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FOREWORD

It's difficult for me to realize that twenty-five years have passed since the
days when the most frequently asked question | was called upon to
answer was, "Do you really think ‘this rock and roll stuff” will last?" Those
of us who were around during that musical revolution had differing
opinions of rock’s lasting qualities. But | really did think that the form
would last, and | said so.

The old-timers who reported on the music scene in the fifties were
usually big-band buffs who honestly believed that rock was “bad” music
and the “good™” music of their day would return. By the way. that's one
argument I've always sidestepped—"good” versus “bad” music. There
really is no such thing. "Good" is good to the people who enjoy it. “Bad is
bad to those who hate it for one reason or another. It became abundantly
clear that rock was the music of the young and that it was looked upon by
many older folks as “bad.” Irving Berlin once said that popular music is
popular because a lot of people like it. Obviously, a lot of people like rock
and have made it an American institution. I've had my share of criticism
because of my role in the development of rock and roll. I've also had my
share of praise. But there’s one comment of which I'm really proud: *Dick
Clark was there when rock and roll needed him—he helped keep it alive.”

Rock, however, wasn't the first art form to take a bumrap. "A wave of
vulgar, filthy. and suggestive music has inundated the land. Our children
are continually exposed to the monotonous attrition of this vulgarizing
music.” That's what critics said about the caxewalk in 1899! "A
degenerated and demoralizing musical system has been turned loose to
gnaw away the moral fiber of young people.” said a prominent religious
figure of swing in 1938. Frank Sinatra was categorized in 1943 as “the
glorification of ignorance and musical illiteracy.” According to Dr. Artur
Rodzinski in 1944, "Boogie-woogie is the greatest cause of delinquency
among American youth today.”

By now I'm sure you've heard that rock is nothing short of harmful to
your health and morals. But it has endured! In the first twenty-five years.
rock’'s musical influences and styles have undergone several changes.
There’s not a single contemporary musician who hasn‘t been influenced
by what started in the fifties. The musicians of the eighties often refer to
the “roots” of their music. The Beatles were influenced by Chuck Berry.
Buddy Holly. Elvis, and others. Elvis was influenced by black gospel and
blues singers Arthur Crudup. Bo Diddley. and.others. The big wheel just
keeps on turning, and the music we still call rock sometimes bears little
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resemblance to its beginnings. But the influence is there, and maybe
that's why the form has lasted. Unlike the giant (but often stagnant)
trends of yesteryear, rock changes almost daily. Other forms of pop
music were a little more boxed in, more restricted. That ability to adapt
to whatever the public demands has kept rock thriving.

It's hard to conceive of rock becoming a musical dinosaur. Rock has the
ability to find new feeding grounds, new sources of life. It can also change
color to confuse predators. It has become an art-form survivor. Only one
thing can bring down the giant—the loss of creativity and inspiration
through the computerization of the business itself. It's becoming more
and more difficult for new artists to break in because it's too expensive. If
that prevails, | quess new independent record companies will challenge
the multimillion-dollar, multinational corporate conglomerates with
newer, riskier talent, as happened in the stone age of rock.

Nevertheless. the technological advances in recording. marketing, and
distribution can only help rock flourish. To be able to hear your music
from a grooveless, almost indestructible, computerized credit-card-type
record or to have the option to see and/or hear your favorite artist at a
cost comparable to today's album prices will provide rock with more
staying power. That really makes me happy. It's the kind of secret
(though perhaps juvenile) glow you get from being able to say to the
cynics, detractors, and potential saboteurs, "l told you so!”

I'd like to introduce the two men responsible for the hard work and
research involved in putting together this volume. Michael Uslan and
Bruce Solomon approached me. I'm a compulsive worker—a workaholic;
however, | told them that | really couldn't sit down to cowrite such a
detailed and extensive book considering the obligations | already had. |
said, “You know that you've hit a soft spot. I'm truly interested in the
subject material. | do have a certain amount of firsthand information and
sources to which we can turn. You gentliemen will have to take the credit
and obligation of writing the book. I'll spend every spare moment with
you. in an editorial capacity. One thing | hope we can do is treat the
subject fairly. So many books on the rock era perpetuate mistakes and
improper conclusions. They were written by uninformed rewrite artists
using secondhand information. In many cases alleged facts were printed
as truth by young writers who had only read about what had happened.”

We have attempted to correct previously printed errors, go to direct
sources—people who were there—go for facts. I'm sure we, too, have
made some mistakes. Hopefully they're not big ones. We've tried for
accuracy. On the other hand, Uslan and Solomon have expressed some
very personal opinions in parts of this book. I'd like to disclaim those
opinions as being mine. In many cases they've commented on people I've
worked with and known for years. I'm too close to the subject. | couldn't
be as critical as they sometimes have been. However, | respect their right
to their opinions. It was a pleasure collaborating with two bright,
knowledgeable, and interested writers.

We hope you'll enjoy this look at rock and roll twenty-five years after.

—DICK CLARK
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INTRODUCTION

When we set out on the noble task of capturing on paper rock and roif's
first twenty-five years, we had thoughts of conquering the world. We
would cover every big-name group and singer: we would feature anyone
who ever had a gold record or number-one song: we would include even
those obscure one-hit artists if they had an interesting story or some
anecdote worth relating. And our finished product would have amounted
to a twenty-four-volume encyclopedia. Noble—but impractical.

We were then faced with the gut-wrenching decision as to who should
stay in and who should be cast aside for some future tome. The agony of
eliminating rock-and-roll stars cannot be conveyed here. Suffice it to say
that by no means will everyone agree with all of our choices. Some
selections were included simply for their unique story, while others, just
as popular, were excluded because they gave us little to write about
outside of listing their hits. Also, if we hadn’t struck a balance for each
year, we could have found ourselves with two entries for each of the
years 1957 and 1962, eighty each for 1964 to 1968, and so on. So. in
advance, we offer our apologies if you can't find your favorite group or
singer in this book.

Another problem was assigning each group or singer to a particular
year. For some it was a piece of cake: Bill Haley belongs in 1955: the
Beatles belong in 1964. The Bee Gees or Led Zeppelin, on the other hand,
could easily fit into any of five years. We tried to balance the scales by
weighing the year the group debuted with the year of its biggest
record(s) or the year of some milestone in its career. Again, it wasn't
easy, and if we've offended the fans of the 1968/1969 Bee Gees by
placing the group in 1978, we beg forgiveness.

A lot of the information within has been culled from the American
Bandstand files and extensive interview tapes we made with Dick Clark,
and we take this opportunity to thank him for his support, his time, and
his invaluable contributions. He also supplied us with our top-ten
information, and so, if we talk about a number-one song or a top-ten hit
that you can't seem to recail from iocal radio station charts, it may be
because the source is the weekly or yearly American Bandstand chart.

Whether your favorite rock-and-roll memories are centered around
dancing to the Platters, screaming “yeah-yeah-yeah™ with the Beatles.



getting high to the strains of “Ina Gadda Da Vida.” discoing with Donna
Summer, or overturning cars to the beat of the Sex Pistols, we are certain
that you'll find your tastes represented in the pages that follow. We wish
you, the reader, a memorable journey through the pages of rock and roll's
rich history. May the second twenty-five years be as thrilling as the first.



1993

The reason kids like rock and roll is because their parents
don't.
—MITCH MILLER

Nineteen fifty-five was a year of beginnings. It was the year Disneyland
opened its magical gates amidst the fervor of a Davy Crockett fad that
put a coonskin cap on the head of every kid in America. The Salk polio
vaccine was administered nationally for the first time. ending one of
youth's greatest health nightmares. The AFL merged with the CIO to
form a single, more powerful labor organization. Lawrence Welk began
making champagne bubbles on television, and Sergeant Bilko played his
first poker game at Fort Baxter.

Marty won the Oscar for Best Picture in 1955. The Cleveland Browns
took the NFL championship by running all over the Los Angeles Rams,
while the Syracuse Nationals won the NBA championship. The New York
Yankees lost the World Series in seven games to the Brooklyn Dodgers.
In Philadelphia the televised Phillies’ baseball games showed commercials
for beer and TastyKakes featuring a young disc jockey from middle-of-
the-road WFIL named Dick Clark. Also on Philadelphia TV and in its third
year was a show called Bandstand, hosted by Bob Horn and featuring
kids dancing to pop tunes in the studio.

Nineteen fifty-five also saw the rise of youth gangs. teen-age
vandalism. and juvenile delinquency. The youth of America appeared to be
taking to the streets in defiance of their parents and teachers. Black
leather jackets and greasy aucktail haircuts became the adopted symbols
of teen rebellion. What was the cause? Who was to blame? Some claimed
that communists were subverting our youth. Others found a cause closer
to heme—that new, inciting, arousing, loud, screaming tribal music called
rock and roll.

Hit parade tunes like "Ko Ko Mo" by Perry Como, “Mr. Sandman" by
the Chordettes, and “Sixteen Tons™ by Tennessee Ernie Ford now had to
share space on the charts with strange infiltrators such as “Earth Angel”
by the Penguins, “Sincerely” by the Moonglows, “Pledging My Love" by
Johnny Ace, and "Story Untold" by the Nutmegs. However. even though
1955 was the first year of the rock-and-roll explosion, only three songs
that could qualify as either rock and roll or rhythm and blues broke into
the top ten that year—"Rock Around the Clock™ by Bill Haley and the
Comets, the white-cover version of "Ain't That a Shame" by Pat Boone,
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and the cover version of "Dance with Me Henry” by Georgia Gibbs. The
rest of the list consisted of “Cherry Pink and Apple Blossom White™ by
Perez Prado. "The Yellow Rose of Texas” by Mitch Miller, "Autumn
Leaves” by Roger Williams, "Unchained Melody” by Les Baxter, "The
Ballad of Davy Crockett™ by Bill Hayes, "Love Is a Many-Splendored Thing™
by the Four Aces, and the white-cover version of "Sincerely” by the
McGuire Sisters.

Nevertheless, rock and roll found a strong and faithful audience. Dick
Clark remembers what early rock was all about and why it became such a
teen-age passion. "It was a rhythmic music. Kids were into dancing. and it
was all theirs. It was a combination of country music and black music. For
the most part it was created by southerners who had heard country and
gospel music all their lives. Then, a little bit later. the street sounds of
doo wop' came out of the Bronx, Philadelphia. Cleveland. and Akron.
where young urban blacks sang rhythm and blues on street corners and
white kids liked the sound, ultimately borrowing it.

“The move from rhythm and blues/rockabilly to rock and roll was
partly due to Bill Haley and Elvis Presley, both of whom were white,
country-oriented singers with a feel for black music. Chuck Berry and Fats
Domino also had a hand in the creation of rock and roll. Chuck Berry was
the flip side of the Bill Haley/Elvis Presley coin. He grew up with rhythm
and blues, then "whitified’ his black music. 'Sweet Little Sixteen' has no
gospel roots. Fats Domino was a New Orleans jazz musician who had that
really weird sound: his lyrics were almost unintelligible to the white-
music-oriented ear.”

Bill Haley, Elvis. and Chuck Berry were soon followed by Little Richard's
gospe! brand of screaming rock and roll. Rhythm-and-blues stars like Ray
Charles. LaVern Baker, Hank Ballard. and the original Drifters also
contributed to the transition and would serve as the prime influences on
succeeding rock-and-roll stars.

This was 1955—the first year of rock and roll.



It's a funny thing about Antoine “Fats" Domino.
Although he had hit after hit through the fifties and
sixties, he never had a number-one song. He came
close with "Ain't That a Shame” in 1955 and "I'm
Walkin™ in 1957, but the impact of these records
was diffused by “cover™ versions of those hits by Pat
Boone and Ricky Nelson respectively. A “cover”
record was a white recording artist's version of a
black artist’s original record. Record charts separated
“pop” and “race”—or rhythm-and-blues—music, and
few white-oriented radio stations would give a black
artist airplay. The white version of the record was
practically guaranteed the lion's share of airplay. In
addition, the wealthier “cover” record labels could
promote the white copy extensively, helping it climb
to the top of the charts.

Many critics have charged that those artists who
covered black records and the DJ's who played only
covered versions were racists. But Dick Clark is quick
to refute that charge.

“All we wanted to do was get an audience. There
was no racism involved. If you couldn't get your
audience in Dubuque to buy Fats Domino, you played
the Pat Boone version. It was the way to sugarcoat a
new kind of music to get it across to an audience that
wasn't used to it. It's like Mexican food—once you
get a little taste of the hotness, you will begin to like
it hotter. Then you'll want it pure rather than a
bastardized version of it.”

Perhaps the biggest contribution Fats Domino
would make to the emerging music scene would be
as a performer on the road. Fats' overwhelming
popularity made him one of the first major black acts
to break the racial barriers of many clubs and halls.
His appeal stemmed from his famous rhythmic,
boogie piano style, clever arrangements of first-class
blues/jazz material and his tenor voice with the
catchy but hard-to-decipher New Orleans accent.

FATS DOMINO

Fats came out of Louisiana lucky to have a music
career at all. As a young factory worker he had
seriously injured his hand in an accident. But Fats
practiced, exercised, and played his piano, overcoming
physical limitation. In 1950 he made his first mark on
show business with the rhythm-and-blues hit “The
Fat Man,” the song that gave him his monicker.

Between 1950 and 1955 pop music was in the
doldrums. The big-band sound was out. Patti Page.
Gisele MacKenzie, the Ames Brothers., and other
voices of the Hit Parade were turning out endless
trash. But country and western, pop. and rhythm and
blues were slowty coming together. Country would
spawn the rockabilly sound of Elvis, Carl Perkins. and
Bill Haley and the Comets. Rhythm and blues would
soften into a more polished, melodic sound that could
appeal to a predominantly white audience. The end
result of the musical melting pot would be rock and
roll. Songs like Lloyd Price’s “Lawdy Miss Clawdy" in
1952, the Chords’ "Sh-Boom™ in 1954, and the
Crows’ “Gee™ in 1954 were omens of things to come.

In 1955 Fats ushered in the age of rock and roll with
“Ain’t That a Shame.” His songs began turning up on
the pop charts in addition to the rhythm-and-blues
charts. But this rock-and-rollin’ Fats was somewhat
different from 1950's “"Fat Man." The music was
slower, his voice lower, his tunes simple and
danceable, evoking more smiles than his blues had.
The typical early rock-and-roll saxophone, which was
often accused of being sexually arousing. came into
prominent use. The new Fats clicked, and his rock-and-
roll career quickly outdistanced his R&B successes.
“Ain't That a Shame’ was followed in rapid succession
by “I'm in Love Again” (1956): "My Blue Heaven"
(1956); “Blueberry Hill" (1956). which was Fats'
arrangement of an old rhythm-and-blues song with
traditionally suggestive lyrics; “Blue Monday™ (1956):
“I'm Walkin® " (1957); “Valley of Tears" (1957);
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“"Whole Lotta Loving” (1958): “"I'm Ready” (1958): |
Want To Walk You Home" (1959). “Walking to New
Orleans” (1960): and "'l Hear You Knocking™ (1961).

Rock and roll's first five years were glory days for
Fats Domino. In 1956 he appearedin the film The Girl
Can’t Help It with Jayne Mansfield. He made
numerous American Bandstand appearances in

those years despite his fear of being on television.
Many backstage pep talks from Dick Clark, along with
a drink or two, were often necessary to help get him
out on stage. His sound is classic and influences rock-
and-roll artists to this day.

Today Fats still packs in his fans in concert, on the
road, and at rock-and-roll revival shows.



RAY CHARLES




He watched his brother drown shortly before he was
blinded by glaucoma at age six. Orphaned at fifteen,
Ray Charles’ raw, wild vocals and powerfully emotional
delivery came from the depths of his own experiences.
In the mid-fifties Ray Charles was rhythm and blues.

Born in Georgia. Ray Charles Robinson had roots in
gospel, yet he drew on jazz influences in learning to
play the piano. The two modes of music combined to
give him a unique sound and piano style that would
take him to the top of the rhythm-and-blues charts in
the early fifties. He started professionally playing for
Ruth Brown and Moms Mabley, and was soon
discovered by Atlantic Records. His first national hit,
the groanin’, moanin’ “I've Got a Woman,” pierced
both the "race” charts and the pop charts. It is one of
the handful of songs in rock-and-roll history to become
a hit twice—the second time in 1965. His success on
both charts led to live performances for integrated
audiences and stands as one of the first major
achievements in breaking down racial barriers in
music. "I've Got a Woman™ and "Greenbacks™ were
chart busters in 1955.

Ray's greatest contribution was his combination of
the secular. sexy blues with sanctified gospel music—
a blend never heard in black music up to this time.
Ray took the gospel strains of "My Jesus Is All the
World to Me.” and while retaining the passion of
church singing. changed the topic to his crosstown
girl friend waiting to share some loving—and soul
music. in the form of "I've Got a Woman"—was born.
An old-time blues singer, Big Bill Broonzy. bitterly
complained: "He's crying sanctified. He's mixing the
blues with the spirituals. He should be singing in
church.” Ray's potent blend of blues and gospel
reached its pinnacle in 1959 in the form of the fuil-
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fledged rock-and-roll song "What'd | Say.” which
came complete with a gospel call-and-response,
impassioned shouts, a rocking blues beat, and the
longest instrumental introduction ever found on a
rock single. Ray led the way for what would be called
Soul, and broke new ground for future singers like
Sam Cooke, Wilson Pickett, and Otis Redding.

Ray's R & B hits were given more and more airplay
on "white” radio stations because of his growing
acceptance by white audiences. He continued to
return to the top of the pop charts with "What'd |
Say” (1959). "Georgia on My Mind" (1960), and "Hit
the Road Jack™ (1961).

In 1962, Ray took an obscure country-western
song recorded four years earlier by Don Gibson,
utilized a smooth, almost middle-of-the-road sound,
and wound up with a number-1 record, a new
audience, and an award for best country-western
performance of the year. “I Can't Stop Loving You™
was Kay's attempt to reach the audience that his
raw vocals and writhing. contorted movements had
possibly alienated. The backup vocals on the record
were rendered by the Raelettes. not the Ray Charles
Singers, who were connected to a different Ray
Charles entirely.

After a few years away from the hit charts, Ray
bucked the British invasion of the mid-sixties with
"Crying Time" (1965), “"Let’s Go Get Stoned” (1966),
and his versions of the Beatles' "Yesterday” (1967)
and "Eleanor Rigby” (1968). After overcoming a drug
problem in 1965, Ray again became an active
recording artist and performer, outlasting the musical
onslaughts of British rock. acid rock. folk-rock, disco,
and punk.




LAVERN BAKER

LaVem Baker was the queen of rhythm and blues
and the first lady of Atlantic Records, the leading
R&B label of the fifties. From her gospel wailing to
her raspy. urban R&B, LaVern's ability to belt out
different types of songs was apparent to the Atlantic
people. It was this versatility that would allow her to
make the successful transition into that stomping
new music, rock and roll.

Lavern’s release of "Tweedlee Dee" in December.,
1954 quickly soared to the top of the R&B "race”
charts in 1955. But when disc jockeys like Cleveland's
Alan Freed began giving it airplay. “Tweedlee Dee"
actually cracked the white pop charts and found a
place in Record World’s top ten, where it settled in
through January. February, and March of 1955, But
the ultimate success of "Tweedlee Dee" was damp-
ened by the generous amount of airplay time given to
Georgia Gibbs' white-cover version of the song, which
reached number 16 on the charts that year. LaVern's
version wasn't even close behind.

But LaVern continued releasing records described
alternately as rhythm and blues and as rock and roll,
depending on who was doing the describing. However,

with Alan Freed's growing popularity (now on radio
station WINS in New York) and his regular playing of
LaVern's hits on his show, her reputation as a soulful
rock-and-roll singer was assured. With the 1956
release of “Jim Dandy.” she unveiled a lower. gruffer
voice. perhaps in an attempt to further penetrate
the rock-and-roll market. The change was hailed by
her teen-age audience. and from 1955 to 1962 she
unloaded nine top hits, including "Bop Ting-a-Ling™:
“Tra La La™: "See See Rider"; and "I Cried a Tear.”

Under the management of SRO Artists, an agency
formed by Dick Clark and AI Wilde, LaVern enjoyed
additional success on tour. She became a regular
crowd-pleaser at the great live shows produced by
Dick Clark, Alan Freed. Murray the K. and others.

By the mid-sixties. however, LaVern's career had
wound down. Perhaps if she had held on a little
longer. she could have made another great transition
in style to the new "soul” or “"Motown" sound.
LaVern has retired from performing and now resides
in Japan. But her place as the leading lady of R&B
and as one of the pioneers of rock and roll is secure in
the history of the music.
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HANK BALLARD

AND THE MIDNIGHTERS

Hank Ballard's group was originally called the Royals.
Coming out of Detroit, the same city that spawned a
number of black rhythm-and-biues singers, the group
had a rough. rhythmic, urban sound that appealed to
singer Johnny Otis. Otis lined them up with King
Records. and by 1954 the Royals were on their way.
However. another singing group named the 5 Royales
took legal action against Hank and his group for
using a name that they claimed was too similar. The
Royals quickly became the Midnighters, and their
careers resumed.

In 1954 Hank's raucous "Work with Me Annie”
became the first big hit for the group. His lyrics were
more than suggestive, and the sexual explicitness
caused the banning of the song by radio stations in
numerous cities. Rhythm-and-blues tunes often had
raunchy lyrics, but "Work with Me Annie” went
further than most songs did prior to punk rock.

Other songwriters and singers reacted to "Work
with Me Annie” as if it were a gauntlet thrown
before them. A host of songs appeared, each
claiming to be the response to Ballard's tune. and
thus giving rise to what became widely known as
answer songs. While "Work with Me Annie” extolled
the sexual stamina of the singer. "Roll with Me
Henry" (also known as "Wallflower") by Etta James
questioned it. When Georgia Gibbs covered the
James tune for the white market, she scrubbed
down the song. altered the suggestive lyrics. and
marketed it as "Dance with Me Henry.” Ballard then
retorted with “Annie Had a Baby.” trying to settle
the question of Henry's manhood once and for all.
But Etta James returned for the last word with
“Henry's Got Flat Feet.”
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Hank Ballard and the Midnighters found it harder
to break out of the rhythm-and-blues charts than
many other R &B acts had. Their sound remained too
coarse and harsh to appeal to white audiences at the
time. What seemed to be Hank's big chance came in
1960 when a song he wrote called "The Twist” made
its debut. Written in early 1959, “The Twist™ was
Hank's opportunity to supplant “The Stroll” as teen-
age America's latest dance craze. Hank's record
company didn't see it that way. though. and released
"The Twist" as the B-side of “Teardrops on Your
Letter.” Promotional efforts pushed “Teardrops.”
while "The Twist” was quickly spreading as an
unheralded dance discovery among urban biacks. One
day on American Bandstand Dick Clark spotted a
couple doing an outrageously provocative dance. The
Twist had arrived. But it would be Chubby Checker.
not Hank Ballard, who would rocket to stardom with
it.

The trauma of creating "The Twist™ and not being
able to cash in on it as performers could have been
enough to drive Hank Ballard and the Midnighters
right out of the music scene. But instead they
softened their sound and plunged into the rock-and-
roll charts with two big hits in 1960— "Finger Poppin’
Time” and “Let's Go. Let's Go. Let's Go.” Ballard
finally achieved the rock-and-roll success he had
sought, but it was short-lived. He was never again in
the top forty of rock and roll and has since moved
into record production. However, he never gave up
performing, at various times playing backup for
James Brown and even trying his hand at disco.

OPPOSITE PAGE:

Big, bad Bo Diddley with his maracas player,
lerome Green. (Courtesy of Dick Clark)



BO DIDDLEY

Bo Diddley. born Ellas McDaniels, was another victim
of music’s racial barriers in the mid-fifties. His work
was characterized as “race” music and didn't get the
kind of airplay it deserved. Yet Bo's guitar playing
was legendary and would serve as a source of
inspiration to Jimi Hendrix and many other guitarists
in rock and roll's first quarter-century.

~rl

i \ "
AoHlsio‘ B(-a

Bo came from Mississippi by way of Chicago and
arrived at Chess Records with a song that paid
homage to his own guitar playing. The song had an
African tribal beat, accented by maracas and a heavy
electric bass guitar, producing the kind of sound that
would become the foundation of psychedelic rock
some thirteen years later. The song was called
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“Uncle John,” but the folks at Chess didn't like this
title. so Bo renamed the tune after himself.

Bo Diddley didn't have many successful singles;
“I'm a Man" (1955) and "Say Man" (1959) were his
most popular recordings. But even without twenty-
five years of hits, his influence on rock-and-roll guitar
is staggering.

The early seventies’ animated mation picture Fritz
the Cat incorporated "Bo Diddley” into its soundtrack.
At about the same time, Bo became active on the
rock-and-roll revival circuit. His genius was highlighted
at a 1972 Madison Square Garden revival show in
New York where he jammed with the legendary

Chuck Berry and drove the crowd wild: the perfor-
mance was captured on film in the 1973 release Let
the Good Times Roll. Live on stage with an
explosive chemistry, two of rock-and-roll's founding
fathers played the kind of music that made rock and
roll what it was then and is today. Loud, rebellious,
jubilant, inciting, exciting, and provocative, their
music is exactly what so many parents, teachers, and
clergymen reviled and condemned in the 1950s.

Bo Diddley and Dick Clark. (Courtesy of Dick Clark)




BILL HALEY AND THE COMETS

“Rock Around the Clock™ was the sound of 1955. The song became the
battle cry of the rebellious post-World War Il rock-and-roll generation.
The song's message to their shocked elders was simple: “Up yours!™ And
carrying the message of "Rock Around the Clock” were Bill Haley and the
Comets.

From Chester, Pennsylvania, by way of Michigan, Haley started out as a
western swing singer with his group. the Saddlemen. But by 1951 some
of their songs, like "Rock the Joint,” were sounding crazier, louder. and
faster than country tunes. This was actually early rockabilly, a primitive
rock-and-roll form. In early 1355 the Saddlemen became the Comets and
recorded a song called “Rock-a-Beatin' Boogie,” which some people
regard as the first true rock-and-roll song. If it wasnt, it at least
foreshadowed. with its silly but historic lyrics, what was soon to come:
“Everybody rock. rock. rock! Everybody roll. roll. roll"” Could these lyrics
have inspired Cleveland's WJW disc jockey Alan Freed to dub the
emerging music “rock and -oll"?

In 1953-54 Haley merged his rockabilly with rhythm and blues to
create hits like “Crazy Man Crazy” and his cleaned-up cover version of Joe
Turner's R& B hit “Shake. Rattle and Roll.” It's interesting that Bill sanga
“clean” version of “Shake. Rattle and Roll.” moving the setting of the
song from the bedroom to the kitchen, whiie his 1956 hit “Rip It Up”
proclaimed that "We're gonra rip it up. and ball tonight.” 3ut in 1956 the
slang verb “to ball" actually meant “to rock.” and conversely “to rock”
had the sexual connotation then.

Then came “Rock Around the Clock.” a record that has had sales
approaching the twenty-five-million mark. Its initial impact was incredible.
Kids hadn't been dancing since the end of the swing era. Suddenly, this
spirited tune with a bouncy rhythmic beat had the kids clapping and
dancing to the newest version of the lindy—the Jjitterbug. [t revitalized
dancing the way the twist and the hustle would in later years.

Perhaps one of the reasons “Rock Around the Clock” was associated
with juvenile delinquency was its use as the theme song of two motion
pictures: Rock Around the Clock and Blackboard Jungle. The former
was the first of a multitude of rock-and-roll movies. It was a somewhat
fictionalizec account of how rock and roll came to be., starring Alan Freed
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Bill Haley and the Comets. (Courtesy or Dick Clark.
Copyright 1957 Columbia Pictures Corp.)

A meeting of rock-and-rolt titans—
Little Richard and Bilt Haley.
(Courtesy of Dick Clark)
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and Bill Haley and the Comets, featuring the group’s “rantic, energetic
stage performance.

Leaping. bending over backwards, kicking. crawling. and even climbing
over the bass—their acrobatics were not equaled until the stage antics of
the Who some fifteen years later. Blackboard Jungle, however, was
serious drama about the growing juvenile delinquency problem in one
high school. It starred Glenn Ford as a teacher confronting young
hoodlums who are challenging his authority. "Rock Around the Clock"
blared during the opening credits of the fim, linking it with teen-age
punks in the minds of the general public.

Shortly after the follow-up record “See You Later Alligator” was
released. Bill had a mutiny on his hands. All the Comets except one
walked out. Those Comets became the Jodimars and had one big tune on
their own. “Let’s All Rock Together.” before numerous personnel changes
and a final fading from the scene. The loss of the original Comets didn't
stop Bill. however. He hired new people and went on to star in another
movie. Don’t Knock the Rock, in 1957. But <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>