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This week I'm going 1o trace the evolution of rock from the late 1960sthrough  the
early 1980s I'll bggin by providing abrief overview of psychedelic rock, progressive
rock and glam rock before focusng on he punk and pos-punk eaction to the perceived
decline or unduly bloaed character of early 1970srock. As | go through his material, |
want to keep dive questionsnotjug of questionsof aesthetics and dfect! what does
this musc sound Ike and feel like! butdso howthe culture of rock developsin
relationship to questionsof gende, sexudity and race. As usual, these developmentsin
musc culture will be explored againg a broader political and economic backdrop.
Because it ran across aparale timeframe, last week's lecture on 1970%dance musc
forms another point of reference that I'll refer to as | go dong.

Rodk in thelate 1960¢early 1970s

A fortnight ago | ended the rock lecture at the point where rock established aform of
hegemony in the populr musc market with therelease of Sgt Peppe’'s by the Beatles.
This was the point when musdc critics united, pehapsfor thefirst time, in daiming that a
form of popubr musc amounted to aseriouspiece of art, and thedbumwas freely
compared to theartistry of figures like Shakespeare and © on. The dbumwas dso sif-
congioudy atistic inasmuch as it introducd vaiouslevels of experimentation and
complexity, induding the use of the gitar, an Indian insrument, as well as studio-
geneated ound éfects tha could notbe straightforwardly reproduced onstage The
album cover of Sgt Pepper's pictured the Beatles amidg arangeof famousphilosophes
and at figures, 0 in ahumorousway the band was aso intent on nmoving avay from its
image of bang aburch of lively rock androllers from Liverpool to agroup of mudcians
who ould gand sde-by-sidewith series of influentia artistic and phlosophical figures,
with the cover itself awork of art. As aresult, therelease of Sgt Pepper's became a
defining mnoment in the establishment of populr musc as aseriousart form rather than
an entertainment outet, and & the centre of this movement was a genre that was
domnaed by white straightmen!  thegroup who for centuries had domnaed the
sphees of politics and economnics, and who were now staking unpecedented daim to
control the centre of popular mudc culture. The point is nottha the Beatles were thefirst
white male artists to achieve success in popular entertainment, because many other acts
had preceded them. But where as the Origind Dixieland Jzz Band orElvis achieved
prominence by drawing heavily on black popubr styles, Sgt Peppe's didn't contain any
obvioustrace of blackness. The black priorities of call and response (or antiphony) of
polyrhythm and of an immediacy of peformance were gore. And it was a this moment,
when awhite aesthetics became central to wha had been known asrock and roll culture,
tha it was haled by nudc critics writing in outets such as the New York Times and the
VillageVoice.



As | noted in the lecture on rock and wll and the rise of rock, however, the Italian
Marxist Antonio Gramsci argued that hegemonic formationsdon'tachieve ther domnant
postionsthrough butal coercion, butindead make anunber of concessionsto ousider
groupsin order to buid aruling mdition baed onconsent. In other words there's no
straightforward way for agroup ofwhite middle class men to assert ther absolute will
ove anyoneelse, bethisin economics, politics or culture, and a a result the history of
rock duiing thelate 196G and 1970swvas dso agtory of rock's ongoing engagement with
black, Latin and female groupsof mugciansand fans Tha was because it was only by
appealing o groupsbeyond its core white male congituency tha rock could judify its
claim that is paformers spokewith apoeic and artistic voice tha was of universal
appedl ! jud as theworks of Shakespeare and Beethoven were deemed to be of
universal appedl.

Therockist attempt to establish something tha resembled abroad codition culd be
witnessed a the Woodgock festival tha took place in Woodgodk, upgate New York, in
the summer of 1969, where two of the key paformers were Janis Joplin and dJmi
Hendrix. Thisis wha they soundel like:

MUSIC: Janis Joplin " Piece of My Heart"
MUSIC: Jim Hendrix " Purple Haze"

Joplin was the mog important female performer of the era. Shewas an excellent guitarist
and vodalist. Yet shewas continudly judged to benot sufficiently good boking o bea
performer, and e eventudly died from adrug overdose in 1970, ayear after the
Woodgock festival.

Hendrix, meanwhile, established himself as thefirst virtuos guiarist of rock, and d the
Woodgock festival played adistorted vasion ofthe "Star Spangled Bannea™, which was
in efect a sonic version of Jasper John'sgrimy, contorted representation d the American
flag. Therendition aticulated asense of unease with the director of the American
government, especially its ongoing military efforts in Vietnam, and it became the
festival's enduling iconic moment.

Aswith Joplin, however, Hendrix's presence with rock culture was uneasy. At an earlier
moment, Hendrix had travelled to Britain in order to develop his career, in pat because
hefaced hogility from African Americans, who believed tha his emphasis on helead
guitar took oo much avay from the collective ethos of the R& B groove Yet Hendrix
wasn't wholly accepted in rock, in pat because alingeing racist outook hal it that LSD
was an intellectud drug and therefore wasn't condudve to black aesthetics or black
consumption. "Purple Haze", which referenced LSD ovetly, sat unessily in this nexus of
psycheddic rock and racial politics. Unless you omuntPrince as arock act, Hendrix was
thelast mgor black rock artist.

It would bereasonable to question howlong 1ock managed to maintain its hegemonic
postion in popublr mudgc culture, because by the late 1960sthe countercultural codition
tha it caimed to head beagan to fall gpart. Internal factors were important, and bandssuch



as the Rolling Sones were charged with beng nore interested in making money than
following any kind of progressive politics in ther day-to-day behaviour. At the same
time, feminist critiques began to aitiquethe chauvinism that was implicit in so-called
"cock rock" culture.

The codition came under pressure form externd forces, with the US govenment
introdudng arange of repressive measures during this peiod tha curtailed anti-war and
black protest activity. Around he same time thelong po$war economic boomadso
started to come to an end, and this marked awider political shift, because the econonic
boomhad encouraged people to become concerned notabou their own welfare but about
theneed to changesodety. Now tha the good tmes assodated with econamic growth
were drawing © aclose, people sarted to think less about progressive politics and more
abouthowthey were going  earn aliving. It became self-evident tha dthough eking
LSD could bean enlightening experience, that kind of consumption wasn't going ©
changetheworld in any kind of pemanent way.

Agandg this turbulent econonic and poitical backdrop, rodk split into four movements
around helate 1960sand early 1970s

Thefirst movement came to beknown as progressive rodk, or prog rock, and fundionel
as an ougrowth of psycheddic rock. Featuring groupssuch as King Gimson, Yes,
Genesis and Rnk Hoyd, piogressive rockers sought to continuethe work of the Beatles
on Sgt Peppea’'s and take rock into new technical and compostiond areas tha broke with
thetraditiond verse-chorus-verse-chorus structure of the sandad pop ®ng

MUSIC: Pink Floyd" Speak to Me"
MUSIC: Pink Floyd" On the Run"

Pink Hoyd were perhgpsthe mos prominent band within progressive rock and ther
emphasis on asant-garde experiments, collage dectronics, free-form techniques and
complex, composed dructures were typical of thesound. Thar ingrumental brilliance,
refined gudio produdion vaues, and poiltical references to ps/cheddic culture and
power meant they aways appealed beyond anarrow rock audience, and smeonelike
Mancuso gotto play early test pressingsof some of their 1970sabums. Yet progressive
rock dso moved avay from the notion of popubr musc as something tha was to be
danced to. Ingead, progressive rock was intentiondly artistic and complex and required
concentration. When progressive rock bandspeformed in giant sladiums, audiences sat
down and mntemplated the musc as if they were listening o apeformance of orchestral
musc. Indeed as the authors Borthwick and Moy note, progressive rock drew its
extended gructures, complex and dhifting ime signaures, and formal concepts such
counterpoint, thetonepoem and the fugue from the western classical tradition 2004, 63)

The second novement was dubbel "heavy rock”, and shared many of progressive rock's
aesthetic priorities. Ingired by he virtuoso ills and hewvily masculine presence of
Hendrix, bandssuch as Led Zepdlin, Black Sabbah and Deep Furple! &l of them
based in theUK ! began to develop adaker, more paranoid sound ha reflected the



changing poltical times. Long gonewas the moment when it appeared as thoughrock
muscians dong with the broader countercultural movement, were aboutto changethe
world. In place of this optimism, abrooding, aygressive, and smetimes depressive sound
came to domnate:

MUSIC: Black Sabbath " Paranoid"
MUSIC: Deep Purple”Child In Time"

Black Sabbah, Deep Purple and Led Zeppdin were dl based in the UK, where the black
presence was less marked and less influential than in the US, and the sound ofheavy
metal, dong with progressive rock, effectively marked the point a which rock culture
terminated the conrection it had established with black R& B during the early evolution
of rock androll. Ingead of referencing the blues, jazz or gogel, heavy metal groups
evoked an English folk idyll, and the groupsaso tended to produce "epic" records tha
featured prominent individud virtuo peaformances by the lead guitarist and lead
vocalists, as we hear in thelong intro to "Child In Time". As Smon Hith notesin his
classic accountof rock musc, Sound Hects, "By the 1970sthere was a general stressin
rock on atfulness, on ndividudised ills, on ‘'unmtural’ (because personalised) accounts
of experience” (1983, 2).

A third movement, dubbel Gam Rock, developed in paallel to progressive rock and
heavy metal. And orce again, British bandsdomnaed Gam Rock, with Marc Bolan and
T-Rex, David Bowie, Queen, Roxy Musc and Sade among he mog influential, while
US acts such as Lou Reed and the New Y ork Dolls were also influential. Glam stood out
more for its sense of style and sxudity than its sound, ad figures such as Bowie and the
New York Dolls playing on themes of sexud ambiguity and extravagant dress styles tha
diverged from masculine trgjectory of heavy metal. Yet it was within Gam Rock that a
fourth movement began to form, and this movement came to beknown as punk, een if
tha term didn't emerge until the musc took rootsin the UK.

The sound ofpre-punk punk @an betraced to groups such as the Velvet Underground,
which featured Lou Reed, as well the New York Dolls and the Ramones. All of these
bandssplit from the shift towards complexity tha characterised the late work of the
Beatles, as well as thereleases of the psychedelic, heavy metal and progressive rock
bandstha came to theforeground n thelate 196G and early 1970s Rather than
following this moveinto virtuosty, bandssuch as the Velvet Undagroundshifted into
"speed” modeand garted to develop aform of rock music tha reconnected the sound
with its early rock and roll roots. Aboveanything dse, this musc was raucous

MUSIC: Vevet Underground " Sister Ray"
MUSIC: Velvet Underground "Venusin Furs'

Comprising Lou Reed, bhn Gille, Sterling Morrison and Maureen Tucker, the Velvet
Undeaground were oneof the mog influential rock bandsof thelate 1960sand erly
1970s Ther first dbum, The Velvet Underground and Mo, was released in 1967, ad
thar second dbum, White Light/ White Heat, came outin 1969. Bth foreground a



reverberant drone! orcontinuousnote! tha generates a snister, menacing
amosphee, while theuse of M lyrics draw on ©me of the thematics of wha would
become known as glam rock but present them in acontext tha is intentiondly dak and
unsttling.

Aswith Dylan and the Bestles, the Velvets were self-coniousof their status as artists
and were engaged with produang an aty form of rock. But whereas Dylan and the
Beatles saw art as aform of romanticism in which theindividud artist ges to geak
suppoedly universal truthsthat can then becommodified and ld to a popular audience,
the Velvets were engaged in amore obvioudy avant-garde practice and didn't enjoy any
form of commercia success. Involved with Andy Warhol and the avant-garde artistic
network hebuilt in 1960sNew York, theVelvets developed an aesthetic sensibility tha
had much in common with the minimalist art movement, which unfolded in New York
duning the same peiod. In contrast to theromantic ideal, artistic minimalism was
oppoxd to theidea of "individud self-expression” and & an dternative started to
develop aform tha revolved around neitral surfaces, ause of repetition, indugrial
materials and gemetry. All of these priorities can be heard in arecord such & "Sister
Ray", which has an indugrial, gripped down, repetitive aesthetic. Thefact tha the
Velvets went around wearing black leather jackets and sunglasses added to ther
aterndive-art gppedl.

Formed by Iggy Fop and baed in Michigan, oneof theindudrial centres of the US, the
Stooges developed asmilar sound aound he same time as the Velvets went into the
recording gudio:

MUSIC: The Stooges " 1969"
MUSIC: The Stooges" T.V. Eye"

Released by Hektra and generating no sgnificant sales, "1969" critiques life in the US in
thelate 1960s! acounty tha isfighting an appaently fruitless war in Vietham while
unemployment is rising domestically. As with the Velvet Undeaground, hesound B
reminiscent of what we now call garagerock, with the produdion deéiberately low-
qudity and basic guitar riffs prominent. The sourd is direct and minimalistic. "T.V. Eye",
recorded ayear later in 1970, deelopsa smilar aesthetic and is cited by sme as the
classic example of noise rock.

Listening  the Stooges alongsde bandssuch & Black Sabbah, we can hear aform of
musc that is less celebratory than anything tha came out of the 1960s as well as theturn
to wha would become disco in the 1970s Black Sabbah came out of Birminghan, the
car manufacturing equivalent of Detroit in the US, and the band'samphedamine-driven
sound enbodied aspirit of paranoia and fear. In Detroit itself, the Stooges embodied sif-
haing irony and dienaed rage And in downtown NY C, which hal never been a
manufacturing zonebutwhich hal neverthdess log its manufacturing bae during the
1960s the Velvets asserted that musc was aboutbeng “uptight'.



New York punk

Jud as New York was the key setting for the emergence of disco, 0 it was the city where
punk ok oot There were structural reasonsfor this. As dready mentioned,
manufacturers moved outof downtown New York ! in paticular, thezones now known
as SoHo, NoHo and TriBeCa! duiing the 1960s and this left alarge collection of
gpaciousex-indudria building unocupied. Artists started to moveinto these buildings
during the 198sand early 1970s and nudciansfollowed, ©o. Living in these buildings
was prohibited because they were zoned for commercial use only, butthe artists and

musd cianswere drawn to thar dramatic architectural features and reverberant acoudic
gudities, and because rents were so cheap a so-called "artist colony” quickly developed
in which atists, mudcians sculptor, writers and $ on lived in aconcentrated gace.
Because of its uniqueconcentration of creative workers, downtown New Y ork became
thedtein which radical developmentsin at, writing and music took place duiing the
1970sand 1980sDisco developed in downtown parties such as the Loft and the Gallery;
minimalist orchestral mudc unfolded in avant-garde spaces such as the Kitchen; free jazz
was forged in wha became known as the loft jazz scene and the sound ofminimalist
rock aso began to become togehe in paces such as Max's Kansas City. In fact David
Mancuso'sfirst Loft was located on he same street as the Mercer Street Arts Centre, and
tha Centre hougd boh the Kitchen and a series of dternaive rock roomns, induding one
tha was known as the Oscar Wilde Room, where the New York Dolls hdd aresidency in
1972, ® these important musical developments in disco, orchestral musc and rock were
effectively hgppening onthe same dreet. And when the Mercer Street Arts Centre
collapsed dueto internal structure work that had not been propely declared in 1974, he
Kitchen was forced to relocate, as were therock bandstha played in the venue It was
then tha therock bandsgtarted to play in adown-and-out venuecalled CBGB-OMFUG,
an acronymthat sood for County, Bluegrass, Blues, and Gther Musc for Uplifting
Gormandizers.

Situated on he nearby Bowery, CBGB's was unfashionable and pretty much enpty,
which meant tha it was easy for local rock bandsto book agig, and from 1974 onvards
bandssuch s Richard Hell & theVoidoids Television, Ritti Smith and, nost
importantly, the Ramones sarted to play there. These bandsdl became semind punk
acts.

Richard Hell was ore of the key figures in the scenetha revolved aroundCBGB's. Born
Richad Meyers, herenamed himself as the lot more punky Rchard Hell and formed a
band clled Television with Richad Verlaineand another player in 1974. t was
Television tha pesuaded the owne of CBGB's to gart booking rock bands and they
were involved in hdping build thevenués stage In 1975 Hl left Television and went
on  form Richard Hell & the Voidoidsin 1976, vihere he developed anihilistic
philosophy on tacks such & "Who Saysit's Good b Be Alive?' Hell dso developeal a
look that came to beassociated with punk:he spiked up his hear and wore items of torn
clothing tha were hdd together with safety pins Malcolm McClaren, who would hdp
pioner punk n London,cites Hell as an important inspiration for the Sex Pistols! but
more of tha soon.



Patti Smith was another important figure & CBGB's, notjus because she was the first
woman to take centre-stage in punk, butso because she formed a link beween the beat
podry scene and the downtown rock scene, which received its ultimate expression on he
1975 dbumHorses:

MUSIC: Patti Smith "Land"

A reader of the 19th century French Symbolist poe Arthur Rimbaud, Snith was
influenced by Television: shereviewed oneof thar early CBGB's gigs and dated
Verlaine Refusng o conform to images of thefeminineideal, Smith pronounced & the
opening of"Gloria" (which dso featured on heHorses dbum), "Jesus died for
somebody'ssins butnotmine”

Theidess of dienaion, rebdlion and rangyression were centra to punk, ad it was with
the Ramones that these themes came to be dignad with the punk und:

MUSIC: Ramones " Blitzkrief Bop"
MUSIC: Ramones " Beat On the Brat"
MUSIC: Ramones " Now | Wanna Sniff Some Glue'

The sound ofpunk ®mes togeher in these tracks, which display:

The Ramones were distinctive for the sheer speed at which they played, and this trait
became onre of punk 1ock's distinctive features:

(i) relatively fast bass lines
(i) distorted gutars

(iii) smple chord sequences
(iv) afrenetic thrashed gyle
(v) screamed vocals

(vi) an aesthetic of speed

Punk wes initially used as adang term to denote ayoung c¢imind. A member of aband
called the Fugswas thefirst pason © use theterm punk 10ck in print duing an interview
with the Chicago Triburein 1970. later tha year the maverick rock critic Lester Bangs
called Iggy Pop a"Stoogepunk”and aNew Y ork proto-punk bak called Suicide started
to bill ther gigs as punkgigs after reading the Bangsreference. Writing in Creem, Dave
Marsh became thefirst critic to use theterm "punk 0ck" in May 1971.
(http://en.wikipedia.org/wiki/Punk_iodk) Yet theterm didn't bagin to refer to acohaent
set of musical features until Television and therest started to play a CBGB's, and the
sound eceived its mog articulate expression from the Ramones. In contrast to
progressive rock, punk ock bandsvaued gpontaneity, amplicity, immediate
gratification, succinctness and expressive authenticity. And punk #so contained an
implicit politics, because the playing and snging dso expressed aform of ange with the
wide political and econamic system, which gruggled for authority in thefirst hdf of the



1970sas the Vietnam War dragged on, he 19730il Crisis left Israel's western suppoters
withoutoil, which in turn resulted in arecssion in theUS and theUK in 1974 ! the
same year tha the Watergae scandal forced the US President Richard Nixon to resign.
Young ad hal enouch of theworld? Especialy as yours was likely to bethefirst
geneation tha would beecononically worse of than the paental generation? Why not
vent your expression in musc and hare agood sream. It didn'tamountto acoheent
political respong, butit felt good.

London punk

The Damned were thefirst punk goup b break through n the UK ! the band released
"New Rose" in 1977! butthe Sex Pistols had amuch greater impact with recordslike
these:

MUSIC: Sex Pistols" Anarchy In the UK"
MUSIC: Sex Pistols" God Savethe Queen”

The Pistols were the invention of Malcolm McClaren, who was influenced by the
Situdionists! apolitical group ha criticised capitalism for its homogenaty and
conformity, and which also bdieved tha art should besensationd and $hodking. A
renegade entrepreneur who managed the New York Dolls, McClaren opened up ashop
called Sex with theyourg designe Vivien Westwood on KngsRoad in West London,
and dter heheard the Ramones he paersuaded agroup ofcusomers to form aband. That
band became known as the Sex Pistols, which took to recording punkstyle musc,
wearing punkstyle clothing, and svearing aloton TV I jud like agood S$tuaionist
band. In terms of ther recordings there was anything paticularly distinctive aboutthe
Sex Pistols, who cvered the Stooges on hear debut dbum, Never Mind the Bollocks,
which dso featured "Anarchy In the UK" and "God Save the Queen”. But the Sex Pistols
did break new ground n their creation of amedia moral panic, in pat because thar New
Y ork counterparts hard for the mog pat seered dear of the maingream media! jud
like therest of the downtown scene

The Sex Pistols now look rather sad: their musc wasn't especially origind and thar
anarchist politics were entirely supeficial. But other UK punk kandssuch as the Clash,
the Adverts, the Buzzcocks wand Siff Little Fingers ere more sonically innovdive and
politically committed. Along with the Pistols, the Clash were thekey London punk bad
of 1977! theyear in which they released thar eponynousadbum The Clash.

MUSIC: Clash "Hate & War"
MUSIC: Clash " Remote Control"

On "Hate & War" the break with the utopian "love and peace" vaues of the
countercultural movement are made explicit. The 1970soffer less hopethan the 1960s
and on his record the Clash take on the problem of growing $dal dislocation. On
"Remote Control" the macho gioup danting esokes a sense of working dass collective



solidarity. Thisidea of working-class solidarity might seem odd gven tha the members
of the Clash went to pubic school, butthey dropped out took © living in quas and
became involved in the anti-fascist movement, and it was through his trandormation that
they came face-to-face with the culture of the reggae sound ystem. The band referenced
this on he song "White Man In the Hammersmith Palais’ and thereggee influence
peaked on herecording of "Magnificent Seven":

MUSIC: Clash "Magnificent Seven"

In addition 1 reggee's sonics, the Clash were also drawn to reggae's Rastafarian poitics,
which combined religion with anti-colonial resistance to the British empire, and this took
on adeal sgnificance in 1970sBritain, where fascism was on therise, especially within
the skinhead movement. With the immigrants who hal arived in the UK during the
1950s4till consdered to benew arrivals, racial conflict beween young ople became
commonplace duiing this period. The Clash took o this issue through he sonic make-up
of their musc.

Female punk

The aboveis the well-known accountof punkN an accounttha focuses on rising ©dal
anxiety and racism, both of which ae met by UK punks who ae also concerned with
resisting mddle-class art rock, otherwise known as progressive rock. And this
interpretation dso became the official Cultural Studies interpretation of purk when Dick
Hebdige pubished his classic book,Subalture: The Meaning of Syle in 1979. Hebdige
interpreted punkas gppearing & pat of aseries of British subaultures, which dso
induded the Teddy Boys, the Rockers and the Mods. Like other theorists, Hebdige
explored the working-class roots of these movements, butin contrast to other theorists
Hebdige dso introduced a series of readingstha took punk avay from this single socal
interpretation. Througha use of semiotics, hetraced theway in which purk could be
adopted by aayonewho wanted to chdlenge theruling powers by adoping what he
called "semiotic guearilla warfare”, e.g. the use of the Mohican, orclashing diess styles,
or safety pins And Hebdige dso focused on punks engagement with black musc and the
ethosof Rastafarianism oppostiond politics (even if mog punk nusc didnt reflect
reggee musc at dl).

However, what's often forgotten in surveys of purk, induding the official version o
punk, stheinfluence it had on te feminist movement. Progressive rock and hevy metal
had little time for the masculine vulnerability that would dharacterise much of the work
of theRamones N vulnerable young nen who experienced angd and misery ! which
contrasted sharply with the domnant modd of swaggeaing, phdlocentric rock
muscianship. Yet punk wasn't so much full of vulnerable young nen as it was open to
musd cianswho wanted to say something agang therock establishment, and tha
established it as prime terrain for women to notonly take to the microphonein anon
feminine manne as well as pick up ingruments and even form their own bands Asa
result, agroup ofbandstha developed an explicitly feminist agendg and were either led



by women or made up d women. Three groupsstand out Souxse and the Banshees, X-
Ray Spex and the Slits.

MUSIC: Souxsie & the Banshees" Spellbound”
MUSIC: Souxsie & the Banshees" Miragée'

Led by Souxse Soux and the bassist Steven Severin, Souxise and the Banshees are
sometimes said to have ingired the goth movement with "Spdlbound', while "Miragé€'
critiques the objectification ofthe female body. (nadentaly "Miragée' was released
around hetime Laura Mulvey wrote her classic essay "Visud Pleasure In Narrative
Cinema'.)

Meanwhile the Slits took on boad reggae and invited the reggae producer Dennis Bovdl
to produce thar debut dbum, Cut, which was released in 1979.

MUSIC: The Sits" Spend Spend Spend”

Thereggee influence is clear here, and on oher tracks such as "Love Und Romance" and
"Typical Girls' thedevelop afairly cutting aitique of the nomative gende roles
assodated with girls and women.

Podg-punk

Tracks like "Magnificent Seven" and "Spend Send Send" are informed by punk and
sourd like punk, butthey aren't quite punk, epecially thanksto thar reggeae influence,
and tis diversion from punk ould dso bedédected in other bandsthat joined Television,
Richard Hell & theVoidoids Petti Smith and the Ramones a& CBGB's. The other bands
induded Blondie and Talking Heads, who developed an angular minimalism, yet didn't
adoptthe "glue sniffing" atitudeof thar peers. Here's wha early Blondie and erly
Talking Heads soundel like:

MUSIC: Blondie" Hanging On the Telephone™
MUSIC: Talking Heads " Psycho Killer"

Both of these recordsrevolve around ataught, tense, Sripped down aesthetic, yet they
lack the in-your-face aggression of punk, ad indeed when Blondie, Talking Heads and
therest of the bandsstarted to codesce around BGB's, thelabd that signed them dl up,
Sire Records, didn'tknowwhda to call them. Punk semed to bedistasteful and ovely
aggressive, and 0 Seymour Stein, the head of Sire, opted to use theterm "new wave'
ingead. The term suited Blondie and Talking Heads well because both of these bands
turned outto bemuch more muscally experimental than the bulk of bandstha identified
with punk. Bondie developed an interesting linein pogmodean pastiche recording a
rangeof syles tha induded reggee, disco and even hip hop, while Talking Heads
became onre of the mog influential art-pop acts of the 1970sand 1980s Indeed lead
singa David Byrneand his co-foundes TinaWeymouth and Chris Frantz had dl goneto
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art school togeher in Rhodelsland, and when they travelled to New Y ork theinitial
intention was to work as artists in the downtown scenel described earlier. But on her
arrival they decided tha they could deploy thear artistic sensbilities more effectively in
musc, which was afreer market than the art market, and they became afour-member
band when they were joined by Jrry Harrison, te ex-bass player of a proto-punk band
called the Modan Lovers (who | haven't had time to discuss).

Following thar debutin 1977, Talking Heads released the smilarly taut and tense More
SongsAboutBuildingsand Foodin 1978, vinich was followed up byFear of Mudc
(1979) Tha dbum contained an gopaent critiqueof disco in theline This ain't no paty /
Thisain't no disco / Thisain't no olin' around /No time for dandng / Or lovey dowy / |
ain't gottime for that now. Some took offence, bu notif they listened to the second
variation ofthe chorus, which contained theline This ain't no Mudd Qub, or CBGB, |
ain't gottime for that now. And on hedbums opening track, "I Zimbra', it was clear
tha theband engaging srioudy with black aesthetics! and there weren't many other
1970srock bandsthat could have claimed that.

MUSIC: TalkingHeads"| Zimbra"

Byrne continud hs exploration of black aesthetics within anew wave framework on the
next Talking Headsalbum, Remain In Light, as well as his paallel work with the
muscian and pooducer Brian Eno, who hal played keyboadsfor Roxy Musc and
pioneered the development of synthesised ambient music. Together with Byrne, Eno
blended newv wave with funk, dectronic, ambient and African musc on My Life In the
Budh of Ghodgs, which, like Remain In Light, employed anumber of African American
muscians (percussion players and backing voalists) as well the Talking Heads line-up
and arange of unusial samples! induding an exorcist.

MUSIC: Brian Eno & David Byrne" The Jezebel Spirit" [exorcist sample beggins at
1:17]

Of course punk and its successors are often seen to have been antagonists to 1970sdisco,
and tha argument was reinforced when John Holstrom poded an early editorial in Punk
magazinetha ran dong helines of "Death to disco shit!" I've dready discussed some of
thetensonstha ran baween rock culture and black dance culture in earlier lectures and |
don'thave timeto revisit and develop those arguments hae, butthere are acouple of
points tha should bemade Frst, alot of the hogility towards disco was really directed
towards the more commercial expression of disco in terms of ditist midtown nightclubs
the ovekill of SaurdayNight Fever and the subsequent ddugeof commercial
recordings Second, adifferent version of disco had emerged in downtown New York and
asurprising nunbe of rock mudciansvisited venues like the Loft and the Gallery,
induding David Bowie and Mick Jagge' ! and then went away and recorded creditable
dance songs And third, a rangeof downtown dubs opened in the second el of the
1970sand the early 1980sin which rock and dance aesthetics and practices began to
merge, and it was in this scenetha bandslike Talking Heads as well as other acts such
as Konk, begyan to develop aversion of rock that re-engaged with black musical priorities.

11



And they were able to doso because jud as punkwas aform of stripped down
minimalism that reacted to the perceived ovablown excesses of progressive rock, o
dance was another form of minimalism, which revolved aound he stripped down
dynanmic of the rhythm section. Both punk &d disco mugcians soughtto maeke musc that
was experienced a thelevel of thebody and was direct in its gppeal, and these
intersecting obpctives enabled these suppo®dly antagonistic scenes to develop a
meaningful convasation on@ punk hal off-loaded some of its vitriol and disco its late
1970scommercialism.

Pog-punk

So howshould we describe bandslike Talking Heads Blondie and Konk, who were
clearly influenced by he New York version of purk yet can't really be categorised as
punk bands? Pos-punk €emsto have now displaced nev wave as the opaating term to
describe mudgc tha was released following the commercia pesk of punk n 1976 ad
1977. The popubr use of theterm has certainly been cemented by the publcation ofRip
It Up by Smon Reynoldsand refers to the musc tha is seen to have been "enabled” by
punkN arangeof experiments with insrumentation, exture and even sage paformance
strategies that was made possible by punk'sdeerminaion to shake up the contours of
progressive rock. As such, and & Reynolds notes, theterm really refers to apeiod and a
sengbility more than asound oridentifiable style.

If pog-punk ddn't necessary sound Ike punk, ad if pog-punk baadsrarely soundel like
each other, they did neverthdess share a punkoriented dtitude By tha | don't mean that
they dl screamed "fuck off" to everyone, butrather that they developed according to
punk'sdare devil, DIY ethosN tha dl you neded was to learn three chordsin order to
stand up on tage and ply mugc. Tha attituderesulted in people like Helen Reddington,
oneof thelecturers here at UEL, forming apunkband, and Helen recently published an
important book ttled The Lo Women of Rock Music: Female Musciansof the Rock Era,
which charts thewide rangeof organic musc groupstha were formed by women in the
punk and pos$-punk peiod. Runk dso led to a bund of independent labd s bang formed,
induding Rough Trade (Geoff Travis) and Factory (Tony Wilson), and encouraged rock
bandsto do wha rock bandsare sometimes reluctant to do,and tha is to experiment with
new technology. Runk'sDIY ethosis even said to have undepinned the beginningsof
rave culture, when party organisers, mudciansand dancers and form DIY dance networks
tha existed ouside of thelicensed dub scene

Reynolds suggests that "thelong "dtermath’ of punk up b 1984 vas mugcally way more
interesting than what hgppened in 19767 itself, when punk saged its back to basics rock
'n’ roll revival." (xv) Reynolds addstha pod-punk ndudes genres such as No Wave,
punkfunk, mutant disco and indudrial, and developsarangeof vastly divergent chapters
tha chart the ways in which punk'sethosevolved in vast rangeof scenes and unds To
give you an idea of howpog-punk paned out hae are some of the groupstha Reynolds
discusses in his book:
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(i) PIL, or Public Image Limited, bhnny Potten's pog-Pistol band (which heformed with
Jah Wobble and gutarist Keith Leverne);

(i) No Wave groupssuch as Suicide, James Chance & the Contortions the Theoretical
Girls, the Gynecologists, Mars, DNA and Jenn Brancs;

MUSIC: Theoretical Girls" You Got M¢e"

(iii) TheIndudrial grotesqueie of Pere Ubu, Devo, Throbbing Gristle P-Orridgeand 23
Skidoo.

MUSIC: Devo "Jocko Homo"

(iv) Thetwo-tone Ska revoution of the Specials, Madness, the Beat, the Selecter and
Dexy's Midnight Runnes.

(v) The broken rock of groupslike the Raincoas and Sritti Politti (and maybe even Bow
Wow Wow and Adam and the Ants).

(vi) The eectronic experimental musc of bandssuch as Cabaret Voltaire, the Human
League Gary Numan, Ultravox, Visage, Soft Cell, Japan, Soandau Ballet and Soft Cell.

MUSIC: Human League " Being Boiled"

(vii) The punkfunk of bandssuch as the Au Pairs and even ESG:

MUSIC: ESG "M oody"

(viii) And then there's the depressive guitar work of the Fall and Dy Division.

It was the Joy Division, reformed as New Order after the suicide of Joy Division'slead
singe lan Curtisin 1980, ha made perhaps the mos concerted engagement with
technology following atrip to New York, and therelease of "Blue Mondg" by New
Orde marked the moment when agroup ofindie-oriented rock fans started to dance to
black musc.

MUSIC: New Order "Blue Monday"

So howdid "Blue Mondg" hgppen?Its birth can betraced to the moment New Order,
still an Indie band, went to New York and visited venues such as Danceteria! where
DJs blended with pog-punk bandsand dectro!  as well asthe Loft and the Paradise
Garage. New Order and thar manager labds decided to aeate asmilar set-up in
Manchester and opaed the Haciendg which hougd Indie groups pog-purk bandsand
dance DJs. "Blue Monda/" represented oneof the earliest rock engagements with dance
and the convesation would become embedded by the end ofthe 1980sthrough he
Madchester phenomenon when rock acts such as the Happy Mondays gotinto the houe

13



and rave scene that was emerging & the Haciendaand in other pats of northern England
and inserted adance sound nto ther rock recordings We'll ge to 80sdance in afew
weeks time, butfor nowwe can pondr theway in which "Blue Mondg/" represented the
logical conduson ofthe pog-punk novement because it demongdrated the extreme way
in which gere N the organising prindple of this module N came to mean very little in
this peiod.
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