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introduction

We founded

the Rock and Roll Hall of Fame for the purpose of recognizing
the artists, composers and producers who were responsible for
making this music the most popular of all time—not onlyin
America, the land of its birth, but all over the world.

Although rock and roll music attained a great following,
it was much maligned as an art form by critics, especially in its
early years. Since its inception, it has been the desire of the
Board to make the Hall of Fame a dignified and serious home
commemorating the people who created this music.

Rock and roll emerged from many roots: the blues and gospel
music of African-Americans; the folk and country music of the
South and Southwest; the music of the Caribbean; New Orleans
jazz; and tin pan alley pop music. But the strongest strain in
rock comes from the blues, and young people today can find in
their favorite artists and groups elements that can be traced to

the very earliest blues songs that we have on record.

howlin woll or the newpost joxs fesiivel

For these reasons, we have created an Early-Influence
category to recognize the pioneers who inspired many of the
great artists who have been inducted into the Hall of Fame.

In addition, since there were many great men and women who

were very important to rock and roll‘s development but were

not performers, we created a Non-Performers category to

include composers, producers and disk jockeys.

We the members of the Rock and Roll Hall of Fame
Foundation are extremely pleased to have been able to join
forces with the city of Cleveland and make not only a Hall of
Fame, but a beautiful museum — designed by the legendary
architect |. M. Pei —that’s truly a work of art in itself. Thanks
to the hard work, tenacity and enthusiasm of the business
leaders, political community and the people of Cleveland,

our dream has become a reality.

AHMET ERTEGUN,
Co-chairman of the Rock and Roll Hall of Fame and Museum
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lann S. Wenner, vice choirman of the Rock and Roll
ing how this ambitious project came to exist. It began as o single evening in 1986 at
which some of the founding fathers of rock and roll were formally honored and recog-
nized. That induction dinner, held at New York's Waldort-Astoria Hotel, grew to become
‘ﬁan annual event, “the most cherished evening of the year for the music indus-
! try,” in the estimation of Ahmet Ertegun, chairman of the organization.

From there, the concept grew to include the idea of an actual building
to house the Rock and Roll Hall of Fame. Initially, the principals modestly
projected the acquisition of a NMew York brownstone to serve as a library

and archives. Then the city of Cleveland weighed in with a more far-reach-

ing proposal: a museum facility that would be a world-class institution
Ml ond destination, As this notion caught the imagination of the Hall of
ol Fame’s board of directors, the project escalated in scope. "The opportu-
i} nity to do o really first-rate museum of real substance was irresistible,”
recalls Wenner. “We said, 'Let's go for it. Let’s take the risk. Let's shoot
for the sky.”™

The result is the Rock and Rell Hall of Fame and Museum, a stunning
artistic and architectural realization of the kinetic energy that drives rock
and roll. Designed by world-renowned architect |. M. Pei, the $92 million,
150,000-square-foot facility, located on the shore of Lake Erie in down-
town Cleveland, *is beautiful in concept and form,” says Ertegun. *I think
~that it is one of the outstanding structures in our country today, as well
_as a proper and dignified woy of recognizing the talent of the people who
fore responsible for creating this music.”
\‘ The road from conception to completion had many zigzogs in it, owing
to the unique nature of the project. There were no blueprints on how to

b plon a pop-culture museum of this scale, Undertaking a project that would
deo justice to something as inherently anti-establishment as rock and roll
in a traditionally static museum environment was unprecedented,

*A lot of what I've had to do is figure out how we were going to toke
this from an idea to an institution, to identify what directions to go in,”
says Dennis Barrie, the museum'’s director. "There was a general sense of
what the purpose of this place was going to be — somehow to celebrate
the history of rock and roll. But what does that mean, really? Are you going
to have an educational mission, and will you realize it? How are we going
. Hto make this something more than a big Hard Rock Cate or Disney World?
It has to be a real place. It has to be an institution that has credibility in the educational
¢ calabeota the museum world and value for society.”

*It's been g learning process for all of us,” soys Suzan Evans, executive director of
the Hall of Fame Foundation. “In the beginning we kept saying, ‘We don’t want this to
be like a restaurant with guitars on the walls; we want so much more for this.” But what
do we put in it? How do we tell the story? It took a lot of hard work and creative people
to develop it,”

“Everyone knows that there was a lot of time between the idea for
this museum and the fulfillment of that idea, but that's not so unusual
given a project of this nature and magnitude,” says chief curater lim
Henke. “People did start wondering if there really ever was going to be
a museum. Mick Jagger called it the ‘phantom hall of fame.* A lot of
what I've had to do as I've tried to put the collection together is con-
vince the artists that, yes, there is going to be a museum, it's going to
be a good one, and they ought to be in it.*

*Qur angle has always been, ‘There is no rush to get this thing open
until we get it right,”* Wenner says. *It's not an amusement park. This
is a work of scholarship and historical importance. Obviously, it's a labor of love, Those
of us who are committed rock and roll types, whose lives have been altered and enriched
by music, really wanted to do this — and do it right.”

The story of the Rock and Roll Hall of Fame actually
dates back to 1983. At that time, Ahmet Ertegun, the founder and chairman of Atlantic
Records, spearheaded the formation of a nonprofit organization that would “recognize
the people who have created this music that became the most papular music of all time.*

Working with Suzan Evans, an attorney, Ertegun began contacting the heads of var-
ious record companies about the idea. A small group of musically obsessed industry
leaders began to coalesce around him; They included Jann Wenner, the editor and pub-
lisher ot Rolling Stone; record executives Bob Krasnow, Seymour Stein and Moreen
Woods; and music attorney Allen Grubman.

In the beginning, the group — the Rock and Roll Hall of Fame Foundation — would
meet to discuss their goals. Ertegun likens those early brainstorming sessions to Saturday
Night Live script meetings, while Wenner recalls thot "we would just kick it around and
have fun telling stories of the old days in the record business. We laughed our heads
off, really. It wasn't as serious as it got 1o be once we started building a $92 million
museum. Basically, we just concentrated on getting this deal off the ground.”

The board managed to establish a modus operandi and ground rules at these meet-
ings. A nominating committee was appointed. With Stein as its head, the committee
included such respected music veterans as pro-
ducer Jerry Wexler and praducer/talent scout John
Hammond. (Later, producer and manager Jonj.

and paie townshand of ¢
1993

Landau joined the board and became COvchuir-E\ X
man, with Stein, of the nominating committee.) s
It was decided that musicians would become (%,
eligible for induction into the Hall of Fame 25; 3
years after the release of their first recording.
Other categories were established to honor *non-
performers” (producers, label heads, songwriters, |
inventors and others who proved vital to the growth
and development of rock and roll) and "early influ-
ences” (musicians who predated rock and roll, yet .



making it happen

served to lay the groundwork). The latter category was particularly important to Erfegun
and the other early board members.

The first induction dinner was held in January 1986. The initial round of inductees
included Chuck Berry, James Brown, Ray Charles, Sam Cooke, Fats Domino, the Everly
Brothers, Buddy Holly, Jerry Lee Lewis, Elvis Presley and Little Richard, plus a trio of early
influences (Robert Johnson, Jimmie Rodgers and Jimmy Yancey) and a pair of non-per-
formers (Sam F’hillips and Alan Freed). In addition, John Hammond was honored with o
Lifetime Achievement award. Never before had the inventors and forefathers of rock and
roll and rhythm & blues been honored by the music industry in so formal and prestigious
a fashion. :

The time was right for an institution like the Rock and Roll Hall of Fame. In the words
of Ertequn, writing in the program for that first induction ceremony: "In many cases, the

artists who planted the seeds of rock and roll have received little recognition for their *

efforts, | believe that those of us who know where this music came from have an obli-
gation to acknowledge and honor those who built this business, the little-known con-
tributors and the big names alike: It is to this end that the Rock and Roll Hall of Fame

Foundation has been established.” _
Over time, the music industry's participation in the foundation increased. More

recently, the foundation has expanded outside the U.5. to include a UK, advisory board
made up of some of England's key record executives.

In October 1985, a few months before the first induction
dinner, the city of Cleveland contacted the Rock and Roll Hall of Fame Foundation. It
turned out to be a pivotal coll thot set in motion a push to the next fevel: an actual, phys-
ical location for the Rock and Roll Hall of Fame. Cleveland was the first city to approach
the board, offering the most serious proposal and the most enthusiastic community
involvement. A delegation from Cleveland, including then-Mayor (and now Governor of
Ohio) George Voinovich, came to New York in November to make the pitch.

*They had these wonderful diagramis for @ museum that would be much larger than
any town house we haod originally thought of,” recalls Suzan Evans. “Our eyebrows were
raised, and somebaody at the meeting actually passed me a note that said pack your bags.”

Other offers were entertained from cities around the country, including Philadelphia,
Memphis, Chicago, New Orleans, San Francisco, Los Angeles and Mew York. By and
large, all were well versed in rack and roll history and keen on landing the Rack and
Roll Hall of Fame and Museum, In city after city, the traveling contingent of board
members was met by organized rallies, marching bands and banners proclaiming that
their city “rocks.”

“Several of our board members said, “This is so much fun; we should never choose a
site. Let's just keep hearing these proposals,” recalls Evans.

In the end, however, Cleveland was the hands-down winner. "l was very impressed by
the integrity and quality of the delegation that came to see us,” says Ertegun. “They
were very intent on having this in Cleveland, and most important of all, they promised
to raise the funds to build the museum.” Added to this was the energetic support of the
citizens of Cleveland. When USA Today conducted a phone poll among cities compet-

ing for the Rock and Rall Hall of Fame in January 1986, Cleveland outdistanced its near-
est competitor by 100,000 votes.

*Cleveland got it simply because we outhustled the others,” says William N. Hulett,
chairman of the American Contemporary Music Center Development Corporation, the
Cleveland-based board of the museurn. “Cleveland wanted it first, so they went after it
and got it. Hoving got it was o great victory. Then we had to figure out how to raise $100
million, which is not so easy.”

Cleveland civic leaders, such as Hulett, Al Ratner, Robert Broadbent and Dick Pogue,
were instrumental in putting together the financing package to build the museum, coor-
dinating bond issues and loan guarantees betwgen the public and private sectors in Ohio.
The city of Cleveland and Cuyohoga County contributed $23 million to the project,
through various tax plans and bonds; the state of Ohio added another $8 million in the
form of various grants and a $42 million bond guarantee; and the Port Authority of
Cleveland contributed $38.9 million in the form of a revenue bond. To date, roughly $20
million has been raised from the private sector.

"This is really one of the best public-private partnerships ever in the United States,”
says Governor George Voinovich, who has consistently been a vital and tireless advo-
cate of the project. “The county commissioners have been wonderful. The business
leadership really made the difference; they were very committed to this project and pro-
vided continuing leadership.”

*It's only fitting that our city houses the living heritage of rock and roll,” adds
Mayor Michael R. White. *The structure Is an architectural marvel and calls attention
to Cleveland's ongeing renaissance.”

“I think that ultimately one of the great symbols of Cleveland is going to be the
Rock and Roll Hall of Fame,” Vibinovich continues. *It gives Cleveland an international
dimension it will need to be competitive in the next century.”

As the Cleveland contingent set about raising the money, the board searched for
an architect of stature who would do justice to the concept of adapting rock and roll
to o museum space. |. M. Pei, one of the most celebrated architects of the twentieth
century, was a logical choice. But how ta involve such a formidable figure, who was at
the time working on a new wing of the Louvre in Paris? Quite simply, the board made

~arock and roll convert of him.

Pei was taken to Memphis and New Orleans on weekend expeditions in the com-
pany of various board members. He attended rock conceris in New York and was
exhorted by his music-loving daughter to meet the challenge of designing the Rock and
Roll Hall of Fame. "1 didn‘t know a thing about rock and roll,” Pei confesses, “so Ahmet,
Suzan, Jann and Seymour Stein took me on trips to educate me. Bosed on what I saw at
Graceland, | almost turned the project down. It's such a dreadful place! But then we got
to New Orleans, where they really tried to make me understand the beginnings of rock
and roll. We heard a lot of music, and | finally got it: rock and roll is about énergy.

“My concept in designing the building was to make it like a big tent; calling to mind
the settings where music was originally played,” Pei explains. “There's a big ploza out
front for performances, The exhibition space starts below the ground and spirals to the
top, with the Hall of Fame at the pinnacle.”

1, m. pel’'s daxslopmental plans for various lavals of

ths musgum
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The San Francisco-based Burdick Group, headed by the husband-and-wife team
of Bruce and Susan Burdick, was selected in 1990 as exhibit designer for the §
museum, and ground was finally broken at a formal ceremony at the Lake Erie
site on June 7, 1994. Guests included legendary record producer Sam Phillips and
such artists as Billy Joel, Pete Townshend, Chuck Berry, Ruth Brown, Sam Moore
of Sam and Dave, and Dave Pirner of Soul Asylum.

Construction on the museum has proceeded smoothly. The building was "topped off“
in July 1994, with a celebration featuring a performance by Jerry Lee Lewis.

“This is the first publicly funded project in the city’s history that is on budget and
on schedule,” says Peter E. Arendt, the museum’s director of design and construction, =
Not bad for a museum that some skeptics thought might never get off the ground.

curatorial process kicked into high gear. A critical turning point came with the hiring of
Dennis Barrie in September 1993 as museum director. Barrie brought with him 20 years
of experience in American art and cultural history, including the directorship of the
Contemporary Arts Center in Cincinnati. There, he achieved a national profile as a free-
speech advocate after he and the arts center were indicted on cbscenity charges, the
result of their presentation of an exhibition of Robert Mapplethorpe’s photography. |
Barrie's articulate defense and subsequent acquittal made him a central figure in the
nationwide movement for freedom of artistic expression. Burdick groun rendarings of the rock
“I think the great thing about the museum is that we have an ever-growing, ever- = :‘::.\[v:’:h::‘: et
adapting art form,” Barrie says. "Music changes, and it's always providing new oppor-
tunities for us.”
Barrie was joined by James Henke, who was named chief curator in January 1994.
Henke had spent 15 years on the staff of Rolling Stone, the last 10 as music editor, It was
Henke's responsibility, in his words, to “kick the whole collecting process into high gear.
“What was really important fo me was that the items we were going to obtain needed
to be put into some sort of historical context,” he adds. "It wasn’t just a matter of,
‘Here's Muddy Waters’ guitar,” or whatever, but what were we going to say about Muddy

Waters as an artist, or how could we do an exhibit on the blues? A big concern was fig-
uring out what stories we were going to tell, and how we were going to address the devel-
opment of rock music.”

In order to tell the story of rock and roll with artifacts and interactive exhibits, “we've
had to reinterpret museum methods,” says lleen Sheppard Gallagher, the museum’s
director of exhibitions and collections management, Gallagher, who was hired in August
1994, has 18 years of museum experience, including o stint at the Library of Congress.
Part of her job has been "maintaining a balance between what museums traditionally
do to care for their collections in an appropriate manner and presenting rock and roll
in such a way as to enliven the objects and really give a feeling for them.”

The team of Barrie, Henke and Gallagher have worked hard to make the Rock and
Roll Hall of Fame and Museum what Barrie calls "an institution with attitude.”

“We wanted a museum that had the energy and excitement of rock and roll, and we
also wanted it to be true to the music’s history,” explains Henke. To achieve this meant




making it happen

more than mounting wall upon wall of object-driven exhibits. “We've inten-
. tionally tried to shy away from things like autographed guitars. We have tried
% to get things that were meaningful to an artist’s life. While we do have a lot
* of guitars, by and large they have really played a part in a person’s career.
" Like Steve Cropper, of Booker T. and the MGs — the guitarist who played
" on a lot of the great soul records of the Sixties and Seventies — gave us
his very first electric guitar. It's a really beautiful instrument, and it's also
very meaningful to him.” :
The museum'’s first big acquisition was a long-term loan of many price-
less John Lennon artifacts. “Yoko Ono made perhaps the single most
[important opening donation,” Wenner says. “As soon as we decided to
_ open the museum, | said, "Yoko, | know you've got John's Sgt. Pepper uni-
farm in the basement. One day, | want that uniform.” When the time come,
! there was no guestion about it. We got it, and beyond that she loaned us a
 fantastic collection of stuff.” _ -

Henke subsequently utilized his vast network of contacts within the rock
and roll community to make similar inroads, obtaining substantive artifacts
. relating to such key figures as Sam Phillips, Elvis Presley, Chuck Berry, Neil
i Young, U2 and the Everly Brothers. Half o dozen other curators, many of them
i rock journalists and historians, were brought onboard in various capacities to
assist in the search for appropriate artifacts, The effort proved fruitful beyond
anyone’s wildest dreams. "Qur collection gaes all the way from Woody Guthrie
. and Louis Jordan to Veruca Salt and L7,” Henke notes proudly. “That's a pretty big
span.”

A significant element in the “energy and excitement” of which Henke speaks is
he museum’s creative use of video, The firm of Colossal Pictures has conceived,
! eveloped and produced the museum’s uudidvis_ual programs in collaboration
_with the curatorial staff. In the course of their research, Colossal gathered 700
hours of footage from 150 sources, including established archives, television net-

known directors, such as Susan Steinberg, Bill Couterie and Lech Kowalski, to work
on the project. :

The visual look of the museum has also been enlivened by noted fashion designer
Stephen Sprouse, who was enlisted as costume curator. Sprouse has designed striking
stage costumes for the likes of lagy Pop, Billy Idol, Ax| Rose and Debbie Harry. For the
museum, Sprouse has developed manneguins that “don’t look like fashion mannequins;
they’re more like rock-star poses — you know, holding guitars and lunging forward, so
it's great. These mannequins were created just for this museum, just for rock and roll.*
As the collection grew and the project acquired increasing legitimacy, interest
among musicians snowballed. Several artists — including the Eagles, ZZ Top, Jackson
Browne, Pink Floyd, George Clintan, Aerosmith, and Crosby, Stills and Nash — visited
the building during the construction phase, Virtually all of them were impressed by the

project’s magnitude.

lehn lannan’s sgt, papper uniform

works, movie studios and private collectors. The company also hired several well-

“When the artist becomes your biggest
promoter,” Barrie notes, “that's the kind
of thing you absolutely love. It's been
exciting to go from a kind of credibility.
gop: You know, ‘What is this thing?’ to
"What can we do for you?™”

And the fun has only just bequn.

achinl cirator jimes henke tours the conztruction site
with jochuon brewna [obovel museum diractor derinia
borrie, henks, grobem nosk and stephan stifle ot the
bullding site




the exhibits

" explosion into

The mission of the Rock and Roll Hall of Fame and Museum is to

tell the story of rock and roll and the people who made it. Through
the use of artifacts, photographs, videos and touch-screen put-
ers, the museum examines such topics as the roots of rock @ind roll
(blues, rhythm & blues, gospel, country and folk), the musi's birth

in suc cities as Memphis and New Orleans during the Fiffies, its

nt form of pop culture during the Sixties

le. Some

and Seventies, and its ongo olution in places like

of the museum'’s exhibits focus o lives and careerg of specific

artists — such as Chuck Berry, Elvis Presley, the Everl thers,

John Lennon, the Who, the Allman Broth&f§ and Jim Mofrison —

while others are more thematic in nature, exploring ghe protests that

. of the rela-

have been leveled against rock and roll from the st

tionship between fans and performers. The m Sewtia alaBhoffers a

o

look at the history of two of the most importafifi@ flential

record companies, Sun Records and Atlantic Records. Just as we

expect rock and roll to continue to evolve, s8, too, will this museum.



the roots

BLUES

The blues was born in the Deep South,
traveled up the Mississippi River to
Memphis, then Chicago, and spread
in all directions. From its origins in the
early 1900s, the blues emerged as a
highly stylized form of music that
nonetheless reflected the individual
signatures of those who performed it.
It is the ultimate expression of the
African-American experience in
America, delivering personal history
and parable in song. As a folk song
passed from person to person, it might
be reshaped by a country blues singer
such as Robert Johnson or Lead Belly,
acquiring a new and definitive com-
plexion. “The blues?” B.B. King asked
rhetorically. “It's the mother of Amer-
ican music. That's what it is —the source.”

The first blues record, dating from
1920, is thought to be Mamie Smith's
“Crazy Blues.” Female singers such
as Bessie Smith and Ma Rainey dom-
inated the early blues scene, fronting
jazz groups and jug bands in cabaret
settings. Country bluesmen of the
period like Blind Lemon Jetferson and
Charley Patton played at house par-
ties, fish fries and juke joints, devel-
oping rhythmic, self-accompanied
styles on acoustic guitar. Memphis
and the Mississippi Delta produced
many of the major blues artists of the
pre-World War |l era, among them
Robert Johnson, Son House and Sonny
Boy Williamson. Distinct schools and
styles developed in Texas and the
Carolinas, The subsequent postwar
migration of Southern blacks led to
Chicago, where such Delta expatri-
ates as Muddy Waters, Howlin’ Wolf,
John Lee Hooker, Willie Dixon, Jimmy
Reed and Elmore James blazed an
urbanized, amplified blues style that
laid the groundwork for a musical rev-
olution. The blues provided the for-
mal basis for rock and roll, as well as
inspiring and informing the music of
key artists ranging from Cream and
the Rolling Stones to Bonnie Raitt and
Stevie Ray Vaughan. As Muddy Waters
sang, "The blues had a baby, and they
called it rock and roll.”

elmare james’
national, c.1948

flmmy reed’s ariel
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FOLK

Over the centuries, two musical traditions from abroad —the melodic folk ballads of the British Isles and the rhythmic tribal chants
of West Africa— combined to make American folk music. This integration of black and white folk styles gave rise to ragtime, coun-
try & western, jozz, blues and more traditional folk idioms. During the Depression, folk music asserted itself as a vehicle for politi-
cal and social concerns, primarily through the songs of Woody Guthrie. He was joined by others—Pete Seeger, Huddie Ledbetter
(a.k.a. Lead Belly) and Cisco Houston principal among them —in making folk music a forum for airing opinions and grievances on
behalf of common people. Its genius lies in its simplicity. Mo more than a guitar, a voice and a message are required. In the words
of Pete Seeger: “If folks sing them, then they are folk songs.”

In the wake of its late-Fifties revival, folk music served to influence the development of rock and roll. Drawing from the folk tra-
dition —especially the work of such patriarchal figures as Guthrie, Seeger and Lead Belly— a neo-folk movement sprang up on col-
lege campuses and in bohemian enclaves like Greenwich Village, New York, and Cambridge, Massachusetts. Cultivating a folksinger's
sensibility, Bob Dylan actually migrated to New York in 1961 to be close to Guthrie, his mentor. Other key figures on the new folk
scene included Joan Baez, Dave Van Ronk, Odetta, Phil Ochs, Tom Rush, Judy Collins, the Kingston Trio, and Peter, Paul and Mary.

Folk music's socio-political conscience influenced a budding generation of rock and rollers —from the Beatles to the Byrds —to
fortify their songs with meaningful lyrics. Musically, the combination of folk’s chordal strumming with rock’s amplified energy resulted
in a new hybrid: folk rock. Today the folk-music tradition lives on, adapted to new ends by artists as diverse as R.E.M., Counting
Crows, Beck and the poetry-slamming products of the coffeehouse renaissance. The success of MTV's “Unplugged” series has proven
that the folk style of performance is timeless. In the words of Eric Anderson, a Boston-based folksinger of Sixties vintage: "There's
still a hunger for folk music — that realism, that truth, that experience the artist conveys to them about their lives.”




RHYTHM & BLUES AND S8

The forms of black music have changed and evolved through the decades, but the underlying motiva®
tions have remained the same. It is, quite simply, music that stems from the deepest recesses of the human
spirit, retaining roots in the church even in its most seemingly secular modes of expression.

Emerging in the mid to late 1940s, the hot, uptempo sound of rhythm & blues was a citified, uptown
retort to country ways by an increasingly urbanized black population. Rhythm & blues capitalized on new
amplification technology and the advent of the electric guitar, which assumed a prominent role in the
makeup of bands. Yet at its root R&B remained an amalgam of gospel, swing and blues, whether played
by a big band like Joe Turner’s or a small combo such as Louis Jordan’s Tympany Five, whether sung by
a macho belter like James Brown or a sassy soul diva such as LaVern Baker.

Joe Turner rates as the first major figure in R&B and a founding father of rock and roll. (*A different
name for the same music | had been singing all my life,” he once said.) Louis Jordan joined Turner in lay-
ing the foundation for R&B in the 1940s, cutting one swinging rhythm & blues masterpiece after another.

Other cornerstones of R&B and its transformation into rock and roll include Fats Domino, Roy Brown,
Little Richard and Ruth Brown. Not the least of R&B's contributions was its perpetuation of the group-

harmony tradition, as heard in the vocal blend giidao-wop” groups like the Orioles, the Ravens and the
_—

Dominoes. -

Ray Charles was R&B's ma
sanctified gospel and s
Sam Cooke and Jackie
1950s, creating an exciting new style of presenting a sd
In the early 1960s, such performers as James Brown a

e 1960s. Given the wealth of tal-
Supremes, the Temptations,
ly a few—it is no wonder

louis jordan’s music
cove and saxephone

big jou turner's passport

IT’S TOO SOON TO KNOW

By Bakesnd Sasiler

les. Such artist-oriented labels as
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Dancing 9

jehnny otis” acoustic
guitar

“it's too soen ts keow,"
by the oricles, 1947

donald “duck”™ duna’s 1951 fender
precision bass

cuwrtis mayfiald's hat

tuxedo from carl gardnar
af the coastars




berry ookley's 1966
fender joxz bass

billy gibbons” 1990
gibsonlbalin
“erazy cowboy” guitor

).

dickey betta’ 1957
gibson los paul

robbie robertson’s 1958
fender stratocaster

bootsy colling’ 1975
tender precision
“spoce bass”

poul simon’s 1965
quild F-30

joe walsh's 1959
gibzon les poul

dusty hill's 1983
charval “eliminotor
coupe” bass

carl wilson's
1981 gibson
E5-335




roy arbisen’s 1981 |
gibson E5-335

the scenes

Roek'and roll is ity music. Its birth and evolution coincided
with the explosive srhanization of America in the post-World
War 1l era: The rapid development of electronic media, the
demographic shiftioward a younger population and the empha-
§i5 on newly acquired [eisure time all gontributed to the rise
of rock and rell. The cities, with their promise of jobs and
prosperity, ured Amerigans away from rural farms and small
tawns, providing“a fast pace of life to which rock and roll
responded with driving, uptempo affirmations.

Over the decades, music scenes that emerged in dif- ebiem o 18
ferent cities across the country and overseas have served as

e —
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GRAND OLE OPRY

individual chapters in the history of rock and roll. Each city JOHN NY
celebrated in the museum—as well as many tobe featuredin =~~~ i CASH
gxhibits to come—has generafed a special set of circum- o ﬁ_n]—_

stances by which it became a critical lipk in rock and'roll's
evolution. For instance, San Francisco served as a magnet for
musicians in the mid-Sixties. Anti-gstablishment fervor, hal-
lucinogenic drugs and a2 mood of experimentation in a city
known for its liberal social mores conspired to produce the
San Francisco sount.

So it went across the country. Scenes in given cilies
were triggered by record [abels (Sun in Memphis, Motowg
Detroit), by producers (Phil Spector in Los Angele
artists (the Beatles in Liverpool), by collegg
ments (Athens, Georgia), by socio-gco
(punk rock in London, rap in the Bronx), a
cultural legacies (Greenwich Village in Ne
other factors. Once established, scenes sustain
by attracting new talent to them. At the height of I®®0rhit, a
particular scene will draw the attention of the entire world to
it, as was the case with “Swinging London” in the mid-Sixties
and Seattle in the early Nineties. No one can predict in which
city rock and roll’s next chapter will be written.

PERKINS "~ "™
HOMER axd JETHRO e
LONZO axp OSCAR

TIAETS ON SAE THEATIR BOX OFFKE wd WEW UTICA
R NS, o Rl e PR, B 30 s

ehnny cash's
cortume, €. 1969

iphis is the birthplace of rock and roll. Situated on the northernmost edge of the Mississippi

the city-has long been a musical and cultural magnet for artists from throughout the

I the Twenties, it lured blues musicians eager to forge a living in the saloons along Beale

. As the first stopping off point for black sharecroppers and their families heading north

g the Depression and war years of the Thirties and Forties, Memphis’ musical culture was !
ar transformed by transients with diverse influences and styles. !
m C. Phillips, a local deejay, was the visionary who brought rock and roll into the world.

5 opened the Memphis Recording Service in 1950 and in short order recorded such leg- |
bluesmen.as B.B. King, James Cotton and Howlin® Wolf. In 1951, Phillips cut a single !
B Turner's band, featuring Jackie Brenston on lead vocals. The song, “Rocket 88," has

as the first rock and roll record.

954, two years after forming his own label, Sun Records, Phillips released the first

Presley. Pairing uptempo cover versions of Arthur Crudup’s blues tune "That's

h Bill Monroe's bluegrass waltz “Blue Moon of Kentucky,” Phillips found a com-

ng had sought: a singer whose style seamlessly incorporated elements of gospel,

lties powered by unrelenting rhythm. Phillips went on to discover and record new

ing pace: Carl Perkins, Johnny Cash, Roy Orbison and Jerry Lee Lewis all began

t Sun.

ed in Memphis changed popular music and ignited a revelution in'popular cul-

changing tostes and ever-shifting trends, Memphis and Sun Records still embody

A el.kl llb ; licity, the intensity and the individuality common to the most enduring rock and roll.
corl parking’ -

first album for
sun records, 1958



Mardi Gras Mambo New Orleans 1950-1963

New Orleans is America’s most musical city: Colonized in the early 1700s, the city
was envisioned as a New World mecca for the arts. The colorful collision of immi-
grants who settled in New Orleans —primarily French, Caribbean and African—
created a thriving, multicultural city with a musical language all its own. Distanced
from the mainland by geography and temperament, New Orleans developed a toler
ant, freewheeling character reflected in the playful abandon of its music. Slaves were
allowed to play drums and stringed instruments in CongoSquare, keeping alive exotic
cultural mores that were prohibited elsewhere in the South. Jazz was born in New Orleans
in the early 1900s as black musicians ossimilated the European instruments of white
b marching bands—trumpet, trombone, clarinet, tuba—into their culture. The pioneers
Bof jozz's nascent period hailed from New Orleans, including Buddy Bolden, King
Necliver, Jelly Roll Mortony ‘and Louis Armstrong.
Orleans als6 attracted rural biacks intent on leaving plantation work behind,
Yith them came the blues. Combined with the jozz heritage and the exotic

Richard, who traveled down from
m & blues to rock and roll. Other
ano” Smith, James Booker, Allen
— Professor Longhair (Henry Byrd).

Geaorgio to rqzcord led the i
major New Orleans piono §

and lively as any in re

in the CrescentGity,
T —

v !_j_'l such'native sons as the N

an rhythms that found their way there, New Orleans was the cradle of another.
ic . merican music form; rhyjh & blues, In the 1ate 19405 dﬂnce bands Ied by

engineer Cosimo Matassa. Antolne_:

ovation in the 19505 a period as rich

s gttle 1985-1995

,_-'n

d a brantlocal music scene in the mid-1980s that was nur-
tured in the blo rty atmosphere of Pianeer Square. Such clubs as the Central
Tavern, the Vogue and the Rainbow seféﬂ to develop a new breed of band that
borrowed from hardcore, heavy metal, ulgm—rock and, most importantly, art-
noise bands such as Big Black, Scratch Agid'and Sonic Youth. Early bands on
the scene included Malfunkshun, Young Fresh Fellows and Green River. Sub
Pop, a Seattle-based independent label, begcwrecordmg the city's best bands
using a decidedly anti-corporate strategy. The label initially marketed its artists
rhrough singles and EPs, using blurry black ancf-\_ﬂ'&te photographs to suggest
grunge’s subterranean demimonde. ?
The term grunge evolved through word of mouth. AsSub Pop's Nils Bern:
recalls, “People used the word tongue in cheek: ‘It'skind of like dirty,

bruca fairweathar’s 1989 fender
stratocoster

major record companies. In September 1991, the corner.
Seattle scene—Pearl Jam'’s Ten and Nirvana's Neverm
Seattle thereupon became a full-blown rock and roll ca
leader Kurt Cobain’s shocking suicide in 1994 se
of the world, bands from the still-vital Seattle 58
future of rock and roll.
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.'as concerts ¢
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Blank Generation London and New: York 1975-1980

By the mid-Seventies rock and roll had lost its.vitality and strayed far from its roots. The popular.
styles of the day — such as progressive rock, commercial top forty and disco — were viewed by many
as pretentious, stagnant and even silly. The music estcbhshmenr was jolted from its doldrums by
punk rock, a movement that returned rock to its rebellious origins,

Punk developed as a dialogue between two cities: London and New York. From London came
a torrent of punk rockers enraged by economic conditions and class divisions. In New York, the
music community was maotivated by a collective desire for freer self-expression than was toler-
ated by the corporate music industry. This resulted in o varied scene that ranged from the blunt
aggression of punk to the more arty, experimental tangents of New Wave.

The Sex Pistols exploded in 1976, releasing a seriss of controversial singles that inflamed a
generation of bored, restless youth. Behind the aroup’s nihilistic cry of “no future,” a movement
was born. Punk stripped rock and roll to its bare essentials: speed, volume and blistering energy.
. Punk went beyond music to embrace an anti-style in terms of dress (ripped clothes, safety pins)
and dcmce (pogoing, slam dancing). Independent record labels ﬂournshed as did “fanzines” —

, underground papers written by and for fans.

In New York, the punk scene coalesced at two downtown clubs, CBGB and Max's Kansas City.

The New York Dolls were purk rock’s progenitors, but the speedy, sullen Ramones became its

stcndcrd bearers, At the same time, bands like Television, Blondie and Talking Heads broke

round in a more commercially accessible style that would come to be termed New Wave.

- Punk and New Wave shattered gender stereotypes, creating new opportunities for women in
_ rock, The seeds sewn in London and New York continue to influence rock, as seen by the rise of

~ bands like Green Day and Nine Inch Nail and 1he odapnm of punk‘s look and lifestyle by suc-

ceeding generanons of kids.. :

hondsome dick manitoba’s -ﬂllllhg
costume, 1975

potti smith doll

 dovid byme's 1975

angalica

o7 run-d.m.c.'s ledorn

pepa’s jecket from ~push "
video, 1988
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The Message New York' 1979-1991

Rap music is the voice of the street. From its grassroots origins in
the outer boroughs of New York City it became the most signifi-
cant development in popular music during the 1980s. Rap has pro-
vided a means for marginalized elements of American saciety,
especially black and hispanic inner-city youth, to express their feel-
ings, frustrations and experiences. Those who prophesied rap’s
early demise have been forced to reckon with its growing influence
and durability. Rap has brought the rebellious sensibility of early
rock and roll —the empowerment of voices outside the dominant cul-
ture — back into popularmusic, indelibly altering its sound and style.

As part of the larger culture of hip-hop, the impact of rap extends
beyond music to embrace styles of dress, graffiti art, street slang,
haircuts and — most important — attitude. Rapper Chuck D of Public
Enemy has referred to rap as "black America’s CNMN.” Rap has
given rise to its own methods and technologies, depending less on
live musicians than the intricate wizardry of DJs who scratch, sam-
ple and intercut old records using turntables and mixers. A rap
group can consist of as few as two people: a rapper and a DJ.

Rap evolved out of disco music at clubs and block parties in the
South Bronx. In rap’s earlier years, New York City served as the hub
of the scene and source of its key figures. With the 1979 release of
the Sugarhill Gang’s “Rapper’s Delight” — the first widely available
rap record — rap found a broader audience and embarked upon a
decade of continuous evolution. The genre’s diversity ranges from
the provocative, socially conscious raps of Grandmaster Flash and
Public Enemy to party-down anthems by the Fat Boys and Salt-N-
Pepa. By addressing real-life situations in artful bursts of rhythm
and rhyme, rap continues to reign in the Nineties.

and glossas
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The Who didn’

play rock and rol

i music—and

: music...He

raw power fu

* wrote critic

teenage rage. The Who evolve

au. Berry's signature guitar

1964 from a group called the Det

ding of country and blues and {and

5[‘,’|1:,

later, the High Mumb which included

his concise, witty Iyrics have influenced

from the 1950s to ar Daltrey vnshend and John
fro 2 19505 tc

scores of rock and rollers,
the present. His catalog of songs—including joined by Keith
"Johnny B. Goode,” "Roll Qver Beethoven,”
*Carol,” *School Days,” "Rock and Roll
Music,” “Brown-Eyed Handsome Mon,”
*Hail, Hail Rock and Roll,” "Sweet Littie
Sixteer® and "Living in the U.S.A.° —is ane
of the greatest in rock anid roll.

During the latter half of the 1950s, Berry
fared second only to Elvis Presley in terms of
1

teen appeal and record sales. He signed By the late Sixti

with Chicago-based Chess Records, aff crafting ¢
sending a demo tape that included a and Quadrophenia.
rocked-up version of “Ida Red,” a Westerr career, the Who were |
Swing song on which he adapted country
guitar licks to blues-style picking. Retitle
*Maybellene,” the song stands as ong : ; : e GLERS LI - r ‘

\
tirst greot rock and roll si

keith meen’s shoes (tep);
roger daftrey’s cottuma
from the rock and roll
clreus, 1968 (abovel:
Johh entwistle’s worwich
buzzard bass

fusion blues and country was g

Tt mor and expert

“Oh Baby Dell” “Mabeline” ship. Mocalist Daltrey injected the songs withi
Y Too Much Monkey Business” i
"Deep Feeling” passion-and musculority. Contlicts among

for the music to come. The Beat

Rolli

ones, as well as their

, would e been

JORDAN

and his ORCHESTRA

1 be Iyric draft of “schoal days” * K %

{1957) and “carol” {1958);
gibron ES-335; chess 78 rpm SUGAR PlE
recordings

and his ORCHESTRA

band members fueled their

never broke them up. Only the death of Keith

Moan in 1978 interrupted the original four-

some’s remarkable run. From Mod rockers to

rock operas to hard rock, the Who reig

triumphant as prime contenders, in the

minrids of many, for the title of world’s g

est rock band.
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Jomes Marshall Hendrix was born on November 27 1945. He

was playing electric guitar before he wos o teenager. Following

Up PRisicic

gicints, in g Little Richo

In 1966, he was

1 play-

. the former st with the

dler b

he absorbed the nascent psychedelic movement,

changed the spelling of his nome to "Jimi" and formed o tric with

i

bassist Noel Redding ond drismimer Mitch Mitchell, The Jimi

hree landmark albums that tiber

His

wildest fantasies
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w Moriterey Pop and Woodstock |
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It James Brown'is the Gadfather;
then George Clinton is the Grand
of Funk. He has fronted an assc
bands, most notably. Parliament
Funkadelic, that epitomize furk
of rhythm & bltes, jozz, gospel
chedelic rock. He has also purv
than-life characters and concer

stage, culminating in such thed

alighted. Though his
always been humoroy
ultimate goal is deadly seri
intent on making the word funk as legiti-
mate as fazz and rock and roll.*

As the 1960s drew to o close, Clinton

assembled Parli 3t o horm-based saul.

group) and e

Helic (whéc_b:'!endetji""

known for his star-shaped sungle
glittery "space bass” and cartéin

demeanor During the 1970s, Paffiament, j

george clinton's platform boots

i and fur cout; ariginal artwork for

Funkadelic and a host of related ofi'sh._’.mg:-
were wildly popular both in q
record, amassing 60.charting E: :
singles. After a hiatus, Clinton returned in
1982 with his biggest hit, “Atomic Dog.”
By this time Clinton referred to his musical
consartium as the P-Funk All-Stars: A

new genaration of listeners has discovered
P-Funk via Bip-hop music; only Jomes
Brown has been more heavily sampled

than George Clinton.
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of the 1980s, the

ion.and commitment

Irish group UZ bro

1o rock and roll. Like onlya handful of top

artists, UZ has proven capable of reaching @ mass

audiance with pov nusic and serious lyrics

The four Band members st Bono (botn

Paul Hewson), guitarist “the Edge” (Dave Evans),

% CURRENT SINGLE- *
X ‘A PAY WITHOUTME"
TICkETE ET2540Y S VIRGIN

bass player Adam Clayton
Y )

d'drummer Larry

en, Jr.—formed the at Mount Temple

1978, they won a | : of the biands that eve

e . . B : , PETER:
ool in Bublin in 1976. Originally called FIESTA BOOKING OFFIRE
back, then'the e, U2 developed a local OPEN 8;:;3 &mm ge
following playi as MeGonagles FIESTA SUITE
May flower Street Flymouth Tel-20077

led ta their first rec

“| do teel we are meant to be gne of the

groups,” Bono said in an early ifitérview, and true

to his word, U2 did become one of the mo$

lar and beloved bands ofithe 1980s and 1990s.
On.the strength of@lbums like Boy, War and The

Joshua Tree, the group struck rd with an

oudience hungry for fresh musica
meaningful lyrics. The unified front they ]
@s a band and their anti-star behavior pleased
many looking for an affirmative sense of comm-
nity within rock and roll after the excesses of the
1970s. Believing that "irony was the enemy of the
soul,” in Bono's words, U2 connected with an
earnest idealism. They've never surrendered that
idealism; even when they adopted the trappings of
rock stardom in order to lampaon its excesses on
their Zoo world tour of the early 1990s. *Mock the

devil,” a smiling Bono offered by way of explanation,

"and he will flee from thee.”

forry mullen, jr's dram;
th First UZT t-shiet;
lyries to “the ocean,” 1980;
set Fint, ¢ 1980 (above); od for
the first UZ record, 1979
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I Régk and RolI'Wall of Fa]0un5n was 8 103 ,

and roll’s most significant artists and their work. Artists become eligible for
induction 25 years after the release of their first record. The nominating
process begins with an annual committee meeting of several dozen rock and
roll experts of widely varying tastes and experience; the committee eventually
develops a list of about 15 eligible artists, which is then submitted to an inter-
national voting body of nearly 1,000 men and women from all walks of rock
and roll life. Of the 15, five to seven make the final cut and are inducted into
the Rock and Roll Hall of Fame.

In addition, the Nominating Committee selects inductees in the categories
of Early Influences and Non-Performers. The Foundation held its first annual
induction ceremony at the Waldorf Astoria Hotel in New York in 1986; there

are now 122 inductees in the Hall of Fame.



Buddy holly

bo diddley

“The best
singer who
ever lived,
no contest.
When | listen
to him, | still
can'l believe
the things he dic?
—Jermy Weldler

'y He has an abilily to
SWake simple words
meuntil the
paning is clear to

erjong.”

|nr;m

“It comes in three parts: he head, thal’s
| the musicality; the mouth, that's the voice;
and the heart, that's the emotion. Aretha

‘ﬁa fold damino re . ; OF A | combined these better than anyone,”

smokey robinson

3 ' A . ; e :
* “T¥you had to give rock and roll another : = Jerry Wexler :
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[ > i

“Hank Williams was, to me,
the first rock and roll sing
—Phil Everly

'\ aretha franklin

ray orbiton
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oflais rockabilly, as gond as
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—John Foge

big joe turner
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“Five hundred years from now, looking back
in history, | think he will still be the Man.
Bob, he just takes the cake.” —George Harrison
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“Everyone
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al Motown owed
it to Berry Gordy
and his taste.”
—Martha Regves

a5 the first white guy | heard on the
fadio who could do ‘Bromx Soul.” It wasn't rockabill
and it wasn'! like ane of the doo-wop groups. It Was
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/ “| guess I've

copied more licks
off Les than
anybody else.”
—Ileff Beck
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iohn lee hooker

“The Four Tops are the epitome of Motown. Song affer song, they were the most
consistent group, and Levi Stubbs’ voice is still staggering.” —Phil Collins
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%
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inla.the age of
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be Poet Laureate. He

invented a new kind of goetry and =" }
a new kind of language for pop
wriling.” —Pete Townshend

“Reed’s very personal groove— a dense
electric rumble pierced by keening harp
leads—helged transform Chicago R & B
int'Fack and roll.”.—Kurt Loder, critic
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ruth brown
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Was a girl. Ruth
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Aretha Frankiin

the inloy brothers

worly influence |

“Van Morrison’s
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" “Etta was the one, my
original inspiration.
shock of hearing a voice
* so powerful and so deep
made me marvel that one
“young woman could claim
such power and passion.”

" “The wi1!qmr;
en he died, | went

Lbe -.ther invented the thing we know today 3§
the: rack band. Rock music after them was drivea by a e




“Janis was the ‘60s. 4
She was the style, the
sound, the inspiration

for women and men

all over the world.

She was the passion

and power of love,

« . ltte Elvi in the growp. { % PS = % G E o i and of fregdom.”
—Paul MeCartney ==l g . R E —Melissa Ethecie
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“The Allman Brathers hecame the peaple’s bapd. They were satherners
living in the-south, playing southern music.” —Phil Walden, recard executive

‘ollman brothers band
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has becorne one of the premier events on the music calendar. Held in January, the dinner

has become the one place where musicians of different eras can come together in a relaxed
atmosphere to honor those artists who have made a lasting contribution to the history of
rock and roll. As Eric Clapton said in 1993, “minor and major miracles take place” at these
dinners. Superstar musicians acknowledge their peers and honor their own heroes in moving
tributes. Clapton himself confessed at the 1994 ceremony that he had wanted to become a
member of the Band, but was afraid to ask. That same year, Paul McCartney paid tribute to
his former partner John Lennon, while U2's Bono offered a rousing and reverent speech
honoring Bob Marley. These dinners have seen the members of such bands as Cream, the
Byrds, Led Zeppelin and the Doors reunite to perform onstage one more time. And the
jams are legendary: Neil Young, the Edge, Keith Richards and Jimmy Page performing “All
Along the Watchtower”; Bruce Springsteen and Ax| Rose duetting on the Beatles’ "Come
Together”; Bob Dylan, Mick Jagger and Mary Wilson singing “Like a Rolling Stone”; Steve
Winwood, John Fogerty, Ron Wood and Keith Richards doing “"Gimme Some Lovin'.”
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