolic
rejection of the prevailing values and assumptions of the schooling
process’, and indicated ‘a correspondence between “heavy metal” and
a subcultural solution rooted in action physicality and collective soli-
darity’ (Tanner, 1981). In his study of Scandinavian adolescents, Roe
(1983) similarly concluded that music functions to symbolically express
‘alienation from school’, and that low school achievement and a
greater preference for ‘socially disapproved music’ were strongly
linked. Subsequent studies have largely confirmed these findings,
especially in relation to heavy metal (Arnett, 1996).

Further reading: Christenson and Roberts (1998)

EFFECTS

A major tradition in American media research seeks to identify the
specific effects of the media on behaviour, attitudes, and values. This
approach i1s most evident in studies of television, but is also seen in
many of the claims made for the negative influence of popular music.
Groups such as the Parents Music Resource Center in the United
States (see censorship) have used ‘effects’ research to support their
arguments.

The effects tradition is based on behaviourism: a major school of
psychology, based on stimulus-response theory and the work of B.E
Skinner, behaviourism was developed in the 1920s in the US.
Although remaining influential, it has been strongly criticized for its
lack of attention to the importance of the complex social situation in
which media consumption occurs, the absence of any satisfactory
theory of personality, and the neglect of the particular self of the
individual consumer. The behaviourist approach reduces the interac-
tion between medium and recipient to a simple model of commu-
nication flow, and accordingly fails to offer a satisfactory explanation
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for the operation of the popular media (Ross and Nightingale, 2003:
ch. 3, provides a useful historical overview and informed discussion of
effects research).

An example of the use of ‘effects research’, and the assumptions
underpinning it, is the debates surrounding the relationship between
popular music and adolescent suicide. During the 1980s, there were
several celebrated court cases in the United States in which unsuc-
cessful attempts were made to hold popular music responsible for
teenage ‘rock suicides’. The main targets were heavy metal performers
Ozzy Osbourne (especially his song ‘Suicide Solution’ on Blizzard of
Ozz (Jet, 1981)), and Judas Priest (and their album Stained Glass
(Columbia, 1978)). Similar arguments resurfaced following a spate of
teenage suicides in the New York and New Jersey areas, and ‘copycat’
suicides after Kurt Cobain’s suicide in 1994. These featured promi-
nently in the popular press, where objective reasons for such tragedies
were ignored in favour of more sensational accounts. Heavy metal and
gothic rock were the main genres held accountable by critics. While
they did not always reach the courts, similar claims and arguments
about a connection between adolescent suicide and genres such as
heavy metal have been evident in other countries.

The relationship between popular music and behaviour in such
cases, and the public/press response to them, have been the subject of
a number of academic studies (on the US cases, see Gaines, 1991;
Walser, 1993; Weinstein, 1991a; Shuker, 2001 gives an account of the
New Zealand experience). These consider how the press coverage of
‘rock suicides’ has treated them as a form of moral panic, and cri-
tically examine the claims of causality, perceived subliminal messages in
the music, and the preferred readings of songs such as Osbourne’s
‘Suicide Solution’ present in such cases. These studies largely con-
clude, along with more balanced press accounts, that popular music
could hardly be held accountable (at least solely) for such suicides.
Teenagers attempt suicide for complex and frequently interrelated
reasons: growing unemployment, family breakdown, lack of com-
munication in families, peer pressure, sexuality, and low self-esteem. In
the case of the suicides reported by the press, it is possible that the
music may have acted as a final catalyst, contributing to depression.
More likely, however, is that the youth involved were already
depressed or psychotic.

Effects research has also been prominent in the study of ‘television
violence’, including the analyses of music video. Aikat (2004) surveys
this body of work, to situate his investigation of the incidence and
extent of violent content in music videos on four leading music
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television websites (BET.com; country.com; MTV.com; and VH1.com).
He found that ‘audiences for hip-hop/rap and hard-rock videos
are the most likely to be exposed to violence, while audiences
for adult-contemporary, country, and R&B music videos are least
likely to see violence when viewing online music videos’ (2004:
235). This was a finding ‘of particular concern when considering that
music videos generally are targeted toward younger audiences’ and
music video content may be capable of guiding adolescent behaviour
(234). However, the qualified nature of his conclusions illustrates
the limitations of studies drawing primarily on content analysis: “The
results here suggest that at least some young audience members who are
frequently exposed to music videos could be adversely affected by their
exposure, as previous effects research has concluded’ (ibid.; my
emphases).

See also: audiences; gothic rock; heavy metal

Further reading: Critcher (2003); Ross and Nightingale (2004)

EPS sce singles

ETHNICITY; RACE

While the term ‘race’ is still used in popular discourse, and in some
academic work, it has been superseded by the more correct term,
‘ethnicity’. ‘Race’ has historically often been considered a biological
concept, whereby humans can be classified according to a number of
physical criteria. This is an untenable and ideologically motivated
view, associated with racism. ‘Ethnicity’ is defined on the basis of shared
cultural characteristics for a group of people, based in part on cultural
self-identification, but can also be an overlay of cultural criteria on to
perceived racial characteristics. There is considerable debate around
both terms, which should be considered social categories.

Ethnicity has been an important consideration in virtually all aspects
of popular music studies, particularly in regard to black music in the
US. For the sake of brevity and focus, I have concentrated on the
American debates, but popular music is involved in the social processes
of ‘racialization’ internationally, and can both cross and reinforce ethnic/
racist boundaries. (The following topics are covered separately and only
summary reference is made to them here — see the related entries.)
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(1) The lack of black ownership of record companies (with a few
exceptions, notably Berry Gordy and Motown), or repre-
sentation in management, has been critiqued and debated,
along with the marketing of black music, and the use of racist
practices; e.g. the use of the term ‘race music’ to describe R&B
(see Garofalo, 1994; George, 1989).

(2) The appropriation of black music is a contentious issue, as is
the status of crossover. A considerable body of writing, much
of it historical, has examined these issues in the history of
American popular music, for instance, Neal, 1999 and Shaw,
1986.

(3) The use of the term black music, and the associated notion of
an identifiable ‘black voice’ in vocal styles, is sharply contested
(Tagg, 1989).

(4) Studies of the consumption of popular music in ethnically
mixed or diverse populations and communities show that
blacks are more likely (then their white or Asian counterparts)
to favour ‘black’ music genres, most notably soul, R&B,
blues, reggae, and rap. These genres have become virtually
synonymous with ‘black music’ and black culture, notably
among black adolescents and young adults. However, as the
mainstreaming of reggae, rap, and hip-hop demonstrates,
their following is hardly confined to black populations alone.

Further reading: Gracyk (2001); Hebdige (1990); Jones (1988); Oliver, ed.
(1990); Rose (1994)

ETHNOGRAPHY

A research method initially developed in social anthropology, ethno-
graphy has been utilized in a variety of disciplines. In the anthro-
pological sense, ethnography refers to the description and analysis of a
way of life, or culture, and is based on direct observation of behaviour
in particular social settings. In contemporary usage, ethnography has
become a broad term, associated with a range of methods, including
case study, participant observation, life history, and symbolic inter-
actionism. There is considerable debate over the status of ethnography
as a form of knowledge and the various approaches to ‘field work’. In
the traditional, anthropological sense, ethnography involves extensive and
intimate involvement in community studies, but much contemporary
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‘ethnography’ is limited to forms of participant observation. Ethno-
graphy was increasingly utilized in the cultural studies ‘turn’ towards
the study of the ‘active’ audience in the 1980s.

Cohen (1993) has argued that popular music studies (at least in
Western contexts) lack ethnographic data and micro-sociological
detail, especially in relation to the grassroots of the industry, ‘the
countless, as yet unknown bands struggling for success at a local level’,
and the actual process of music-making. The following decade has
seen a variety of studies along such lines, drawing on various forms of
ethnography: community studies, such as Cohen’s work in Liverpool
(1991) and Finnegan’s examination of music-making in Milton Keynes
(1989); studies of the geographic popularization of specific genres,
along with their local music scenes, as in Guilbault on Caribbean zouk
(1993); investigations of popular music and youth cultures and sub-
cultures (e.g. Fornas et al., 1995 on rock music and Swedish youth;
Takasugi, 2003 on Honolulu’s underground scene); and studies of the
process of music-making and becoming a musician, notably the classic
studies by Becker on jazz musicians (1997) and Bennett on the
musical socialization of rock musicians (1990).

Accounts of music-making in non-Western settings are more
numerous, and there is a rich tradition of ethnography within eth-
nomusicology.

Recent interest in ethnographic approaches, and qualitative
approaches, marks the continued shift within cultural and media stu-
dies, from the global to the local, and to an emphasis on the study of
consumption and audiences.

See also: ethnomusicology; youth subcultures

Further reading: Cohen (1991, 1993); Finnegan (1989); Guilbault (1993); Keil
and Field (1994); Kruse (1993); O’Connor (2002)

ETHNOMUSICOLOGY

A division of musicology which emphasizes the study of music in its
cultural context: the anthropology of music. The term ethnomusi-
cology gained currency in the mid-1950s, replacing the traditional
‘comparative musicology’. ‘Ethnomusicology includes the study of
folk music, Eastern art music and contemporary music in oral tradition
as well as conceptual issues such as the origins of music, musical
change, music as symbol, universals in music, the function of music in
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soclety, the comparison of musical systems and the biological basis of
music and dance’ (Myers, 1992). This broad scope aside, the main
areas of study in ethnomusicology have been music in oral tradition
and living musical systems, usually in non-Western settings or in
relation to indigenous people in Western societies, e.g. the American
Indians, Australian Aboriginals, and the New Zealand Maori, with
particular interest in the relationship of cultural context and musical
style. Fieldwork has been the main research method, using various
forms of ethnography, and with considerable use of recordings and
written notation. While historically the field was split between
musicology and anthropology, the two strands fused in the 1980s, as
‘interest shifted from pieces of music to processes of musical creation
and performance — composition and improvisation — and the focus
shifted from collection of repertory to examination of these processes’
(Myers, 1992). Recently, Lysloft and Gay (eds, 2003: ch. 1) have
argued for a more contemporary oriented ‘ethnomusicology of
technology, an ethnographic study with emphasis placed on techno-
logical impact and change’.

A fascinating example of ethnomusicology is Neuenfeldt’s edited
collection (1997), tracing the changing place of the didgeridoo in
Australian Aboriginal culture from a range of musical, cultural, and
sociological standpoints.

See also: ethnography; folk culture

Further reading: Ethnomusicology (journal); Lysloft and Gay, eds (2003); Myers
(1992); The Yearbook for Traditional Music; Neuenfeldt (1997); Steingress (2003)

EXPERIMENTAL see avant-garde

FANS; FANDOM; AFICIONADOS

Popular music fans are people who avidly follow the music, and lives,
of particular performers/musical genres, with various degrees of
enthusiasm and commitment. Fandom is the collective term for the
phenomenon of fans and their behaviour: concert-going, record
collecting, putting together scrapbooks, filling bedroom walls with
posters, and discussing the star with other fans. Music industry practices
help create and support fandom; record labels and the artists them-
selves have frequently supported official fan clubs and appreciation
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societies. Many fan clubs (especially those associated with the Beatles
and Elvis Presley) conduct international conventions, even well after
the performers celebrated are dead, or groups have disbanded

Writing in 1991, Lewis correctly observed that while fans are the
most visible and identifiable of audiences, they ‘have been overlooked
or not taken seriously as research subjects by critics and scholars’ and
‘maligned and sensationalized by the popular press, mistrusted by the
public’ (Lewis, 1992: 1). Although there has been considerable study
of fandom since Lewis wrote, and academic discussions emphasize a
less stereotyped image, the popular view of fans has arguably not
changed much. This situation reflects the traditional view of fandom,
which situates it in terms of pathology and deviance, and reserves the
label ‘fans’ for teenagers who are generally presented as avidly and
uncritically following the latest pop sensation. (An early example of
such fans were the ‘bobby soxers’, Frank Sinatra’s adolescent female
fans in the 1940s.) These fans are often denigrated in popular music
literature and, indeed, by many followers of popular music. Their
behaviour is often described as a form of pathology, and the terms
applied to it have clear connotations of condemnation and undesir-
ability: ‘Beatlemania’, ‘teenyboppers’, and ‘groupies’. The last can be
considered an extreme form of such fan, moving beyond vicarious
identification and using their sexuality to get close to the stars — even
if the encounter is usually a fleeting one.

Fandom is now best regarded as an active process: a complex
phenomenon, related to the formation of social identities, especially
sexuality. Fandom offers its participants membership of a community
not defined in traditional terms of status. Fiske sees it as the register of
a subordinate system of cultural taste, typically associated with cultural
forms that the dominant value system denigrates, including popular
music. Grossberg defines fandom as a distinct ‘sensibility’, in which the
pleasure of consumption is superseded by an investment in difference:
‘A sensibility is a particular form of engagement or mode of operation.
It identifies the specific sorts of effects that the elements within a
context can produce; it defines the possible relations between texts and
audiences located within the spaces’ (Grossberg, 1992b: 54). Fandom
is located within a sensibility in which the fan’s relation to cultural
texts ‘operates in the domain of affect or mood’ (ibid.: 56; and see
affect). Pleasure and difference are central to fandom.

Hills distinguishes ‘cult fandom’ as a form of cultural identity,
partially distinct from that of the ‘fan’ in general, related to the
duration of the fandom concerned, especially in the absence of new or
‘official’ material in the originating medium or persona (Hills, 2002: x).
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Pop fans’ commitment may last only as long as an often brief career,
as with the Spice Girls, whereas the fans of performers such as Bruce
Springsteen (Cavicchi, 1998) maintain their fandom over time, as do
the Deadheads (see below).

A distinction can also be made between fans and aficionados, with
the latter more focused on the music, and with different affective
investments present. Aficionados are those who see themselves as
‘serious’ devotees of particular musical styles or performers. They are
fans in terms of the word’s origins in ‘fanatic’, but their emotional and
physical investments are different from mainstream ‘fans’, as are the
social consumption situations in which they operate. Aficionados’
intense interest is usually at more of an intellectual level and focused
on the music per se rather than the persona(e) of the performer(s).
Aficionados prefer to describe themselves as ‘into’ particular perfor-
mers and genres, and often display impressive knowledge of these.
They are characterized by what can be termed ‘secondary involve-
ment’ in music: the seeking out of rare releases, such as the picture
discs and bootlegs; the reading of fanzines in addition to commercial
music magazines; regular concert-going; and an interest in record
labels and producers as well as performers. Aficionados frequently
become record collectors on a large scale, supporting an infrastructure
of specialist and second-hand record shops. At times, their record
collecting can become a fixation bordering on addiction. They may
also be involved in music-oriented subcultures.

Fans, in the more widely accepted pejorative sense of the term, will
collect the records put out by their favoured stars, but these are only
one aspect of an interest which focuses rather on the image and
persona of the star. For example, studies of the post-punk British ‘new
pop’ performers of the 1980s (Culture Club, Duran Duran, Wham!,
Spandau Ballet, Nick Kershaw, and Howard Jones), showed how they
drew upon a fanatical female following. As such, fans’ consumption
becomes a significant part of the star system. These fans represent a
merchandising dream, buying up practically anything associated with
the group, with their support in extreme cases bordering on the
pathological. At the same time, such ‘Pop fans aren’t stupid. They
know what they want. And ultimately, all the media manipulation in
the world isn’t going to sell them something they haven’t got any use
for’ (Rimmer, 1985: 108). This is to argue that whatever the press of
‘context’ — the intentions of the industry, the pop press, and musicians
themselves — meaning in the music is ultimately created by the con-
sumers. Fans are often fiercely partisan. Such strong identification
with the star becomes a source of pleasure and empowerment. The
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discomfort or even pain involved is an important part of this, since it is
its resolution — or, at least, the possibility of resolution — which pro-
vides the pleasure.

For many fans, their idols function almost as religious touchstones,
helping them to get through their lives and providing emotional and
even physical comfort. Elvis scholars have debated whether Elvis fandom
is best understood as a secular form of religion, with Elvis acting as a
religious icon (Doss, 1999; Dulftett, 2003). Duffett sees this as too
simplistic, arguing that such an emphasis means ‘we miss the com-
plexity, the diversity of investments, and the rich array of informal
institutions that support fans’ interests’ (Duffett, 2003: 520).

In fandom ‘moods and feelings become organized and particular
objects or personas take on significance. By participating in fandom,
fans construct coherent identities for themselves. In the process, they
enter a domain of cultural activity of their own making which is,
potentially, a source of empowerment in struggles against oppressive
ideologies and the unsatisfactory circumstance of everyday life’ (Lewis,
1992: 3). Most fans see themselves as part of a wider community, even
if their own fan practices are ‘private’, individual activities undertaken
alone.

Examples of such empowerment are as diverse as heavy metallers,
and fans of the Bay City Rollers, the Grateful Dead (deadheads), and
Bruce Springsteen. There is an assertion of female solidarity evident in
the activities of girl fans, e.g. those of the Spice Girls (see dance pop).
Similar cultural self-assertion is present in the knowledge of the
associated music in many adherents of youth subcultures.

The deadheads, fans of the American band the Grateful Dead,
provide an example of long-term fandom. The band were leading
figures in San Francisco’s psychedelic scene since the early 1960s, and
continued to tour and record extensively until the death of band leader
Jerry Garcia in 1996. Deadheads attended large numbers of the band’s
concerts, often making extensive tape compilations of the various
performances, or purchasing bootlegs of such performances, with the
band unofficially condoning such practices. The Grateful Dead’s
concerts functioned as secular rituals for the bands hardcore
followers, who were also frequently identified with the broadly
counter-culture values and style of the band. This last point led some
municipalities to ban Dead concerts, because of the ‘undesirable
elements’ attending (Sardiello, 1994).

Beyond possible empowerment, popular music fandom as a form of
cultural activity has a number of pleasurable dimensions common to
both fans and aficionados: dance and its associated rituals of display and
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restraint; the anticipatory pleasure of attending a concert or playing a
new purchase; the sheer physical pleasure of handling records/tapes/
CDs; the pleasure of finding that rare item in a second-hand store bin;
and the intellectual and emotional pleasures associated with ‘knowing’
about particular artists and genres valued by one’s peers and associates.
Fans actively interact with texts ‘to actively assert their mastery over
the mass-produced texts which provide the raw materials for their own
cultural productions and the basis for their social interactions’,
becoming ‘active participants in the construction and circulation of
textual meanings’ (Jenkins, 1997: 508). This active engagement with
texts has been termed ‘textual poaching’ (drawing on the work of de
Certeau, who applied the term ‘poaching’ to such practices by readers).

The rise of interactive media (e-mail, listservs, and the Internet)
have added a new dimension to fandom, aiding in the formation and
maintenance of fan bases for performers and musical styles. Fandom 1is
a central theme in some popular music fictional narratives, and in
many films, e.g. Almost Famous (2002).

See also: cultural capital

Further reading: Hills (2002); Lewis (1992); Ross and Nightingale (2003: ch. 6).
Arguably the best accounts of fandom are those which document the per-
spective of the fans themselves: Aizlewood (1994); Cavicchi (1998); Cline
(1992); Klosterman (2002); Smith (1995); Vermorel and Vermorel (1985)

FANZINES

Fanzines are a form of publication, but they are considered separately
from the bulk of the music press because of their largely non-
commercial nature. Fanzines are part of alternative publishing, which
is characterized by the centrality of amateurs, readers as writers; non-
mainstream channels of distribution; a non-profit orientation; and a
network based on non-professional expertise from a wide base of
enthusiasts (Atton, 2001).

Produced by one person, or a group of friends, working from their
homes, popular music fanzines are usually concentrated totally on a
particular artist or group, and are characterized by a fervour bordering
on the religious: ‘Fanzines accumulate rock facts and gossip not for a
mass readership but for a small coterie of cultists, and they are belli-
gerent about their music’ (Frith, 1983: 177). This stance can be a
reactionary one, preserving the memory of particular artists/styles, but
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is more usually progressive. As Savage acutely observes, fanzines were
historically tied to the English radical tradition of pamphleteering.
Many of the original punk fanzines were characterized by a broadly
leftist cultural politics, challenging their readers to take issue with the
views presented by bastions of the status quo and reasserting the
revolutionary potential of rock. Fanzines like Crawdaddy in the 1960s
and Sniffin’ Glue in the 1970s had tremendous energy, reflecting the
vitality of live performances and emergent scenes.

The initial impact of punk rock was aided by a network of fanzines
and their enthusiastic supporters. Savage argues that in the early days of
punk in the UK, nobody was defining ‘punk’ from within: ‘the
established writers were inevitably compromised by age and the
minimal demands of objectivity required by their papers. The estab-
lished media could propagandize and comment, but they could not
dramatize the new movement in a way that fired people’s imagination’
(Savage, 1991: 200). With photocopying cheap and accessible for the
first time, the fanzines were a new medium tailor made for the values
of punk, with its do-it-yourself ethic and associations of street
credibility, and there was an explosion of the new form. These fan-
zines provided a training ground for a number of music journalists (e.g.
Paul Mortley, Jon Savage, and Lester Bangs), and in some cases useful
media expertise for those who, taking to heart their own rhetoric of
‘here’s three chords, now form a band’, subsequently did just that.
Fanzine producers/writers did not have to worry about deadlines,
censorship, or subediting, and ‘even the idea of authorship was at issue,
as fanzines were produced anonymously or pseudonymously by people
trying to avoid discovery by the dole or employers’ (Savage, 1991:
279). Fanzine readers tend to actively engage with the publication:
they debate via the ‘letters to the editor’, contribute reviews of
recordings and concerts, provide discographies, and even interviews
with performers.

A number of studies have demonstrated the value of fanzines to
producing and maintaining particular musical styles and scenes. The
growth of the audience for heavy metal in the 1980s was accom-
panied by a proliferation of metal fanzines, which played an important
commercial role in the absence of radio airplay for metal and the
hostility of the mainstream press toward it. These metal fanzines create
an information network connecting fans and bands globally. As with
fanzines in other youth subcultures, they were ‘characterized by a
passionate, almost proselytizing, tone. Fanzine editors adhere fanatically to
the metal conventions, standards, and practices’ (Weinstein, 1991a: 178).
Fanzines have been integral to the development and popularization of
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alternative scenes, as with Seattle in the early 1990s. In the case of
progressive rock, fanzines maintain interest long after the genre had
been discarded by the mainstream (Atton, 2000). There was a
mushrooming of UK club fanzines in the early 1990s, linking a net-
work stretching from Manchester to London (Thornton, 1995).
Despite their essentially non-commercial and often ephemeral
nature, fanzines remain a significant part of the popular music scene.
They represent a cultural space for the creation of a community of
interest. The Internet has provided a new medium for the interna-
tional dissemination of fanzines; through their ‘printing’ of con-
temporary concert reviews and tour information, such ‘e-zines’ have
an immediacy that provides a form of virtual socialization for fans.

See also: music press; punk

Further reading: Atton (2001); Gorman, 2001; Savage (1991); Weinstein
(2000). For reviews of current fanzines, see Record Collector magazine (UK)

FASHION

Fashion is central to popular music. Music preferences and the status of
genres are subject to fluctuation in critical and commercial popularity,
with changing fashions related to shifts in the constitution of the
genre, its audience, the music industry, and social trends. The music
aside, genres can be in part based around fashions and style. Their
performers and their fans present, adopt, and popularize particular
clothing and hair fashions; as did the British new romantics of the
1980s. This process is clearly evident in the styles of youth sub-
cultures. While fashion and style are indicative of individual and
group subjectivities, and serve to demarcate them from other styles and
the ‘mainstream’, they are subject to commodification; e.g. the
‘grunge look’ was the subject of major spreads in the fashion press in
1992-3. Particular historical moments and locations can be closely
identified with fashion, as in ‘Swinging London’ in the 1960s, centred
around a scene including rock stars (notably the Beatles and the
Rolling Stones), film directors, fashion designers (Mary Quant), and
photographers (David Bailey).

Further reading: Ash and Wilson (1992); Levy (2003); McRobbie (1988); the
contemporary music press and lifestyle magazines, e.g. The Face (before its
demise in April 2004), i-D, Sleazenation, etc.
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FEMINISM

Feminism can best be considered as a body of social theory, with a
number of distinct strands, or ‘schools’, each associated with different
theoretical assumptions and political agendas: liberal, Marxist, radical,
psychoanalytic, socialist, existentialist, postmodern, etc. (for a useful
overview, see Tong, 1989). Feminism has most notably informed
media and cultural studies through considerations of representation,
the proportion and role of women in the media industries, and gender
as a crucial aspect of audience subjectivities.

Studies of the following aspects evident in popular music studies
have taken a feminist perspective, or drawn on it in their analysis (these
are only alluded to here; see the entries mentioned):

(1) The analysis of stars; e.g. Madonna has been the focus of a
range of feminist readings.

(2) The relationship of girls (and women) to fandom, teeny-
bopper culture, and MTV.

(3) The representation of women in music video, and the nature
of the gaze (usually constructed as male) of the viewer of such
texts.

(4) General studies of women in the music industry, especially
the experiences of female musicians who have struggled
against the patriarchal and masculinist structures and assumptions
which feminist writers see as dominating much popular music.

(5) The treatment of women within the history of popular music,
especially the marginalization of female performers, and their
stereotypical representation.

(6) The relationship between gender, sexuality, and particular
genres, most notably rock, country, and disco. One aspect of
this is the emergence of a ‘queer musicology’.

See also: gender

Further reading: Carson et al. (2004); Gracyk (2000); O’Brien (2002); Rey-
nolds and Press (1995); Schwichtenberg, ed. (1993); Wald (2002)

FESTIVALS

A festival is a concert, usually outdoors, often held over several days.
There is an established historical tradition of popular music festivals,
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with regular events such as the Newport Folk and Jazz Festival and the
New Orleans Mardi Gras in the US, and the UK’ Cambridge Folk
Festival. Festivals play a central role in popular music mythology. They
keep traditions alive, maintaining and expanding their audience base,
legitimizing particular forms of that tradition, and giving its perfor-
mers and fans a sense of shared, communal identity.

A number of festivals at the end of the 1960s and in the early 1970s
helped create the notion of a youth-oriented rock counter-culture
while confirming its commercial potential: Monterey, 1967; Wood-
stock, 1969; the Isle of Wight, 1970. The other side of the 1960s rock
ideology was revealed in the violence at the Rolling Stones free
concert at Altamont, near San Francisco, at the end of their 1969 tour
of the United States. The 1980s saw the reassertion of the music
festival, with the success — both financially and as ideological
touchstones — of the politically motivated ‘conscience concerts’: Live
Aid, 1985, and the various Amnesty International concerts. The
Knebworth and WOMAD (the World of Music, Arts and Dance,
begun in 1982) concerts have become an established feature of the UK
popular music scene, with WOMAD being exported to Australia,
New Zealand, Denmark, Spain, and Italy WOMAD has helped
world music gain mainstream exposure, although in a commodified
manner: ‘a kind of commercial aural travel-consumption, where the
festival, with its collections of “representative” musicians, assembled
from “remote” corners of the world, is a (very) late-twentieth-century
version of the Great Exhibitions of the nineteenth century’ (Hutnyk,
1997: 108).

A summer festival season is now a feature of the UK, Europe, and
North American music calendar. The festivals usually include a range
of performers, often spread across several days on multiple stages. In
the UK during June—July 2004, for instance, there were the Carling
Weekends in Leeds and Reading, headlined by Green Day, the
Darkness, and the White Stripes; Guildfest, with Blondie, Simple
Minds, and UB40; and Finsbury Park, London, featuring Bob Dylan.
In the face of such a range of choices facing fans, festivals often place
an emphasis on a particular musical style; a grouping of artists aimed at
attracting a particular fan constituency. Festivals are big business:
Bonnaroo in Tennessee, in June 2003, featured sixty-eight acts, and
attracted 80,000 fans (Rolling Stone, 24 July 2003: 21). Internationally,
local communities are using (usually smaller-scale) music festivals as a
form of cultural tourism.

Surprisingly, given their scale and significance, festivals have
received only limited attention within popular music studies. In addition
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to their economic importance, music festivals, as a form of extended
concert, reinforce popular music personae, creating icons and myths
in the process. The performers are made ‘accessible’ to those
attending the concert, and, increasingly with large-scale festivals via
satellite television, as with Woodstock 94, to a national and even a
worldwide audience. At the same time as it forms a temporary
community, joined in celebration and homage to the performers/the
genre, the festival audience is being created as a commodity. If it attracts
the projected audience, the festival is a major commercial enterprise,
with on-site sales of food and souvenirs, the income from the asso-
ciated television broadcasts via satellite to a global audience/market,
and the subsequent ‘live’ recordings, e.g. Knebworth and Rock in
Rio.

See also: concerts; documentaries

Further reading: Hutnyk (1997); Morthland (1992c); Schowalter (2000); Taylor
(1985)

FICTION

Popular music offers to musicians and listeners a form of fictional
narrative, presented through songs. This tradition is most fully present
in the folk, country, pop, and blues genres. For example, in pop, a
major form of song narrative is love — celebrated; thwarted;
unrequited; lost and found; found, lost, and found again. Working
within generic forms, the work of singer-songwriters is located pri-
marily as a form of storytelling. Part of the appeal of such song nar-
ratives is the sense of identification and associated pleasure they create
for listeners.

Popular music has also provided a source of inspiration and theme
for prose fiction; sometimes based (loosely) on the author’s own
experience in music, the music press, or associated lifestyles. A major
theme is the role of popular music in adolescent rites of passage and
subcultures. Examples of this are Colin Mclnnes, Absolute Beginners
(1959) (azz and rock’n’roll); Irvine Welsh, Tiainspotting (1993), and
Jim Carroll, The Basketball Diaries (1978) (punk/alternative); Jack
Kerouac, On the Road (1957) (the beats and jazz). The ‘rock lifestyle’
and the pressures of touring and fame are the focus in Bruce Thomas’
The Big Wheel (1991); Nik Cohn’s I am Still the Greatest says Johnny
Angelo (1967), and Ray Connolly’s Stardust (1974). Fandom is central
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to Nick Hornby’s High Fidelity (1996), Linda Jarvin’s Rock n Roll Babes
from Outer Space (1996), and Jenny Fabian and Johnny Byrne’s Groupie
(1969). In the late 1980s, the ‘ecstasy novel’, linked to the dance
music scene, became fashionable (e.g. Disco Biscuits (1987), a col-
lection of short stories edited by Sarah Campion; Alan Warner,
Morvern Callar (1987)). Most recently, there is what reviewers have
termed the ‘sex and hip-hopping novel’, exemplified by Erica Ken-
nedy’s Bling (2004).

Such work has in turn frequently been the basis for feature films,
such as Absolute Beginners (Julien Temple, 1986) and High Fidelity
(Stephen Frears, 2000). This media cross-fertilization has been sig-
nificant in exposing particular texts to a wider audience, albeit in
different forms and contexts. Despite their arguable status as a literary
subgenre, these and similar novels have been largely neglected in
popular music studies.

FILM

Film has had an important relationship to popular music. Early silent
films often had a live musical accompaniment (usually piano), and with
the ‘talkies’ musicals became a major film genre in the 1930s and
continued to be important into the 1960s. Composers and musicians,
primarily those who were stars, provided a source of material for
these films, as did Broadway musicals. The various genres of popular
music, its fans and performers have acted as a rich vein of colourful,
tragic, and salutary stories for film-makers. A new form of musical, the
‘rock musical’, played an important part in establishing rock’n’roll in
the mid-1950s. Allied with such musicals were youth movies, with a
range of subgenres, and various types of music documentaries. Over
the past thirty years or so, considerable synergy has been created
between the music and film industries, with film soundtracks
representing another stream of revenue for recordings, including the
back catalogue, and helping to promote contemporary releases.

The discussion here deals with mainstream feature film and popular
music, the classic Hollywood musicals, and the popular/rock musicals
that followed. (Popular music documentaries and soundtracks warrant
separate treatment.) In each case, the historical development of the
form or genre is sketched, and an attempt made to establish its central
themes and conventions, and how these create meaning for the viewing/
listening audience. Given the vast scope of the topic, the exploration
can be only preliminary.
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The classic Hollywood musical

The musical is a hybrid film genre, descended from European operetta
and American vaudeville and the music hall. While The Jazz Singer
(Alan Crosland, 1927) was the first feature film with sound, the first
‘all-talking, all-singing, all dancing’ musical was The Broadway Melody
(Harry Beaumont, 1929), which was important also for establishing
the tradition of the backstage musical. The musical soon became
regarded as a quintessentially American or Hollywood genre, associated
primarily with the Warner and MGM studios, and RKO’s pairing of
Fred Astaire and Ginger Rogers. A major source of Hollywood’s
musicals was New York’s Broadway (see musicals).

Early ‘classic’ musicals had simple even naive plots, promoting ‘a
gospel of happiness’ (Hayward, 1996: 235), and were mainly perceived
as vehicles for song and dance. The routines and performance of these
became increasingly complex, culminating in the highly stylized films
of Busby Berkeley. The Wizard of Oz (Victor Fleming, 1939) intro-
duced a new musical formula, combining youth and music. Other
new forms of the musical were introduced during the 1940s, including
composer biographies, and biographical musicals of ‘showbiz’ stars.
The vitality and audience appeal of the musical continued into the
1950s, with contemporary urban musicals such as An American in Paris
(Vincent Minnelli, 1951), which portrayed the vitality of the Paris
music scene, with a cast including musical stars Frank Sinatra and Bing
Crosby.

“The period 1930-1960, despite some severe dips, marked the great
era of the Hollywood musical’ (Hayward, 1996: 239). Although the
1960s did see several blockbuster musicals, notably The Sound of Music
(Robert Wise, 1965), the heyday of the classic musical had passed,
with fewer Broadway hits now making it to the screen. The 1960s saw
a move towards greater realism in the musical, exemplified by West
Side Story (Robert Wise, Jerome Robbins, 1961), an updated version
of Romeo and Juliet. In the late 1960s and through the 1970s, the classic
Hollywood musical was primarily kept alive by the films of Barbra
Streisand (e.g. Funny Girl (William Wyler, 1968)). Subgenres such as
the performer biography still appeared (e.g. Lady Sings the Blues
(Sydney Furie, 1972)), along with the occasional backstage musical
(Fame (Alan Parker, 1980)). The classical musical’s place was taken by a
plethora of new forms associated with the popular musical genres
spawned by the advent of rock’n’roll.

The classic musicals were a narcissistic and exhibitionist genre,
extremely self-referential: ‘the general strategy of the genre is to
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provide the spectator with a utopia through the form of entertain-
ment. The entertainment is the utopia’ (Haywood: 241), which is
constituted and characterized by energy, abundance, intensity, com-
munity, and transparency. Pleasure, especially the visual enjoyment of
the dance, is derived from both female and male forms. Ideologically,
the genre is selling marriage, gender fixity, communal stability, and the
merits of capitalism. Classic musicals are situated around a series of
binary oppositions, most notably the duality of male and female, which
it ultimately resolves, and work versus entertainment. These codes and
conventions were questioned by the popular musicals of the 1950s
and beyond as discussed in the next section.

Popular/rock musicals

Films dealing in some way with popular music, or drawing on it for
their soundtrack, are frequently treated as a generic group. Szatz calls
them ‘popular musicals’, although this term could apply equally to
their historical predecessors, and they are also accorded the more
appropriate label ‘rock film’. There is now a substantial body of such
films, including a number of identifiable subgenres, with a consider-
able literature on them (see the extensive bibliography in Cooper,
1992; also the filmography in Romney and Wootton, 1995) and the
discussion here is highly selective.

During the 1950s the decline of the Hollywood studio system and a
dwindling cinema audience led to the need to more systematically
target particular audience demographics. Hollywood linked up with
the record industry to target youth with a spate of teenage musicals.
Many of these starred Elvis Presley, who ‘sold sex’ through his song
and dance routines in films such as Jail House Rock (Richard Thorpe,
1957). Blackboard Jungle (Richard Brooks, 1954) used the new genre of
rock’n’roll to symbolize adolescent rebellion against the authority of
the school. Most early popular musicals had basic plots involving the
career of a young rock performer: Rock Around the Clock (Fred Sears,
1955), Don’t Knock the Rock (Fred Sears, 1956), and The Girl Can’t
Help It (Frank Tashlin, 1957). These were frequently combined with
the other stock form, films serving purely as contrived vehicles for
their real-life stars. Most of Elvis Presley’s movies, from Love Me Tender
(Robert Webb, 1956) onward, were of this order, while British
examples include Cliff Richard in The Young Ones (Sydney Furie,
1961), and Tommy Steele in The Tommy Steele Story (Gerard Bryant,
1957).
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Any interest such films retain is largely due to their participants’
music rather than their acting talents, though they did function as star
vehicles for figures like Presley. In helping establish an identity for
rock’n’roll, the teenage musicals placed youth in opposition to adult
authority, and for conservatives confirmed the ‘folk devil’ image of
fans of the new genre, associating them with juvenile delinquency, a
major concern internationally through the 1950s. Thematically,
however, the popular musicals actually stressed reconciliation between
generations and classes, with this acting as a point of narrative closure
at the film’s ending. Such musicals also helped create an audience and a
market for the new musical form, particularly in countries distant from
the initial developments. These related roles continued to be in evi-
dence in the subsequent development of the popular/rock musical.

British beat music and the British invasion of the early 1960s
were served up in a number of films. Gerry and the Pacemakers brought
a taste of the moment to a broader audience with Ferry Across the Mersey
(J. Summers, 1964). This stuck to what had already become a standard
formula — struggling young band makes good after initial setbacks —
which was only shaken when the Beatles enlisted director Richard
Lester to produce the innovative and pseudo-biographical A Hard
Day’s Night (1964). Along with Lester’s Help (1965), this consolidated
the group’s market dominance, and extended the rock film genre into
new and more interesting anarchic forms. In the mid- to late 1960s,
with the emergence of the counter-culture, popular music was a
necessary backdrop and a cachet of cultural authenticity for films such
as Easy Rider (Dennis Hopper, 1969) and The Graduate (Mike Nichols,
1967). Both fused effective rock soundtracks with thematic youth
preoccupations of the day: the search for a personal and cultural
identity in contemporary America.

During the 1970s and 1980s there was a profusion of popular
musicals: the realist Jamaican film The Harder they Come (Perry Henzel,
1972); the flower power and religious fantasy of Godspell (David
Greene, 1973) and Hair (Milos Forman, 1979); the disco-dance
musicals of Saturday Night Fever (John Badham, 1977), Grease (Radnal
Kleister, 1978); and the dance fantasies of Flashdance (Adrian Lyne,
1983) and Dirty Dancing (Emile Ardolino, 1987). The ‘rock lifestyle’
was the focus of That’ll be the Day (1973) and Ken Russell’s version of’
Tommy (1975). Nostalgia was at the core of Amercian Graffiti (George
Lucas, 1973), The Blues Brothers (John Landis, 1978), Quadrophenia
(Franc Rodham, 1979), and The Buddy Holly Story (Steve Rash, 1978).
Grossberg (1992a) claims that the success of these popular musicals
prepared the ground for the success of MTYV, launched in 1981, by
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redefining the political economy of rock, moving the emphasis from
sound to images.

Since the 1980s, popular musical films have continued to mine a
range of themes: youth subcultures (River’s Edge (Tim Hunter, 1987));
adolescent and young adult sexuality and gender relations (Singles
(Cameron Crowe, 1992)); class and generational conflict; nostalgia;
stardom and the rock lifestyle (Backbeat (Iain Softley, 1994; 1995), The
Doors (Oliver Stone, 1990), Sid and Nancy (Alex Cox, 1986), Rock Star
(Stephen Herek, 2001), and Purple Rain (Albert Magnoli, 1984));
dance fantasies such as Strictly Ballroom (Baz Luhrmann, 1992); and
fandom and the joy of making music (School of Rock (Richard Link-
later, 2004)). The Rocky Horror Picture Show (Jim Sharman, 1975)
created a new subgenre: the cult musical, with the audience becoming
an integral part of the cinematic experience, an indulgence in fantasy
and catharsis. The film went on to became the king of the ‘midnight
movies’ — cult films shown at midnight for week after week, usually on
Friday and Saturday nights (see Shuker, 2001).

The storylines of these musicals involve popular music to varying
extents, ranging from its centrality to the narrative theme, to its use as
soundtrack. These films articulate the hopes and dreams, and fantasy lives,
which popular music brings to people. When an actual artist is drawn
on, or featured, such films help the process of mythologizing them, as
with Elvis Presley. Dominant themes include youth/adolescence as a
rite of passage, frequently characterized by storm and stress, and using
subcultural versus ‘mainstream’ affiliations to explore this; reconcilia-
tion, between generations, competing subcultures, and genders, fre-
quently expressed through the emergence of couples; and the search
for independence and an established sense of identity. Given such
themes are ones identified in the literature as central adolescent ‘tasks’
and preoccupations, they clearly appeal to youthful cinema audiences,
and to film-makers looking for box office appeal.

See also: documentaries; soundtracks
Further reading: Grant (1986); Hayward (1996) (an excellent overview); Mundy
(1999); Romanowski and Denisoft (1987); Romney and Wootton (1995)

FOLK CULTURE; FOLK MUSIC; FOLK ROCK

The term folk culture is applied to forms of culture which are tightly
linked to particular social groups and which are not subject to mass
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distribution, even if electronically produced (Longhurst, 1995: 145).
The concept is sometimes conflated with the notion of roots music.
Often rooted in specific localities, early forms of many popular music
genres can be regarded as folk culture, including the pre-ska forms of
Jamaican reggae, and the hillbilly styles which contributed to country
& western and rockabilly. In particular, folk culture has been used in
considerations of the musical characteristics and social dynamics of folk
music.

‘While in a sense it can be argued that all popular music is a form of
folk music, more specifically, and historically, the term is reserved for
music passed from person to person or generation to generation
without being written down. Folk is regarded as simple, direct,
acoustic-based music, drawing upon the experiences, concerns, and
customs (folklore) of ‘common people’ and their communities. Folk
music includes ethnic music, such as the social and religious cere-
monial music of Africans or American Indians, Negro spirituals and
blues, work songs (e.g. sea shanties), political and protest songs
(broadsides), and love songs. Its forms and variants exist in every
country and are often regionally based (e.g. the Appalachians in the
United States). Considerable mixing and mingling of difterent tradi-
tions, song structures, and instrumentation is evident. There are
important folk music archival collections, associated magazines, and
record companies (e.g. Folkways). Festivals, such as Newport in the
US and Cambridge in the UK, have been central to the continued
vitality of the music, while helping to maintain what counts as ‘folk music’.

Folk music has taken differing paths in the UK and the US, and in
other national contexts, as a shifting signifier which continuously
mutates in meaning. The genre’s history is one of debates around
authenticity (on this point, see Moore, 2002), and its role in the
enculturation of folk culture. The genre experienced a strong revival
in the US and the UK in the late 1950s through to the early 1960s. In
the US, leading performers included Bob Dylan, Joan Baez, and Phil
Ochs, who built on the radical activist, popular traditions developed
by Woody Guthrie and Pete Seeger in the 1930s. There were influ-
ential local scenes in Greenwich Village in New York, and Cam-
bridge, Boston. The British folk scene of the 1960s was oriented more
towards a folk club circuit, and regular major festivals. Leading per-
formers included John Renbourne, Davy Graham, and Bert Jansch.
Many of these performers went on to be influential in the develop-
ment of British folk rock styles.

Folk music continues to be an active genre in its own right, while
many ‘mainstream’ musicians have come out of folk, particularly
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singer-songwriters. The study of folk music has long been academi-
cally regarded as a more valid, or ‘respectable’ form of popular music
studies, reflecting its perceived roots in people’s common experience, its
general lack of mass commercialization, and the associated connota-
tions of authenticity.

Further reading: Ennis (1992); Frith (1983); Gammond (1991); Pratt (1990: ch.
5); Redhead and Street (1989)

Listening: Joan Baez, Joan Baez (Vanguard, 1960); Bob Dylan, Columbia
(1962); Woody Guthrie, The Legendary Performer (RCA, 1977); Tanita
Tikaram, Ancient Heart (Reprise, 1988)

Folk rock

Folk music provided the basis for folk rock in the mid-1960s, a genre
built around folk song structures and topical themes, adapting
instruments and techniques associated with folk styles while using
amplified instrumentation and rock conventions. Folk rock also had
links with country rock and psychedelic rock (the early Grateful Dead,
Jefferson Airplane, and Country Joe and the Fish). The new genre
arguably first came to wider attention with Bob Dylan’s famous double
set (half acoustic, half electric) at the Newport Festival in 1965, and
subsequent ‘electric’ tour. As Dylan’s hostile reception indicated, such
innovations were not always welcomed by folk purists. Leading
exponents of folk rock included the Byrds, the Flying Burrito
Brothers, and the Loving Spoonful in the US; and Lindisfarne,
Steeleye Span, Pentangle, Donovon, and Fairport Convention in
the UK. The Byrds’ ‘Mr Tambourine Man’ (1966) is regarded as the
archetypal folk rock record. The genre has lived on in the guitar-based
sound of much mainstream rock music since the 1980s, often blended
with country rock (e.g. the Long Ryders), and in alternative bands
such as R.E.M.

Further reading: Garofalo (1997); Nelson (1992); Unterberger (2002) (includes
a discography); Vassal (1976)

Viewing: Dancing in the Street (1995), episode 3

Listening: The Loving Spoonful, ‘Do You Believe in Magic?’ (1965); Bob
Dylan, ‘Like A Rolling Stone’ (1965); the Byrds, “Turn! Turn! Turn!” (1965)
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on Tiwrn! Turn! Tirn! (CBS, 1966); Portfolio — Steeleye Span (Chrysalis, 1988);
R.E.M., Murmur (RS, 1983); Richard and Linda Thompson, I Want to See the
Bright Lights Tonight (Island, 2004) (CD reissue)

FRANKFURT SCHOOL

A group of German intellectuals, the Frankfurt School developed a
revolutionary philosophical variant of Western Marxism, which
became know as ‘critical theory’. Initially based at the Institute of
Social Research in Frankfurt, the school moved to the USA during
the 1930s. Its principal figures included Adorno, Marcuse, Horkhei-
mer, Fromm, and Benjamin.

The Frankfurt theorists criticized mass culture in general, arguing
that under the capitalist system of production culture had become
simply another object, the ‘culture industry’, devoid of critical thought
and any oppositional political possibilities. This general view was
applied more specifically to popular music by Adorno, especially in his
attacks on Tin Pan Alley and jazz. When Adorno published his initial
critique ‘On Popular Music’ in 1941, the music of the big bands filled
the airwaves and charts, operating within the Tin Pan Alley system of
songwriting that had been dominant since the early 1900s, with the
majority of songs composed in the thirty-two-bar AABA format.

Adorno’ s writings on popular music were only a minor part of his
attempt to develop a general aesthetics of music (see Paddison, 1993,
for a systematic outline and discussion of this intellectual project).
Adorno was not opposed to popular music as such, but rather to its
ruthless exploitation by the culture/music industries. His exam-
ination of the development of music utilized the concepts of diachronic,
the analysis of change, and, synchronic, the analysis of static states. At the
heart of his critique of popular music was the standardization asso-
ciated with the capitalist system of commodity production:

A clear judgement concerning the relation of serious to popular
music can be arrived at only by strict attention to the funda-
mental characteristic of popular music: standardization. The
whole structure of popular music is standardized even where
the attempt is made to circumvent standardization (Adorno,

1941: 17).

In this essay and his subsequent writings on popular music, Adorno
continued to equate the form with Tin Pan Alley and jazz-oriented
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variations of it, ignoring the rise of rock’n’roll in the early 1950s. This
undermined his critique and resulted in his views generally being
strongly rejected by more contemporary rock analysts (see e.g. Frith,
1983: 43-8). Gendron forcefully recapitulates the failings of Adorno’s
theory, particularly his exaggeration of the presence of industrial
standardization in popular music, but also suggests that ‘Adorno’s
analysis of popular music is not altogether implausible’, and merits
reconsideration (Gendron, 1986). To support this argument, Gendron
examines the standardization of the vocal group style doo-wop,
rooted in the black gospel quartet tradition, which had a major chart
impact between 1955 and 1959.

Adorno’s views on popular music remain widely utilized and
debated. Paddison argues that Adorno’s defence of the musical avant-
garde can be applied to the work of composers and performers of
popular music such as Frank Zappa and Henry Cow.

See also: culture industries

Further reading: Adorno (1941, 1991); Gendron (1986); Paddison (1993);
Stevenson (2002)

FUNK

The term funk was originally used in the 1950s to describe a form of
modern jazz concentrating on ‘swing’ and ‘soul’ — the latter synon-
ymous with authenticity and sincerity. Funk was also used in a more
negative sense to refer to music considered low-down, earthy, or
crude. Subsequently, funk was applied to the ‘anarchic and polyrhythmic’
late 1960s and 1970s derivatives of soul: ‘High energy, mind-
expanding black rock & roll, a soulful psychedelic reaction’ (DeCurtis,
1992: 268). Major performers included James Brown, George Clinton
(Parliament, Funkedelic), Kool & the Gang, and Earth, Wind and Fire.
Funk was an element in subsequent black-oriented genres, such as
hip-hop and techno-funk, and the eclectic work of artists like Prince
and Living Colour. It also made a major contribution to disco (the
Ohio Players), rap, and hip-hop. Indeed, funk encompasses such a
variety of associated musical styles that it can be considered a meta-
genre (see Vincent, 1996, who comprehensively identifies a succession
of ‘Funk Dynasties’, extending from the late 1960s to the 1990s).
Musically, funk tends to have little melodic variation, and rhythm is
everything (‘the groove’). ‘The funk style requires a particular
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rhythmic ensemble — percussion and bass line — and either sustained
chords or rhythmic interpolations by other instruments. Funk is an
attitude, which when expressed musically transforms the listener into a
particular mood, usually described as laid-back or mellow’ (Brown,

1992: 211).

Further reading: McEwen (1992) (includes discography); Chip Stern, interview
with George Clinton, in T. Scherman, ed. (1994); Vincent (1996)

Listening: James Brown, Cold Sweat (King, 1967); Funkadelic, One Nation
Under a Groove (WB, 1978); Parliament, Mothership Connection (Casablanca,
1976); Michael Jackson, ‘Billy Jean’ on Thriller (Epic, 1982); Prince, 1999
(WB, 1984)

GARAGE BANDS; GARAGE ROCK

The garage bands of the late 1960s, so called as exponents made the
music in the garage or basement, were especially prominent in the
USA, where they responded to the British invasion of the American
market. Playing basic rock music with lots of enthusiasm, these per-
formers produced some classic one-hit wonders. Some bands were
more enduring, including the Standells, the Electric Prunes, and the
Count Five. Frequently covered standards were ‘Gloria’ (originally a
single B-side for Them in the UK in 1966), ‘Hey Joe’ (the Leaves),
and ‘Louie, Louie’ (Kingsmen). In the UK, garage was best repre-
sented by the proto-punk of the commercially successful Troggs (“Wild
Thing’ (1966)).

In 1972 a compilation of garage band releases, Nuggets, by Lenny
Kaye, created new interest in their work, spawning a whole series of
reissues (Nuggets, vols. 1-12 (Rhino); and Pebbles, vols. 1-10 (AIP)). In
his liner notes, Kaye termed the genre ‘punk rock’, a prescient
acknowledgement of garage rock’s subsequent influence: the advent of
punk rock in the late 1970s and 1980s saw a revival of interest in the
garage bands, whose sound is not dissimilar.

Garage rock’s musical characteristics were ‘a premium on sheer
outrageousness, over-the-top vocal screams and sneers, loud guitars
that almost always had a fuzztone’ (Erlewine et al., eds, 1995). The
genre was the province largely of white teenage suburbanites. It first
emerged around 1965, predominantly on tiny, local record labels,
linked to strong regional scenes (especially Texas, California), each
with a distinctive style. The genre declined through 1967-8 with the
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impact of the Vietnam War draft/college attendance on band mem-
bers, and the performers’ general lack of commercial success. The
surviving garage bands moved towards more progressive, psychedelic
sounds; e.g. the Electric Prunes, the Blues Magoos, and the Chocolate
‘Watchband.

The genre and its sixties performers are strangely neglected in
otherwise comprehensive American rock histories (Garofalo, 1997;
Friedlander, 1996), but have retained a cult following, including
fanzines and websites.

In 20003 there was an international revival of the style, identified
with bands such as the White Stripes and the Strokes in the US, the
Hives (Sweden), the Vines (Australia), and the Datsuns (New Zeal-
and). The music press gave this ‘new garage rock revolution’ (NME, 8
March 2003: 38) considerable coverage, according a stylistic coherence
that 1s difficult to validate. The new garage rock bands displayed similar
characteristics to their 1960s predecessors: a preference for ‘stripped
back” rock’n’roll, but with a range of inflections; an emphasis on
energetic live performance, and personal styles (hair, clothes) aligned
with those of their fans. These cohered around a conception of ‘rock
authenticity’, appealing to traditional fans of that style who were
disenchanted with commercialized and MTV-oriented nu-metal and
hip-hop, and electronic dance music.

Further reading: Bangs (1992b) (includes discography); Heylin (1992); Hicks
(1999: ch. 3); MOJO, June 2003 (with accompanying ‘Instant Garage’ CD
compilation)

Listening: Nuggets Volume One: The Hits (Rhino, 1984); The Best of the Tioggs
(Polygram, 1988); The Best of the Chocolate Watch Band (Rhino, 1983); The
Strokes, Is This It (RCA, 2001); the Vines, Highly Evolved (Capitol Records,
2002); the White Stripes, Elephant (XL Records, 2003)

GATEKEEPERS

A media studies term initially applied to how telegraph wire editors
selected items for inclusion in local papers, gatekeepers became an
established approach to analysing the way in which media workers
select, reject, and reformulate material for broadcast or publication.
Based on a filter-flow model of information flow, gatekeepers
‘open the gate’ for some texts and information, and close it for
others.
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The music industry has a number of gatekeepers, making the initial
decision about who to record and promote, and filtering material at
each step of the process involving the recording and marketing of a
song. Studies of radio have been the main users of the concept; e.g.
Rothenbuhler (1985) examined one US radio station in depth to
determine how, within a given airplay format, the programmer decides
which songs to play. The main gatekeepers were the station’s programme
director and music director, or outside consultant. Subsequent studies
of radio have confirmed this finding in various national settings (e.g.
Brennan, 1996). Decisions on which releases, artists, and genres to
accord airplay or screentime help shape consumption preferences, and
can consolidate new genres; e.g. US college radio and alternative rock,
and MTV and heavy metal, in the late 1980s.

Organizations involved in industry regulation (e.g. the various
performing rights collecting bodies), and government regulatory agencies
act as gatekeepers. The editors of music trade publications, and the
popular music press, can also be considered a form of gatekeeper, since
reviews, artist profiles, chart lists, and publicity information help shape
radio programmers’ choices.

The concept became critiqued for being too mechanistic, and it has
been claimed that ‘the gatekeeper concept is now generally regarded as
oversimplified and of little utility’ (O’Sullivan et al., 1994: 126-7; see
also Negus, 1992). Nevertheless, it remains useful if used in con-
junction with considerations of how musical forms ‘arrive’ at a ‘gate’,
and how they are subsequently modified.

See also: radio; censorship; music industry; music press; A&R

Further reading: Brennan (1996); Burnett (1996); Hull (2004); Negus (1992);
Cusic (1996); Barrow and Newby (1996)

GENDER

Gender is the cultural differentiation of females from males, a sig-
nifying distinction; compared with sexual difterentiation, which is a
biological/physical difference. There is considerable debate over the
extent to which particular gender differences can be attributed to
culture and socialization. It has been forcefully argued that the
dominant ideologies and discourses throughout popular music gen-
erally privilege males, while at the same time constructing a normative
masculinity. There is rather less literature on male gender issues
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(cf. female) in popular music. The dominance of male-gender binaries
in popular music’s analysis of gender has been challenged by studies of
‘queer music’, a term appropriated by gays and lesbians.

The significance of gender is evident in a number of areas of
popular music studies, which can only be briefly alluded to here:

(1

The history of popular music is largely constructed around
male performers and male-dominated genres. Such histories
are underpinned by a ‘rockist’ ideology, privileging the various
rock styles. While there is a recognition of women’s con-
tribution to gospel, the blues, and soul, there is a tendency to
marginalize their place in the development of rock and pop
styles. Even when they are credited, their contributions are
seen in stereotypical terms: divas, rock chicks (e.g. Suzi Quatro,
Janis Joplin), men-pleasing angels (Doris Day), victims (Billie
Holiday), or problem personalities (Judy Garland). Linked to
this, both traditional musicology and the popular music
press have constructed a male-dominated musical canon, with
this challenged by feminist scholars and music critics (Citron,
1993).

The perceived masculine or feminine nature of particular
genres/styles has been identified and debated. For example,
pop is generally seen as ‘a girls’ genre’, while hard rock and
heavy metal are regarded as primarily male-oriented genres:
encoded as signifying masculinity (McClary, 1991; cf. Gracyk,
2001: ch. 10). Women performers predominate in a cappella
and gospel music, and are prominent in folk and country, and
among singer-songwriters. These are socially constructed pat-
terns, reflecting differential expectations and resources,
including access to musical knowledge and equipment (see
Whiteley, ed., 1997).

In relation to audiences, girl fans and their musical tastes are
often denigrated (e.g. teenyboppers), while male fans are
validated (especially in legitimizing non-mainstream musical
styles). Record collecting presents itself as a highly gendered
practice.

There is a lack of women in the male-dominated music
industry; traditionally they are largely in stereotypically
‘female’ roles, e.g. press and office personnel. There are few
women working in A&R, or as producers, managers, and
sound mixers, all spheres that are male-dominated, a situation
partly related to technologies being perceived as masculinist.
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(5) Youth subcultures as largely a male preserve, with girls gen-
erally absent, ‘invisible’, or socially insignificant.

(6) The treatment of gender and sexuality in song lyrics, with
some genres having a clear misogynist strain; e.g. hard rock,
light metal.

(7) Stereotyped gender representations in music video (see
Lewis, 1990).

As even this cursory list indicates, much of the work around
gender issues in popular music has focused on girls and women.
The term ‘women in rock’ emerged as a media concept in the early
1970s, and has persisted despite being criticized as a ‘generic mushy
lump’ (O’Brien, 1995: 3), unrelated to the wide variation among
female performers, even those within the rock genre. There are two
dimensions here, women as performers and women in the music
industry, with women being marginalized/stereotyped in both. For
example, Cohen found that, in the Liverpool rock music scene
she studied, women were not simply absent, but were actively
excluded. All-male bands tended to preserve the music as their
domain, keeping the involvement of wives and girlfriends at a
distance. This situation reflects the more restricted social position of
women, with greater domestic commitments and less physical
freedom; the lack of encouragement given to girls to learn rock
instruments; and rock sexuality as predominantly masculine.
Consequently, there are few women bands in rock, or women
instrumentalists, and most women rock performers are ‘packaged as
traditional, stereotyped, male images of women’ (Cohen, 1991: 203).
In the early 1990s this soundscape was challenged by the riot grrrl
movement.

Further reading: Bayton (1990); Cohen (1991); Frith and McRobbie (1990);
Gaar (1992); McClary (1991); O’Brien (2002) (includes discography);
Reynolds and Press (1995); Steward and Garratt (1984); Wald (2002);
Whiteley (1997)

GENRE; METAGENRES; SUBGENRES

Genre can be basically defined as a category or type. A key component
of textual analysis, genre is widely used to analyse popular culture
texts, most notably in their filmic and popular literary forms (e.g.
thrillers, science fiction, and horror). The various encyclopedias, the
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standard histories, and critical analyses of popular music (see below),
all use genre as a central organizing element. Some accounts tend to
use style and genre as overlapping terms, or prefer style to genre (e.g.
Moore, 1993). The arrangement in retail outlets also suggests that
there are clearly identifiable genres of popular music, which are
understood as such by consumers. Indeed, fans will frequently identify
themselves with particular genres, often demonstrating considerable
knowledge of the complexities of their preferences (subgenres).
Similarly, musicians will frequently situate their work by reference to
genres and musical styles.

The usual approach to defining musical genres is ‘to follow the
distinctions made by the music industry which, in turn, reflect both
musical history and marketing categories’ (Frith, 1987). Another
approach, suggested by Frith, is to ‘classify them according to their
ideological effects, the way they sell themselves as art, community or
emotion’. He gives the example of a form of rock termed ‘authentic’,
exemplified by Bruce Springsteen: “The whole point of this genre is to
develop musical conventions which are, in themselves, measures of
“truth”. As listeners we are drawn into a certain form of reality: this is
what it is like to live in America, this is what it is like to love or hurt.
The resulting work is the pop equivalent of film theorists’ “classic
realist text” (p. 147). Against and in interplay with authentic genres
can be placed a tradition of artifice, as in glam rock.

Critical analysis of popular music genres has concentrated on the
tension between their emphasis on standardized codes that ‘allow no
margin for distraction’ (Fabbri, 1999), and their fluidity as these codes
are elaborated on and challenged and displaced by new codes.
Chambers in the mid-1980s correctly observed that there were by
then quite rigid boundaries between genres, as exemplified by art
rock. Currently, while musical genres continue to function as mar-
keting categories and reference points for musicians, critics and fans,
particular examples clearly demonstrate that genre divisions must be
regarded as highly fluid. No style is totally independent of those that
have preceded it, and musicians borrow elements from existing styles
and incorporate them into new forms. Performers have always
absorbed influences across genre (and colour) lines. In the 1920s,
country pioneer Jimmie Rogers drew extensively from the blues and
popular music traditions just as, in the 1980s, Prince reworked the
imagery and sounds of white sixties rock. Further, many performers
can fit under more than one classification, or shift between and across
genres during their careers. There is also considerable genre bending:
subverting or playing with the conventions of existing musical genres,
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or adopting an ironic distance from those same conventions. This
process is strongly present in hybrid genres, where different styles
inform and engage with each other, as with jazz rock). Moreover,
‘while the surface styles and fashions of popular music change rapidly,
the underlying structures move far more slowly’ (Hardy and Laing,
eds, 1990: Introduction).

It is useful to distinguish between metagenres, which are rather
loose amalgams of various styles (e.g. alternative rock, world music),
and genres, which arguably exist in a purer, more easily understood
and specified form (e.g. disco). It is also important to acknowledge the
significance of subgenres, which are particularly evident in well-
established and developed styles/genres, and qualify any simplistic
depiction of a genre; the blues, heavy metal and techno provide
good examples of strongly differentiated genres. ‘Mainstream’ musical
genres are operating within a commercial system of record com-
panies, contracts, marketing, publicity, management, support staff and
so on; within this context performers tour and perform, make
recordings, and create an image. As Breen (1991: 193) observed,
moving into the 1990s ‘every genre and sub-genre of popular music
shares a location on the totalized map of popular music culture,
where the bridges that form the industrial crossovers from one
domain of the popular music industry to the next are increasingly
interconnected’.

In the light of the above, several distinguishing characteristics of
popular music genres can be identified. First, there are the stylistic
traits present in the music: their musical characteristics, ‘a code of
sonic requirements ... a certain sound, which is produced according
to conventions of composition, instrumentation and performance’
(Weinstein, 1991a: 6). These may vary in terms of their coherence and
sustainability, as examples such as Christian rock and glam rock
clearly demonstrate, particularly in metagenres. Along with other
aspects of genre, particular musical characteristics can be situated
within the general historical evolution of popular music. Of particular
significance here is the role of technology, which establishes both
constraints and possibilities in relation to the nature of perfor-
mance, and the recording, distribution, and reception of the music.
Second, there are other, essentially non-musical, stylistic attributes,
most notably image and its associated visual style. This includes
standard iconography and record cover format; the locale and struc-
ture of performances, especially in concert, and the dress, make-up,
and hairstyles adopted by both the performers and their listeners and
fans. Musical and visual stylistic aspects combine in terms of how
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they operate to produce particular ideological effects, a set of
associations which situate the genre within the broader musical con-
stituency.

Third, there is the primary audience for particular styles. The
relationship between fans and their genre preferences is a form of
transaction, mediated by the forms of delivery, creating specific cul-
tural forms with sets of expectations. Genres are accorded specific
places in a musical hierarchy by both critics and fans, and by many
performers. This hierarchy is loosely based around the notions of
authenticity, sincerity, and commercialism. The critical denigration of
certain genres, including disco, dance pop, and the elevation of others,
such as alt.country, reflects this, and mirrors the broader, still widely
accepted, high/low culture split. We must acknowledge the ultimately
subjective nature of these concepts, and the shifting status and con-
stituency of genres. This point becomes clear when we check the
genres listed here against those included in the major encyclopedias,
compendiums, and histories of popular music. Furthermore, genres
are historically located; some endure, others spring briefly to promi-
nence then fade.

In terms of the identification and delineation of various genres, it is
instructive to see which have, or have not, been accorded separate
treatment in some of the major overviews of popular music. For
example, Gammond (ed., 1991) excludes, among others, art rock,
Christian rock, folk rock, and glam rock; Clarke (ed., 1990) con-
centrates on performers, and ‘major’ genres: blues, country, folk,
heavy metal, jazz, reggae, rock, and soul, with considerably briefer
entries on several other genres (e.g. doo-wop; bubblegum); DeCurtis
(1992) has no separate contributions for country, the blues, and jazz,
though these are necessarily alluded to where they have influenced and
fused with rock’n’roll. Further, this major history relies on the concept
of scenes and sounds, and the role of key performers, as much as genre.
Hardy and Laing (1990) include a fairly inclusive glossary of styles and
genres, with the brief entries supplemented by the discussions of
associated artists. This device works quite well, and is illustrative of
how genres defy static/academic definition independent of those
making the music. Of course, all this raises the whole thorny question
of the definition of popular music, an issue considered in the entry
for that concept.

See also: genre entries

Further reading: Charlton (1994); Fabbri (1999)
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GIRL GROUPS

‘While often the studio creations of producers such as Phil Spector, girl
groups were on the cutting edge of early 1960s pop music. Leading
performers included Darlene Love (who sang lead vocals on the
records of a number of groups), the Ronnettes, the Supremes, and the
Crystals. The girl groups had a clearly identifiable sound: ‘girlish vocals
fraught with adolescent idealism and pain, plus quirky arrangements
embellished by strings and a dramatic drumbeat’ (O’Brien, 1995: 68).
The vocals were a combination of qualities: nasal, high-pitched,
humming, and husky, they owed much to soul and gospel, yet were at
the same time unique. Their song narratives were morality tales about
the attractions and perils of ‘first love’, especially of the forbidden
variety, primarily written by several youthful songwriting teams,
including Gerry Goffin and Carole King. Many girl group releases
were on independent labels, including Red Bird, Phillies, Scepter, and
an ascendant Motown. The girl groups had considerable impact,
articulating the optimism present in the US under the Kennedy
administration, and providing the basis for the success of the 1960s
British beat groups, including the Beatles. By the mid-1960s the girl
group sound had been assimilated into mainstream pop, but they have
continued to exercise a fascination, linked to a mythic status associated
with innocence and optimism.

See also: gender

Further reading: Cyrus (2003); O’Brien (1995: ch. 3)

Listening: The Best of the Crystals (ABKCO, 1992); The Best of the Ronnettes
(ABKCO, 1992); the Supremes, Anthology (Motown, 1974). There are a

number of good compilations; see those issued by Rhino

Viewing: Dancing in the Street (1995), episode 2

GLAM ROCK; GLITTER ROCK

Also referred to as glitter rock, glam rock was a musical style/genre,
and an associated subculture, which flourished in the early 1970s,
especially in the UK. Glam was both a reaction against the seriousness
of late 1960s progressive rock and the counter-culture, and an
extension of it. It strongly emphasized the visual presentation of
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performers and their concerts, with vividly coloured hair, outrageous
costumes, heavy make-up, and fire breathing (in the case of Kiss). In
glam the music was almost secondary to the act itself, leading Frith
(1988c¢: 42) to observe that ‘the image of rock star — previously taken
to be quite natural (rock was sincere) or entirely false (a cynical sales
device) ... became part of musicians’ creative effort’.

British glam pioneers were early period David Bowie and Gary
Glitter, who had three British number one chart singles in the
mid-1970s: “With its mammoth drum beat, growling guitar, dumb
instrumental hook, and incessant chorus of “hey”, his debut single
“Rock and Roll, Part Two” was a huge hit’ (Erlewine ef al., eds, 1995:
342). In the United States, glam was represented by performers such
as Kiss, with a huge fan following (‘the Kiss Army’) for their
highly theatrical concerts, the punkish New York Dolls, and light
heavy metal bands such as Bon Jovi. Other glam rockers included the
more prosaic pop-oriented styles of Sweet and Slade, and the more art
rock-oriented Roxy Music and Queen (‘Bohemian Rhapsody’
(1975)).

As the above list indicates, males dominated glam. The few pro-
minent female performers adopted a blend of masculine and andro-
gynous musical and performance styles, as did Suzi Quatro (see
Auslander, 2004).

Elements of androgyny and bisexuality were a part of glam’s image
and appeal. The style of glam performers and their fans combined
hippy sartorial elegance and skinhead hardness: ‘Reminiscent of mods
in their extravagant clothes, high heels and make up (often offset with
tattoos), hard-working lads masculinized their decadent image com-
posed of a collage of Berlin thirties and New York gay’ (Brake, 1985:
76). Glam was part of the 1970s embourgeoisement of leisure in the
UK, with new city centre leisure centres, and it influenced and
merged into the new romantics; e.g. Adam and the Ants.

See also: heavy metal; new romantics

Further reading: Charlton (1994); Moore (1993); ‘Glam’, NME special edition,
2004

Listening: Kiss, Double Platinum (Greatest Hits) (Casablanca, 1978); New York
Dolls, Rock & Roll (Mercury, 1994) (contains their 1973 and 1974 albums);
David Bowie, The Rise and Fall of Ziggy Stardust (Rykodisc, 1972);
Rock’n’Roll: The Best of Gary Glitter (Rhino, 1990); T-Rex, Electric Warrior
(Reprise, 1972); The Best of Sweet (Capitol, 1993)
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GLOBALIZATION

Refers to the increasing economic, social, cultural, and political global
connections present internationally; the result of the world being
shrunk into one communications system, dominated by international
media conglomerates. Globalization emerged as a critical concept in
the late 1980s. ‘Patterns of population movement and settlement
established during colonialism and its aftermath, combined with the
more recent acceleration of globalization, particularly of electronic
communications, have enabled increased cultural juxtaposing, meeting
and mixing on a global scale’ (Barker, 2002).

It was often used to argue that regional and local cultures are
squeezed out, overwhelmed, or colonized and ‘watered down’ and
commercialized for ‘mainstream’ global consumption. Although glo-
balization was frequently used in association with cultural imperi-
alism, it 1s distinguished from it as ‘more complex and total, and less
organized or predictable in its outcomes’ (O’Sullivan et al., 1994: 130;
see also the discussion in Hesmondhalgh, 2002: ch. 6).

In relation to popular music, globalization has an economic and a
cultural dimension, with the two closely linked. The dominance of the
popular music industry and market by the majors, and the inter-
nationalization of music styles, can be viewed as examples of globa-
lization.

Various authorities place the majors’ market share of the global
production, manufacture, and distribution of recorded popular music
at between 80 and 90 per cent. In Europe, for example, the dominance
of the multinationals was clear and increasing by the 1990s, with
several of the majors having embarked on a concerted effort to absorb
locally owned record companies and further increase their market
share (Laing, 1992). The major companies also take major share-
holdings in independent labels with promising artists, an investment
which could pay off, as in Sony Music’s 49 per cent ownership of key
Britpop band Oasis’s label Creation. The operation of such market
dominance, however, is far from clear-cut, as studies of the develop-
ment of ‘international repertoire’ demonstrate (Negus, 1999).

An important aspect of the role of the majors in national popular
music markets is the question of the possible conflict between the local
and the global, in relation to national musical vitality (see the examples
in Robinson et al., 1991). The basic concern is that the transnationals
will promote their international artists at the expense of local artists,
and international preferences and genres at the expense of more
‘authentic’ local popular music, and only develop those local talents
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and genres with global sales potential. At a more general level, it is
noteworthy that English is the language of popular music, arguably a
form of linguistic globalization. Do the policies and activities of the
multinationals inhibit the development of indigenous music in local
markets? The response is complex, and varies from country to country.

The musical interplay of the global and the local has been a central
trope in recent scholarship. This has engaged with notions of
appropriation, hybridity, and syncretism to demonstrate that the
relationship is a negotiated rather than a deterministic one (see Born
and Hesmondhalgh, eds, 2000; Steingress, 2003; and the related
entries here). The playing out of such negotiations is particularly
evident in diasporic communities, the internationalization of rap
and hip-hop (Mitchell, 2001), and in world music more generally.
The term ‘glocalization’ has been used to show how sharp dis-
tinctions between global and local are difficult to maintain (e.g. Taylor,
2003).

See also: diaspora

Further reading: Hull (2004); Negus (1992); Wallis and Malm, eds (1992)

GOSPEL

While its religious content has generally kept gospel from enjoying
significant commercial success in the mainstream of popular music, it
has been hugely influential, especially on soul and R&B. Garofalo
(1997) refers to it the genre as ‘sanctified R&B’. Gospel is a Billboard
chart category, and features among the Grammy awards.

Black slaves in the US adapted the spiritual as part of the Protestant
revival at the beginning of the nineteenth century, and gospel arose
from the upsurge in fundamentalist churchgoing in black urban
communities in the 1920s. Thomas Dorsey (b. 1899), a major com-
poser and choir leader, is credited with inventing the term ‘gospel’.
Vocal call and response was an important element of gospel: the
practice of singing in which the solo vocalist, the caller, is answered by
a group of singers (for more contemporary examples, see the
recordings of the Staples Singers). An intense spiritual ‘feeling’ was
central to early gospel music, while the moaning, pleading, and sup-
plicating vocals became part of the repertoire of jump blues and early
soul singers. Gospel was an important part of the upbringing of many
early rockabilly singers, and is evident in their vocal style; e.g. Elvis
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Presley. During the late 1950s, Sam Cooke and Ray Charles per-
formed gospel tunes with secular lyrics, or adapted gospel tunes,
anticipating soul music. Other leading gospel performers were Mahalia
Jackson, America’s most popular gospel artist in the 1950s, and Aretha
Franklin, who was a gospel star before singing more secular material.
Gospel is clearly influential on the smooth harmonies and lead vocals
of contemporary R&B.

See also: doo-wop; R&B; soul

Further reading: Cusic (1990); Ennis (1992); Gammond, ed. (1991); Hansen
(1992)

Listening: Mahalia Jackson, Gospels, Spirituals, Hymns (CBS, 1991); Aretha
Franklin, Amazing Grace (Atlantic, 1972); Sam Cooke with the Soul Stirrers
(Specialty CD, 1991); Ray Charles, The Right Time (Atlantic, 1987) (especially
‘T Got A Woman’)

GOTH/GOTHIC ROCK; GOTHS

A musical genre, and associated subcultural style, goth was influenced
by the proto-punk music of American band the Velvet Underground
and the sound experiments of the rock avant-garde. The label goth,
or gothic rock, was first applied in the 1970s to bands like Joy Divi-
sion, Bauhaus, Siouxsie and the Banshees, and the Southern Death
Cult. Siouxsie Sioux used the term ‘gothic’ to describe the orientation
of her band, and may be the originator of the term. ‘The music was
generally a dark, angst-ridden and introspective alternative to the
light-hearted disco sounds that were dominating that era’ (Music
Central 96), and combined gothic images (gloomy medieval castles,
vampires, etc.) with a negative view of contemporary society. Goth
was primarily an English phenomenon, though it developed inter-
nationally and remained evident in the 1990s.

Bauhaus’ debut EP, Bela Lugosi’s Dead (1979), is credited with
introducing the genre in the UK; the nine-and-a-half~-minute title
track, with its lengthy haunting electronically produced sound eftects,
became a gothic rock anthem. (The thematic gothic connection lay in
the fact that Lugosi played the lead part in the original Dracula film
(1931).) While there was a variety of gothic bands and instrumental
line-ups, the basic characteristics of the music remained fairly constant:
a low bass pulse, pounding drumbeats, electronic sound effects, low
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pitched vocals, often spoken rather than sung, and with deep, dramatic
vocal timbre. Performers such as the Sisters of Mercy used drum
machines, low drones (long held notes), and made ‘an almost
minimalist use of short repeated melodic fragments’ (Charlton, 1994:
280). Elements of an austere psychedelia were part of the music of Joy
Division (‘Love will Tear us Apart’ on Closer (Qwest, 1980)) and the
Jesus and Mary Chain. Into the 1980s and since, goth covers a broader
spectrum of music, e.g. Robert Smith and the Cure.

Goth was also a cultural style, with goths characterized by their
black clothes and the heavy use of dark eye/face make-up. The genre
and its fans were associated with several moral panics around youth
suicides in the late 1980s (see Shuker, 2001, for a New Zealand
perspective). Such episodes were examples of the use of an effects
argument to attack popular music.

Further reading: Charlton (1994); Thompson (2002)

Listening: Siouxsie and the Banshees, Once Upon a Time: The Singles (Geffen,
1984); the Jesus and Mary Chain, Psychocandy (Reprise, 1985); the Sisters of
Mercy, A Slight Case of Overbombing: Greatest Hits, Volume 1 (Warner Music,
1993); Robert Smith and the Cure, Standing on the Beach: The Singles (Geften,
1984)

GRAMOPHONE s¢e phonograph

GRUNGE

Grunge represented the mainstreaming of the North American indie
rock ethic and style of the 1980s (Azerrad, 2001). As much a mar-
keting device as an identifiable ‘sound’; (cf. alternative music, which
it is often conflated into), grunge initially developed in the Seattle area
(USA) in the late 1980s, associated with the influential indie label Sub
Pop. Pearl Jam and Nirvana were the two most influential bands
credited with leading the commercial breakthrough of grunge/
alternative rock into a relatively moribund music scene in the early
1990s. Grunge became part of an international phenomenon (e.g.
Britain’s Bush, and Australia’s silverchair), which briefly dominated the
global music market in the mid-1990s.

The enormous worldwide response to the 1994 suicide of Kurt
Cobain, Nirvana’s lead singer, indicated the impact of grunge. The
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popularity of grunge was displaced by hip-hop and electronica at the
end of the decade, with the ‘death’ of the style being heralded by the
music press with the break up of Soundgarden in April 1997.

Grunge ‘deemphasized appearance and polished technique in
favour of raw, angry passionate songs that articulated the pessimism
and anxiety of young people’ (Music Central 96), fuelled by a broadly
anti-establishment attitude. The speciality grunge/alternative albums,
The Tiip, vols. 1-8, show grunge to be musically a disparate genre, with
noticeable differences in tempo, rhythm, and melody within a core
structure of dominant guitar sounds and pessimistic lyrics. Many
grunge performers straddle genres; e.g. Green Day are on the border
between grunge and punk. While there was usually no ‘grunge’
category at the various music awards, those for alternative music were
frequently won by bands identified with the genre (e.g. Pearl Jam at
the 1995 MTV Awards). Grunge embraces clothing and attitude as
well as music. The ‘grunge look’ includes flannel shirts, big baggy
shorts, and opportunity shop clothing. But in reacting against com-
mercialism and capitalism, grunge arguably established a new conformity,
as both the music and clothing styles were soon commodified.

See also: alternative music; Seattle sound

Further reading: Shevory (1995); Tucker (1992) (includes discographies);
Stanford (1996)

Listening: Nirvana, Nevermind (Geffen (US number 1 album 1991)); Pearl Jam,
Ten (Epic, 1991); The Trip, vols. 1-8 (Warner Music)

HARD ROCK

A loose, amorphous genre/style; hard rock is also referred to as heavy
rock, stadium rock, or cock rock. The term has been applied since the
late 1960s (the Small Faces, the Who) and early 1970s (Bad Company)
to a variety of performers whose music was characterized by hard,
driving rhythms, strong bass drum and use of backbeat (on snare), and
short melodies, limited in pitch range. The formal structure of hard
rock songs is largely verse-chorus-verse-chorus-solo section (usually
played by the lead guitar) -verse-chorus.

Hard rock is also characterized by loud volume and assertive
masculinity; evident in the personae of performers, especially vocalists
(e.g. Roger Daltrey, Robert Plant, Axl Rose) and lead guitarists, and
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the genre’s predominantly male following. Cock rock emerged as an
alternative term for hard rock, highlighting the genre’s often explicit
and aggressive expression of male sexuality, its at times misogynist
lyrics, and its phallic imagery. Cock rock performers were regarded as
aggressive, dominating and boastful, a stance, it was argued, evident in
their live shows (see Frith and McRobbie, 1990; Reynolds and Press,
1995).

Early hard rock styles drew on R&B (the Who), and overlapped
with forms of heavy metal (Deep Purple). The Who fused melody and
raw percussive power, extending the structural limitations of early
rock’n’roll. In the USA in the 1980s, hard rock became associated with
stadium rock, so-called because of large-scale concerts, held in sports
stadiums, by bands such as Journey, Loverboy, and Foreigner. Other
leading hard rock performers in the 1980s and 1990s included Bruce
Springsteen, Australia’s Cold Chisel (and a solo Jimmy Barnes), Van
Halen, the Cult, Bon Jovi, and Aerosmith. Elements of hard rock are
evident in the music of a range of current performers and styles, such
as contemporary garage rock. Hard rock has become a staple part of
the playlist for ‘classic rock’ radio.

See also: garage rock
Further reading: Dunbar-Hall and Hodge (1993); Marsh (1992)

Listening: Deep Purple, Smoke on the Water: The Best of Deep Purple (EMI,
1994); the Who, Live at Leeds (MCA, 1970; CD 1995); Guns N’Roses,
Appetite for Destruction (Geften, 1987); Bad Company, 10 From 6 (Atlantic,
1986); Paul Westerberg, Come Feel Me Tremble (Vagrant, 2003)

Viewing: The Song Remains the Same (Peter Clifton and Joe Massot, 1976) on
Led Zeppelin; The Kids Are Alright (Polygram, 1984) on the Who

HARDCORE

In a general sense, hardcore is used to signify more extreme variants of
a cultural form (e.g. hardcore pornography, with its explicit sexuality).
Sometimes it is abbreviated to ‘hard’, as in ‘hard trance’, electronic
music with higher beats per minute. Several extreme styles of heavy
metal also draw on the concept (e.g. grindcore). Its more general use
in popular music has been in relation to various styles of alternative
and indie music. Part of the US underground in the late 1970s,
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hardcore developed out of punk and was linked with grunge and
alternative rock. By the late 1990s the label had become a cliché,
although it remains widely used.

‘Uncompromising’ is the word often used to characterize the genre.
Originally harder and faster than its direct ancestor, punk rock,
hardcore took punk music and ‘sped up the tempos as fast as humanly
possible, sticking largely to monochrome guitars, bass and drums, and
favouring half-shouted lyrics venting the most inflammatory senti-
ments the singers and songwriters could devise’ (Erlewine et al.,
eds, 1995: 917). While internationally in evidence, hardcore’s chief
breeding ground was the United States. The genre was strongest in the
San Francisco Bay area (the Dead Kennedys, Black Flag, the Circle
Jerks), and Washington DC (Minor Threat, the Bad Brains). British
hardcore/post-punk bands were noted for their melodically minimal,
percussive structures (Wire, the Fall). Politics were left of centre, but
enmeshed in a mass of contradictions, for instance that hardcore was
against sexism and racism, but its performers were generally white and
male. Nearly all (early) hardcore bands were on small, independent
labels. A number of alternative bands had their roots in hardcore,
before broadening the scope of their music and signing with major
labels; e.g. Hiisker Di, X, the Replacements. Some local alternative
scenes cohered around hardcore musicians and their fans, notably the
‘Straightedge’ subculture in Washington DC.

See also: alternative; independent; punk

Further reading: Azerrad (2001); Lentini (2003); Tucker (1992) (includes dis-
cography)

Listening: The Dead Kennedys, Fresh Fruit for Rotting Vegetables (Alternative

Tentacles, 1980); Black Flag, Damaged I (SST, 1981); Wire, Pink Flag (Rest-
less, 1977)

Viewing: The Decline of Western Civilization, Part One (Penelope Spheeris,
1981): the Los Angeles punk/hardcore scene c. 1981, featuring Black Flag,
the Circle Jerks, X, and the Germs

HEAVY METAL

The musical parameters of heavy metal as a genre cannot be com-
fortably reduced to formulaic terms. It is usually louder, ‘harder’, and
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faster-paced than conventional rock music, and remains predominantly
guitar-oriented. The main instruments are electric guitars (lead and
bass), drums and electronic keyboards, but there are numerous variants
within this basic framework. Some forms of the genre have enjoyed
enormous commercial success and have a large fan base; other, ‘harder’
subgenres have a cult following.

Heavy metal is frequently criticized as incorporating the worst
excesses of popular music, notably its perceived narcissism and sexism,
and it is also often musically dismissed. Even Lester Bangs, one of the
few rock critics to view the emergence of heavy metal favourably,
wrote of the genre:

As its detractors have always claimed, heavy-metal rock is nothing
more than a bunch of noise; it is not music, it’s distortion — and
that is precisely why its adherents find it appealing. Of all con-
temporary rock, it is the genre most closely identified with
violence and aggression, rapine and carnage. Heavy metal
orchestrates technological nihilism (Bangs, 1992c: 459).

Heavy metal was one of the main targets of moves to censor popular
music in the 1980s (see censorship).

Until the publication of Weinstein’s comprehensive sociological
study (1991a), Walser’s more musically grounded treatment (1993),
and Arnett’s study of its fans (1996), there were few attempts to ser-
iously discuss the genre. Yet heavy metal displays a musical cogency
and enjoys a mass appeal, existing within a set of social relations.
There 1s a well-developed heavy metal subculture, predominantly
working class, white, young and male, identifying with the phallic
imagery of guitars and the general muscularity and oppositional
orientation of the form (there is some debate here: see Walser, 1993).
The symbols associated with heavy metal, which include Nazi
insignia and Egyptian and Biblical symbols, provide a signature of
identification with the genre, being widely adopted by metal’s youth
cult following (see Arnett, 1996). The genre has maintained a
high market profile, despite critical derision and a negative public
image.

Once established, heavy metal demonstrated the common pattern
of genre fragmentation and hybridization. There are a number of
identifiable heavy metal subgenres, or closely related styles. Although
these are historically specific, each has continued to be represented in
the complex range of contemporary heavy metal (now often referred
to simply as ‘metal’). These subgenres include:
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(1)

(2)

Heavy/hard rock: uses a classic guitar, drums, vocalist line-up
(Listening: Def Leppard, Hysteria (Mercury, 1983); Aerosmith,
Pump (Getten, 1989)).

Classic metal: emerged in the 1970s, partly as a ‘return to
basics’ in the face of the excesses of progressive and art rock; it
features high-pitched, often wailing, vocals and extended guitar
solos (Listening: Black Sabbath, Paranoid (WB, 1971); AC/DC,
Back in Black (Atco, 1980)).

Soft/lite metal: a more accessible, commercial style, strong on
visual impact, which draws on and intersects with glam rock
(e.g. Poison, Kiss). The subgenre enjoyed huge commercial
success in the late 1980s, and was largely responsible for
breaking heavy metal with MTV and radio (Listening: Bon Jovi,
Slippery When Wet (Mercury, 1986); Van Halen, 1984 (WB,
1984)).

Funk metal: prominent in the 1990s; less structured than earlier
forms of metal, with the bass guitar relied on more than the
lead (Listening: Red Hot Chilli Peppers, Blood Sugar Sex Magic
(WB, 1991)).

Death metal: characterized by a grating vocal, though the
music itself ranges from intensely hardcore to ‘mellow’” with
samples (e.g. Death, Pestilence).

Thrash/speed metal: largely a US phenomenon, thrash devel-
oped out of hardcore and punk, and became a journalistic
convenience for guitar-based non-mainstream metal, usually
played faster and louder. In the early 1990s, bands such as
Metallica and Anthrax were seen as generating a new form of
‘the true rock experience’, which runs in direct contradiction
to the ‘the established expectation of pleasure and fun often
associated with rock music’ (Breen, 1991: 191). This new form
was apocalyptic in its visions of negation, and constructed
through the live concert as much as its recorded forms. The
crossover success of Metallica brought the style to mainstream
attention (see Kotarba, 1994). Speed metal remains popular,
especially in Europe, where the names of leading bands indicate
their social and musical stance: e.g. Sodom, Kreator, and
Destuction (see Record Collector, January 2002: ‘Speed Kills —
Again’) (Listening: Metallica, And Justice for All (Elektra, 1988);
Destruction, The Antichrist (Nuclear Blast, 2000).

Christian metal: lyrics drawing on the Bible and Christian
values, but within a metal framework (see Christian music)
(Listening: Stryper, In God We Tiust (Hollywood, 1991) (the
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band take their name from Isaiah 53:5: ‘and with his stripes we
are healed’)).

(8) Industrial metal: greater use of sampling and computer tech-
nology (Listening: Ministry, The Mind is a Terrible Thing to Taste
(Sire, 1989)).

This list is hardly exhaustive, with recent variants of metal including
‘nu-metal’, ‘extreme metal’, with a range of styles, including grindcore
and Pagan metal (see Mclver, 2000); and hybrids such as progmetal
(see progressive rock). Reprising earlier controversies around heavy
metal, but in more attenuated form, extreme metal raises questions of’
free speech, censorship, and ‘the limits of musical expression” (Kahn-
Harris, 2003).

A much-debated question is why a genre generally panned by the
critics (and many other music fans) as formulaic noise, associated with
a negative social stance and consequent public controversy, is so
popular? Heavy metal fans are attracted by its sheer volume, the ‘power’
of the music, the genre’s problem-oriented lyrics, at both the global
and personal levels, and by its performers general lack of a commer-
cialized image. This is a form of authenticity, with metal fans seeking
greater ‘substance’ than available through mainstream chart-oriented
music (Breen, 1991; Weinstein, 1991a: ch. 4).

Further reading: Arnett (1996); Bangs (1992¢); Eddy (1992); Kahn-Harris
(2003); Klosterman (2002); Kotarba (1994); Mclver (2000); Walser (1993);
Weinstein (1991a)

Viewing: Dancing in the Street (1995), episode 7: ‘Hang on to Yourself’; Decline
of Western Civilization, Part Tivo: The Heavy Metal Years (Penelope Spheeris,
1988)

Website: Keith Kahn-Harris provides an extensive bibliography on metal and
related genres, and his own work on death metal (www.kahn-harris.org)

HEGEMONY

Italian Marxist theoretician Antonio Gramsci’s concept of ideological
(or cultural) hegemony was advanced to explain how a ruling class
maintains its dominance by achieving a popular consensus mediated
through the various institutions of society, including the mass media.
Hegemony mystifies and conceals existing power relations and social
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arrangements. Particular ideas and rules are constructed as natural and
universal ‘common sense’ and the popular media play a leading role in
this process. Hegemony operates in the realms of consciousness and
representations, making popular cultural forms important contributors
to its formation and maintenance (Barker, 2002: ch. 3, gives a fuller
discussion of the concept).

In relation to popular music, hegemony has been utilized to
examine the manner in which song lyrics and music videos underpin
dominant conceptions of gender, sexuality, and ethnicity; to investi-
gate the cultural symbolic challenge offered by youth subcultures to
mainstream, dominant society; and, most significantly, to analyse the
Anglo-American international dominance of the music industry and
its styles. This dominance has waned in recent years, with the reas-
sertion of the European market and the emergence of Japanese media
conglomerates as major players in the music industry, but the Anglo-
American market remains of major importance, not least for its
commercial legitimization of emergent trends. Aside from its market
share, the Anglo-American music industries established and continue
to privilege particular formats and working practices as ‘natural’ and
accepted, especially those associated with ‘international repertoire’
(Negus, 1999).

See also: cultural imperialism; globalization; subcultures

HIGH CULTURE

The high culture tradition emerged during the nineteenth century; it
was essentially a conservative defence of a narrowly defined high or
elite ‘culture’, in the classic sense of ‘the best that has been thought and
said’ (Arnold, 1869). This asserted an artistic conception of culture:
the only real and authentic culture is art, against which everything else
is set. It views the valued civilized culture of an elite minority as
constantly under attack from a majority or mass culture which is
unauthentic and a denial of ‘the good life’. Its analytic emphasis is on
evaluation and discrimination; a search for the true values of civili-
zation, commonly to be found in Renaissance art, the great nine-
teenth-century novels, and so on. The high culture tradition includes
the work of various cultural commentators, including ER. Leavis, T.S.
Eliot, Abbs, and Bloom. Elements of it are evident in Marxist-oriented
critiques of mass culture: the Frankfurt School, Raymond Williams
et al. (‘left culturalism’).
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The high cultural critique of popular culture has frequently vehe-
mently attacked popular music. While such a view can be traced back
to Plato, it emerged more forcefully with the massive social changes of
the nineteenth century. For example, writing in 1839, Sir John
Herschel claimed: ‘Music and dancing (the more’s the pity) have
become so closely associated with ideas of riot and debauchery among
the less cultivated classes, that a taste for them, for their own sakes, can
hardly be said to exist, and before they can be recommended as
innocent or safe amusements, a very great change of ideas must take
place’ (cited in Frith, 1983: 39). A succession of commentators have
regarded much popular music as mindless fodder, cynically manu-
factured for mindless youthful consumers. Bloom, for instance, claims
that rock presents life as ‘a nonstop commercial prepackaged mas-
turbational fantasy’ (1987) which he charges as responsible for the
atrophy of the minds and bodies of youth.

Underpinning such views are assumptions about the potentially
disruptive nature of ‘the popular’, and the need for social control and
the regulation of popular pleasures. The high culture view of popular
culture has been criticized for failing to recognize the acti