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chapter 

Keyboards and a Summary of Early-Rock 
Instrumentation

If the best-known guitarists of the 1950s and ’60s were not the 
most popular artists of that era, pianists and organists received 

even less recognition. True, rock ‘n’ roll began to make noise under the fi ngers 
of Little Richard, Fats Domino, and Jerry Lee Lewis at a time when other 
pianists like Nat King Cole, Ray Charles, Dave Brubeck, Roger Williams, 
and Henry Mancini were top-drawer attractions. But how many keyboard-
ists rose to a similar stature before Elton John, Carole King, Stevie Wonder, 
Rick Wakeman, Keith Emerson, and Billy Joel did in the 1970s? Most toiled 
in obscurity through the 1960s—Ian Stewart was a full member of the Roll-
ing Stones in all but publicity; session players such as Floyd Cramer, Nicky 
Hopkins, Larry Knechtel, Al Kooper, Leon Russell, and John Paul Jones were 
only sometimes credited on the records on which they contributed key parts. 
It is little known that Aretha Franklin played many of her own keyboard 
parts, and the group keyboardists who were most indelibly linked to their 
instruments, principally among them Felix Cavaliere of the Rascals and Rod 
Argent of the Zombies, were never household names. Keyboardists rarely 
enjoyed front-line status on stage; their instruments often kept them behind 
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the  guitar players or off to the side. For the most part, keyboardists of the 
1960s were either faceless session players or jack-of-all-tradesmen in their 
groups, switching back and forth among bass, guitar, and keys.

But just as with the guitar, keyboards—grand and upright piano, tack 
piano, electric piano, electric organ, harpsichord, celesta, Moog, Mellotron, 
and others—are heard everywhere. Even the pipe organ, too gargantuan, 
expensive, and diffi cult to maintain to be at home in a recording studio, 
fi nds its way into a few rock tracks. There is even more variety in style and 
method with keyboard than with the guitar; players’ roots may lie in gospel, 
jazz, or other traditions; some players were classically trained for a number 
of years, whereas others could only pick at the instrument fi nger by fi nger. 
All usages have their own rewards. Keys may be central to a recording, used 
simply for coloration effects, used to augment the bass line, or may play a 
rhythmic role. This chapter will focus on the contrasting tones of the various 
instruments and some basic performance techniques that yield characteristic 
keyboard sounds, and then we’ll summon ideas from throughout the fi rst 
three chapters in a survey of the uses of all rock instrumentation in a sampling 
of twenty-fi ve rock recordings from the period 1955–69.

Photo 3.01. Christopher Street at the Steinway grand piano. Two microphones are placed at 
different positions along the bridge, near where the hammers strike the strings. The strings’ 
vibrations are molded and amplifi ed by a soundboard (unseen) of Sitka spruce and refl ect off 
of the raised lid. (Photo: Kristin Fosdick)
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Pianos—acoustic and electric

The piano is most useful when taken advantage for 
its full texture, as any number of its eighty-eight 
keys can sound simultaneously. When depressed, 
the key allows a hammer to strike a string (or up 
to three strings tuned to the same pitch) with a 
strength and resulting loudness controlled by the 
player’s pressure. The strings sound for as long as the keys are depressed; when 
the fi ngers are removed, the strings are instantly silenced. Players may circumvent 
this muting with the damper pedal, which holds the dampers away from the 
strings, allowing the sound to sustain through any changes of notes or chords, as 
long as the pedal is depressed. This is demonstrated most self-consciously in The 
Who’s “Welcome,” at 4:04–4:11 and 4:21–4:33. With a grand piano, the sound 
carries from the spruce soundboard to the refl ective hardwood lid, which is usu-
ally open for recording, with microphones placed inside. (Listen to Web audio 
example 3.01 and see Web photo 3.01.) Upright pianos are also frequently used 
in studios; their tone is generally less rich, mostly because the string length is con-
siderably shorter than that of a concert grand, but also because their pedals are far 
less effective. (Listen to Web audio example 3.02 and see Web photos 3.02 and 
3.03.) The grand is heard in the Beatles’ “The Long and Winding Road,” Pink 
Floyd’s “Sysyphus,” and The Band’s “Sleeping,” whereas the upright is played in 
Crazy Otto’s “Glad Rag Doll,” Sly and the Family Stone’s “Hot Fun in the Sum-
mertime,” and The Band’s “The Night They Drove Old Dixie Down.”

Gospel playing, involving a generally chordal style across the entire range 
of the keyboard, maintains fairly pure major or minor-pentatonic scales with 
little alteration. (The minor-pentatonic scale, spelled 1, �3, 4, 5, �7, is to be 
discussed in detail in chapters 7 and 10.) This style is strongly evidenced 
in tracks such as Ketty Lester’s “Love Letters” (a clear predecessor of Larry 
Knechtel’s playing on Simon and Garfunkel’s “Bridge Over Troubled Water” 
and Billy Preston’s on John Lennon’s “God”), the Temptations’ “I Wish It 
Would Rain,” Aretha Franklin’s own playing on “A Natural Woman (You 
Make Me Feel Like),” and Bob Dylan’s on “Day of the Locusts.” Jazz styles 
erupt in Louis Prima’s “Jump, Jive, an’ Wail,” and in Blood, Sweat and Tears’ 
“Smiling Phases” and “Sometimes in Winter.” Spirit’s “Caught” revives the 
parallel dissonant chords of the great bop pianists. Classical backgrounds are 
evidenced in long quotations of Bach’s C-major Prelude from Book I of the 
Well-Tempered Clavier in both Procol Harum’s “Repent Walpurgis” and Phil 
Ochs’s “I’ve Had Her.” Tchaikovsky is a stylistic source of some of the playing 
in Roger Williams’s “Autumn Leaves” and even more of that in Ferrante and 
Teicher’s “Theme from ‘The Apartment.’ ” More interesting is the air from a 
Schoenbergian planet that wafts through Ian Underwood’s spliced-in contri-
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bution to the Mothers’ “The Little House I Used to Live In.” The piano plays 
a leading role in Arthur Alexander’s “Where Have You Been (All My Life)” 
(with its one-fi nger solo, 1:45–1:58), Gerry and the Pacemakers’ “How Do 
You Do It?” (its break played by producer George Martin), the Moody Blues’ 
“Go Now!” (featuring a bluesy solo by Mike Pinder), Blood, Sweat and Tears’ 
“Spinning Wheel” (with its extensive jazz choruses), Chicago’s “Colour My 
World” (instantly recognizable by its lugubrious arpeggiations), Isaac Hayes’s 
“Hyperbolicsyllabicsesquedalymistic” (featuring six minutes of piano impro-
visation, all on one chord), and the New Colony Six’s “Things I’d Like to Say” 
(which ends with a brief piano coda unrelated to the song’s tune).

The piano, along with bass and drums, is often considered part of the 
rhythm section. With good reason—frequently, its primary job is to put 
rhythm to harmonies. And the mostly untrained performers often exhibit 
fl at fi ngers and stiff wrists that make it diffi cult to achieve the independence 
of fi ngers and fl exibility of motion required for much more. The pianist may 
simply bang out repeated chords, as with Jerry Lee Lewis and Little Richard, 
or may repeat chords more softly, as in the Young Rascals’ “Groovin’.” (Listen 
to Web audio example 3.03.) The piano may push the backbeat (the Four 
Seasons’ “Big Girls Don’t Cry”) or the offbeat (note the piano’s right-hand 
chords off the third and fourth beats in the verse of the 5th Dimension’s 
“Stoned Soul Picnic”). (Listen to Web audio example 3.04.) Very often, when 
the beat is uniformly divided into triplets, three parts instead of two, it is 
the piano that clarifi es the twelve-parts-per-bar meter, as in Paul Anka’s “Put 
Your Head on My Shoulder,” James Brown’s “Please, Please, Please,” and Sly 
and the Family Stone’s “Hot Fun in the Summertime.” (Listen to Web audio 
example 3.05.) Somehow, the pianist fouls up this rhythm at 1:55–1:56 in 
Rosie and the Originals’ “Angel Baby,” just drowning the feel.

Boogie, blues boogie, and boogie-woogie parts are a big part of the piano’s 
rhythm arsenal, brought to bear in Danny and the Juniors’ “Rock and Roll 
Is Here to Stay,” Steve Lawrence’s “Go Away Little Girl,” and the Mothers of 
Invention’s “Cheap Thrills.” (Listen to Web audio example 3.06.) The pianist 
alone has an idiomatic rhythmic technique, whereby the right hand rocks 
between the thumb’s single note (often a root, but perhaps another chord 
member) and other notes in the fi ngers, usually hitting the thumb every weak 
half of the beat. (Listen to Web audio example 3.07.) By referring back to 
fi gure 2.02, the reader might visualize how the right hand’s thumb on the 
root of a major triad can alternate with the chord’s third and fi fth as played 
by the same hand’s middle and pinky fi ngers, with a rocking motion back 
and forth between them. This rocking right-hand accompaniment is heard 
with different rhythms in the Stones’ “Ruby Tuesday,” the Young Rascals’ 
“A Girl Like You,” the Monkees’ “Daydream Believer,” and the Beatles’ 
“Hey Jude.” (One wonders whether Paul McCartney might have known 
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that the rocking left-hand octaves on which he bases the Beatles’ vaguely 
 eighteenth-century-styled “Martha My Dear” is a standard Mozartean 
accompanimental pattern.) A related playing of neighbor chords, sort of like 
a chord-based boogie pattern in a free rhythm, accompanies the Rascals’ “I’ve 
Been Lonely Too Long” and Sly and the Family Stone’s “Everyday People.”

For coloristic effect, the pianist may tinkle in the high register; note the 
nonchalance given Elvis Presley’s “Heartbreak Hotel” by Floyd Cramer’s 
piano. The high-pitched single line in the piano is so forcefully played at 
0:26–0:42 in Gene Pitney’s “I’m Gonna Be Strong,” it sounds at fi rst like a 
guitar. The pianist may boom out a part in the bass register, for a similarly 
contrasting color, as in Buddy Holly’s solo for “Think It Over” (0:51–1:13) 
or Soft Machine’s “Box 25/4 Lid.” The right hand may carry a melody in 
octaves, as heard in the opening of the Chiffons’ “One Fine Day” and as char-
acteristic of Roger Williams’s “Born Free,” Ferrante and Teicher’s “Tonight,” 
and other adult-contemporary favorites. Rolled chords may be the order of 
the day, as in Henry Mancini’s solo in “Love Theme From Romeo and Juliet.” 
A right-hand tremolo, where the thumb alternates very rapidly with an upper 
fi nger (usually spaced a sixth above the thumb), brings more or less of a bar-
relhouse color to Dylan’s “Temporary Like Achilles” and the Beatles’ “Good 
Day Sunshine” (more) and Roger Williams’s “Near You” (less). The same bar-
relhouse might also be suggested by the energetic knuckle gliss, where the 
thumb, a knuckle, or a fi ngernail is rapidly scraped down—or less often, 
up—either the white or black keys, as in Jerry Lee Lewis’s “Great Balls of 
Fire” (0:58, 1:00), Freddie Cannon’s “Action” (that’s Leon Russell on piano), 
Tommy James and the Shondells’ “Hanky Panky,” and Archie Bell and the 
Drells’ “I Can’t Stop Dancing.” (Listen to Web audio example 3.08.)

Floyd Cramer is typically identifi ed with Nashville’s “slip-style” playing, 
where a very short note leads immediately to an accented one a step above, as if 
in emulation of a bent string (it actually has precedent in an eighteenth-century 
Italian keyboard style). (Listen to Web audio example 3.09.) This effect is similar 
to the grace note, which is a very fast initial ornament usually sounded by a dif-
ferent fi nger than the one playing the following accented pitch. In true slip style, 
however, the same fi nger hits an ornamental black key and then slides upwards to 
fall on the adjacent white key. Again, referring back to fi gure 2.02 may help the 
reader visualize how some major triads (like the one identifi ed on the bottom left 
of the fi gure) have black keys just below the triad thirds, often the recipient of the 
slipping fi nger. The awkwardness of the technique leads to interesting rhythms, 
as the accented resolution is often a mite delayed. This effect colors tracks such 
as Andy Williams’s “Hopeless,” many of Patsy Cline’s and Brenda Lee’s hits, Cra-
mer’s own “Last Date,” Bobby Vinton’s “Roses are Red (My Love),” Tom Jones’s 
“I’ll Never Fall in Love Again,” Young-Holt Unlimited’s “Soulful Strut,” and 
Nicky Hopkins’s contribution to Jefferson Airplane’s “A Song for All Seasons.”
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Sometimes a piano’s intense dissonance will have a coloristic effect (in 
Joanie Sommers’s “Johnny Get Angry”), as will an out-of-tune instrument 
(Richard Hayman and Jan August’s “A Theme From ‘The Three Penny Opera’ 
(Moritat),” Ernie K. Doe’s “Mother-In-Law,” and Etta James’s “Something’s 
Got a Hold On Me”). Most adventurous is when a player works not with 
the keyboard, but with the harp inside: The Mothers’ “The Return of the 
Son of Monster Magnet” and “The Chrome Plated Megaphone of Destiny” 
feature lots of plucking of the piano’s strings; the latter ends with indefi nite 
sustain, mocking the piano chord held for forty-fi ve seconds at the end of 
the Beatles’ “A Day in the Life.” In “Song of the Naturalist’s Wife,” Donovan 
vocalizes into the strings with the dampers raised (0:15–0:39), leading to a 
rush of Aeolian harp-like sympathetic vibrations. The strings are scraped in 
the Grateful Dead’s “That’s It for The Other One” and plucked to accom-
pany the beasts of the wild surf emblematic of Jim Morrison’s torment in The 
Doors’ “Horse Latitudes.” (Listen to Web audio example 3.10.) The piano 
that opens the Beach Boys’ “You Still Believe in Me” has an eerie steely sound 
because of the bobby pins clipped to the piano’s strings and the unrelieved 
holding down of the damper pedal for extra sustain. A fi nal color effect also 
takes a bit of preparation; the honky-tonk style is best recreated on a tack 
piano. For this, tacks are inserted into the felts on each hammer of an upright 
instrument. It’s also quite effective if some of the multiple strings per note are 
not in tune with each other; see the simulated honky-tonk effect created in 
Web audio example 9.04. Johnny Maddox’s “The Crazy Otto” sounds like 
it comes directly from a nickelodeon, and the sound is also central to Jim 
Lowe’s “Green Door” and the Dixiebelles’ “(Down at) Papa Joe’s.” The tack 
piano is heard in Bob Dylan’s “Ballad of a Thin Man,” the bridge (1:42–2:43) 
of the Beach Boys’ “Good Vibrations,” The Doors’ “Love Her Madly,” and 
the Beatles’ “For You Blue.”

The electric piano, although bereft of many tonal qualities of its acoustic 
forebear, had portability and control on its side, especially in touring situ-
ations. It came in several makes, each having its own characteristic sound 
produced by a thin steel reed or a heavier tone bar set in vibration with a 
gust of wind or a piano’s felt hammer, the resulting vibration picked up by 
electromagnets as with a guitar then amplifi ed. The electric piano would 
be fi tted with a sustain pedal and perhaps a tremolo switch. The best-
known early model is the fi ve-octave Wurlitzer, famed for its appearance 
in Ray Charles’s “What’d I Say” and also heard in Joe Zawinul’s playing on 
 Cannonball  Adderly’s “Mercy, Mercy, Mercy” and in Spooner Oldham’s on 
Aretha  Franklin’s “I Never Loved a Man.” (Listen to Web audio example 3.11 
and see Web photo 3.04.) The Wurli is characterized by a “bark” produced 
when keys are sharply attacked. The Hohner Pianet (introduced in 1962) was 
the Beatles’ favorite; it’s played through the Help! album and in “I Am the 
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 Walrus,” and given heavy  distortion by Nicky Hopkins in “Revolution.” Paul 
McCartney’s Pianet solo at 2:03–2:14 in “Come Together” makes for excel-
lent chamber music with his own bass line. The Pianet also appears in the 
Zombies’ “She’s Not There,” the Association’s “Never My Love” (on the left, 
along with tremolo guitar; do not confuse it with the electronic organ that 
enters, right, at 0:34), Three Dog Night’s “Mama Told Me (Not to Come),” 
and The Who’s “The Acid Queen.”

Steel bars gave the Fender Rhodes (introduced in 1965) its own watery 
sound; the Rhodes is played by Billy Preston in the Beatles’ “Don’t Let Me 
Down” Before it gained widespread use in the 1970s. (Listen to Web audio 
example 3.12.) The ultrafunky Hohner Clavinet Model C (introduced in 
1968) had two magnets per pickup, like a guitar’s humbucker arrange-
ment. Before Stevie Wonder made this sound famous in “Shoo-Be-Doo-
Be-Doo-Da-Day,” it was played on Sam and Dave’s “I Thank You”; a bit 
later, it was altered with a wah pedal on The Band’s “This Wheel’s on Fire” 
and “Up on Cripple Creek.” (Listen to Web audio example 3.13.) The 
Beatles would also distort the natural sound of the acoustic piano by run-
ning it through an overdriven guitar amplifi er, as done in “Ob-La-Di, Ob-
La-Da,” or through an organ’s Leslie cabinet, as in “Birthday” and “Don’t 
Pass Me By,” but the Hollies seem to have anticipated this trick by a year 
in “Pay You Back With Interest.”

Organs—wind-powered and electric

Pipe organs, built in majestically different styles 
over more than six centuries, traditionally use 
wire trackers to enable a number of keyboards 
and pedalboards to allow air compressed by bel-
lows to enter tin or wood pipes, all chosen by a 
set of player-engaged knobs called “stops” and designed to  produce a range of 
colors emulating fl utes, trumpets, and other wind effects. A “chiffy” sound, 
for instance, is most characteristic of some attacks, produced by a particu-
lar nick in the corresponding pipes. The general middle register is covered 
with eight-foot stops, but sixteen-foot stops are used for the bass pedals, and 
four-foot and smaller lengths create higher pitches. (Listen to Web audio 
examples 3.14 and 3.15, and see Web photos 3.05–3.08.) Because these 
massive instruments are permanently installed in churches, cathedrals, and 
large theatres, they are typically heard only in live concert recordings, as 
in a few by Frank Zappa (on Uncle Meat) and Deep Purple (Concerto for 
Group and Orchestra)—both recorded at the Royal Albert Hall in London. 
It’s a Beautiful Day went remote to work with a theatre organ in “Soapstone 

Th e organ: pipe organs; 
electronic organs; 
harmonium, accordion, 
and calliope.



t h e  f o u n d at i o n s  o f  r o c k72

Mountain.” In the 1970s, large-scale prog rockers such as Rick Wakeman of 
Yes would bring them to more frequent prominence.

Electric organs were among the most commonly used instruments of the 
era, featuring in more than four hundred recordings from my listening sam-
ple. They were produced in large vacuum tube-based consoles, as with the 
multimanual fi ve-octave Hammond and Lowrey (each of which was man-
ufactured in numerous models), and in more portable solid-state varieties, 
notably the extremely popular four-octave Vox Continental and Farfi sa Com-
pact. As with the pipe organ, there is little to distinguish in the sound’s enve-
lope (the progression of attack, sustain, and decay of any given note or chord) 
produced by any of these keyboards; each key is primarily either “on” or “off,” 
although a swell pedal can control the overall volume. The Hammond B-3 
is known for both its “percussive” effect, which does impart a sharp attack, 
and the loudness of its key click. An obvious use of the swell pedal on a 
 Hammond is heard in Ruby and the Romantics’ “My Summer Love,” 1:47–
1:56. It’s treated more subtly in the Turtles’ “Happy Together,” where the 
organ at fi rst has only little touches (0:27–0:28), but a sustained octave creeps 
in at 1:04, moving with a crescendo to the chorus at 1:11. The volume of 
each hand, melodic line, or keyboard manual is not separable, and there is no 
sharp attack or gradual decay. Organists could, of course, play long sustained 
tones, as in Percy Sledge’s “When a Man Loves a Woman” or Smith’s “Baby 
It’s You,” or very short staccato tones as in all of the Bill Black Combo’s hits 
or Walter Wanderley’s “Summer Samba (So Nice).” Occasionally, the organ-
ist will play in two-part counterpoint, as in the opening of the Cyrkle’s “Red 
Rubber Ball” and the Young Rascals’ Renaissance-like intro to their cover of 
“A Place in the Sun.” Brian Auger and the Trinity provide conspicuously clas-
sical organ arrangements in their settings of Fauré’s “Pavane” and Albinoni’s 
“Adagio Per Archi e Organo.” Some of the many interesting doublings of an 
organ line occur with the electric guitar in the Animals’ “Don’t Let Me Be 
Misunderstood,” the nylon-string guitar in the Seekers’ “Georgy Girl,” and 
the celesta in the Cascades’ “Rhythm of the Rain.”

The console organs feature mixture stops, adding overtones of complex 
ratios to the fundamental, as well as the octave harmonics that come with 
simple 2:1, 4:1, 8:1, . . . ratios. With this mixture feature, the organist can 
generate a complex, piercing texture of lines added in parallel thirds or fi fths 
above a single melody, as in Bobby Bland’s “I’ll Take Good Care of You,” 
the Beach Boys’ “Be True to Your School,” Ruby and the Romantics’ “Our 
Day Will Come” (1:33–1:54), the Casinos’ “Then You Can Tell Me Good-
bye,” and the Zombies’ “Time of the Season” (1:22–1:52). (A simple octave 
doubling is heard in the Shirelles’ “Big John.”) Multiple manuals are regis-
tered with different stops and therefore yield contrasting colors when played 
in alternation; a good example of manual changes on a Hammond B-3 is 
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heard in the Young Rascals’ “Since I Fell For You.” The deep-bass pedalboard 
undergirds the chorale played by Rick Wright in Pink Floyd’s studio version 
of “A Saucerful of Secrets” (8:39+).

The Hammond’s sound is created by metal tone wheels whose strobing 
parts (their speed determined by key selection) would be read by electro-
magnets; a large variety of tone colors is available from presets, drawbars, 
and stops that would introduce overtones in different concentrations. The 
attached Leslie cabinet includes a two-speed rotating horn for a wide tremu-
lant effect. (Listen to Web audio examples 3.16–3.19.) A Hammond M-3 is 
heard in Booker T. and the M. G.’s “Green Onions,” and a Hammond M-102 
is the chief instrument of Procol Harum’s “A Whiter Shade of Pale.” The B-3, 
however, is the most-used Hammond, and is heard in Don Rondo’s “White 
Silver Sands” (note the big swell), Ray Charles’s “One Mint Julep” (in a jazzy 
Quincy Jones arrangement), Dave “Baby” Cortez’s “Happy Organ,” Robert 
Maxwell’s “Shangri-La” (full tremulant here!), Bob Dylan’s “Like a Rolling 
Stone” (Al Kooper playing), the Beatles’ “I Want You (She’s So Heavy)” (with 
Billy Preston), most of the Rascals’ great hits (note the large vibrato in “Good 
Lovin’ ” and the growth of the opening Vm7 chord in B-3 and guitar at 0:00–
0:04 in “I Ain’t Gonna Eat Out My Heart Anymore”), Billy Joel’s early work 
with the Hassles and Attila, and perhaps at its most intense in “Fire” by the 
Crazy World of Arthur Brown. The Leslie is easily identifi ed in Blood, Sweat 
and Tears’ “You’ve Made Me So Very Happy” and Eddie Floyd’s “Bring It On 
Home to Me,” but it is also interesting to trace in the Beach Boys’ “Good 
Vibrations,” where Larry Knechtel plays with Leslie in the verses but without 
for choruses. (It’s a different organ, played by Dennis Wilson, that has the 
heavy echo for the retransition at 2:14–2:56.)

Lowrey models tended toward theatre organs, and featured more garish 
effects. A combination of harpsichord, vibraphone, music box, and guitar 
stops is said to be the registration on a Lowrey Heritage Deluxe DSO respon-
sible for the opening keyboard arpeggiations in the Beatles’ “Lucy in the Sky 
With Diamonds,” and a Lowrey is central to The Band’s “Stage Fright.” A 
variation on the Lowrey follows a thematic statement in Charles Randolph 
Grean Sounde’s otherworldly “Quentin’s Theme,” and the wah effect in The 
Who’s “Baba O’Riley” and “Won’t Get Fooled Again” is not from a synthe-
sizer but from a Lowrey Berkshire Deluxe.

The transistorized and therefore ultraportable Vox Continental (intro-
duced in 1962) and Farfi sa were fully electronic; tone would be generated by 
a sine or sawtooth wave (in the case of the Continental), or by a sawtooth or 
square wave (in the edgier-sounding Farfi sa), each of which waves would be 
modulated by a given frequency to create each pitch of the range. Compared 
to the consoles, minimal tonal variety was available with the few overtone 
drawbars on these simple instruments, which would have a tremolo switch 
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and sometimes vibrato and reverb controls. (Listen to Web audio examples 
3.20 and 3.21, and see Web photo 3.09.) Note the funky reverb on the Vox 
Continental backbeat chords in the Turtles’ “You Showed Me.” The Vox is 
certainly the workhorse of all the pop-group’s organ combo needs, show-
ing up in recordings by the Animals (with Alan Price’s solo in “The House 
of the Rising Sun”), the Beatles, the Box Tops, the Castaways, the Dave 
Clark Five, Manfred Mann, the fi rst three Monkees albums, Music Explo-
sion, Strawberry Alarm Clock, the 1910 Fruitgum Co., Paul Revere and the 
Raiders (note the disturbing tremolo in “Hungry,” 1:56–2:10), the Rivieras, 
the Royal Guardsmen, the Status Quo, and many others. It receives John 
Lennon’s elbow gliss in the Beatles’ “I’m Down,” is the garage-band’s friend in 
the Castaways’ “Liar, Liar,” ? (Question Mark) and the Mysterians’ “96 Tears” 
and Music Explosion’s “Little Bit O’ Soul,” and is the spectacular hard-rock 
core vehicle of The Doors’ “Light My Fire” and Iron Butterfl y’s “In-A-Gadda-
Da-Vida.” The harsher Farfi sa is known from Sam the Sham and the Pha-
raohs’ “Wooly Bully” and “Lil’ Red Riding Hood,” the Swingin’ Medal-
lions’ “Double Shot (Of My Baby’s Love),” Tommy James and the Shondells’ 
“I Think We’re Alone Now” and “Mirage,” and Pink Floyd’s “See Emily Play,” 
“The Scarecrow,” and “Set the Controls for the Heart of the Sun” (featuring 
Rick Wright’s highly active swell pedal, 3:58–4:04). Two other late-’60s elec-
tronic keyboards were the Gibson G101 (adopted by Ray Manzarek for The 
Doors’ Waiting for the Sun) and the cylindrical Tubon, which sounds like a 
set of bagpipes in the Lovin’ Spoonful’s “Lovin’ You.”

All of these organ models are polyphonic, allowing the playing of mul-
tiple keys at once. Another group of electric organs based on a single oscilla-
tor were monophonic, capable only of a single note at a time, and therefore 
used only for the playing of melodies. These include the Univox, the Ondio-
line, the Musitron, and Selmer’s Clavioline. As with the polyphonic mod-
els, they’re also widely used, as in Kai Winding’s “More” (Ondioline), Del 
Shannon’s “Runaway” and “Hats Off to Larry,” Diane Renay’s “Navy Blue,” 
Terry Stafford’s “I’ll Touch a Star,” Tommy Roe’s “Sweet Pea,” and Brenton 
Wood’s “Gimme Little Sign” (Musitron), and the Tornadoes’ “Telstar” and 
the Beatles’ “Baby You’re a Rich Man” (Clavioline).

A few acoustic wind-governed keyboards belong in this category. The 
 bellows-powered harmonium, its tone generated by harmonica-like reeds, is 
the wheezy pump-organ sound heard in the Hollies’ “Dear Eloise” and the 
 Beatles’ “We Can Work It Out.” (Listen to Web audio example 3.22 and 
see Web photo 3.10.) A hand-held version of this, the accordion, opens and 
closes the bellows with arm motions rather than foot pedals. (Listen to Web 
audio example 3.23 and see Web photo 3.11.) Capable of melodic and mul-
tivoiced play over chords chosen by button, the accordion captures the street 
sounds of Paris in both Dinah Shore’s “Chantez-Chantez” and the Young 
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Rascals’ “How Can I Be Sure,” suggests a lederhosen band in Elvis Presley’s 
“Wooden Heart,” rouses the wedding dancers in Will Glahé’s “Liechtensteiner 
Polka,” and makes no particular references in Cathy Carr’s “Ivory Tower” or 
the Beach Boys’ “God Only Knows” (intro) and “Wouldn’t It Be Nice” (note 
the short notes on piano, organ and two accordions, 0:24–0:35, as against 
sustained notes from three saxes). The steam organ, the calliope, is played for 
carnivalesque irony in Country Joe and the Fish’s “I-Feel-Like-I’m-Fixin’-To-
Die Rag,” and recordings of this sound are shredded into second-long frag-
ments by George Martin’s tape operators and the Beatles in the tape mélange 
that conveys the whirlwind din of the circus in “Being for the Benefi t of Mr. 
Kite.” The calliope is only weakly suggested by an electric organ in Freddie 
Cannon’s “Palisades Park.” And the keyboard heard in Whistling Jack Smith’s 
“I Was Kaiser Bill’s Batman” and Blood, Sweat and Tears’ “Meagan’s Gypsy 
Eyes” sounds more like the Emenee chord organ, a toy, than anything else.

The organ’s close association with the church was exploited in 1950s record-
ings such as the Cowboy Church Sunday School’s “Open Up Your Heart,” 
Patti Page’s “Go On With the Wedding,” and Don Cornell’s “The Bible Tells 
Me So,” and would appear in more generally secular later settings, as with 
the chapel reference in Big Bopper’s “Big Bopper’s Wedding” and the quota-
tion of Mendelssohn’s Wedding March in the Brooklyn Bridge’s “Worst That 
Could Happen,” the gospel/liturgical break in Dion’s “Abraham,  Martin and 
John,” and the suggestion of a funeral parlor in the Grateful Dead’s “Black 
Peter” (1:31–1:54). A more metaphorical reference might be gleaned in the 
Beatles’ evangelical “The Word,” where the bright mix of partials from the 
blending crash cymbal and harmonium might symbolize a spiritual sort of 
enlightenment. But the organ can have other connotations as well; the sud-
den, unprepared entrance at the very end of Janis Ian’s “Society’s Child (Baby 
I’ve Been Thinking)” of a Hammond with an ugly minor tonic chord with 
its lowered third, despite the song’s unresolved but attempted orientation 
towards the heroic, attests to a horrible pessimism. A carbon-copy tragic end-
ing seems to be the hopeless conclusion of the Raiders’ “Indian Reservation 
(The Lament of the Cherokee Reservation Indians).”

Other acoustic keyboards

One keyboard used with surprising frequency 
in the pop world of the late 1960s is the harpsi-
chord. Much more delicate than the piano’s, the 
harpsichord’s sound was produced by keys that would force quills to pluck 
taut steel strings. Long considered to have been replaced in Mozart’s day by 
the  fortepiano and then the modern piano, the harpsichord was given new 

Th e harpsichord, 
clavichord, and celesta
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life close to two  hundred years later in an effort to create historically  accurate 
performances of Bach and then for its own sake in modernist compositions. 
(Listen to Web audio example 3.24 and see Web photos 3.12 and 3.13.) It 
appeared in only fi fteen top-twenty hits in the ten years from 1955 through 
1964. At this time, it was often played like a jazzy sort of light piano with a 
chord-rolling full sound augmented by a second set of strings so everything 
would sound in overripe octaves, as in Lawrence Welk’s “Tonight You Belong 
to Me,” Rosemary Clooney’s “Mambo Italiano,” Billy Vaughn’s “The Theme 
from The Three Penny Opera (Moritat),” and the Ames Brothers’ “Melodie 
d’Amour.”

Two late-1964 usages of the harpsichord, in the Beach Boys’ “When I 
Grow Up (To Be a Man)” and the Righteous Brothers’ “You’ve Lost That 
Lovin’  Feelin’, ” seem to have kindled a new rage for the sound, as it would 
then be used in fi fty top-twenty hits over the next fi ve years, and in fi fty 
important minor hits and album cuts of the same brief period, often as part 
of the explosion of psychedelia. The most recognizable appearances in the 
late ’60s include the Supremes’ “Love Is Here And Now You’re Gone,” the 
Beatles’ “Piggies” (united with elegant eighteenth-century strings to contrast 
with rude hog grunts for an Orwellian social statement), the Rolling Stones’ 
“Lady Jane” (an Elizabethan ballad also cast with nylon-string guitar and dul-
cimer), Ed Ames’s “My Cup Runneth Over” (nicely blending the harpsichord 
on the left with the glockenspiel on the right), the Moody Blues’ “House 
of Four Doors” (a musical history lesson in which a lute passage with two 
fl utes suggests the Renaissance, two harpsichords and cello stand in for the 
eighteenth century, a piano takes off on the Tchaikovsky B-fl at Minor Con-
certo, and a rock band brings us to the twentieth century), the Left Banke’s 
“Walk Away Renee,” Judy Collins’s “Both Sides Now,” The Doors’ “The Soft 
Parade” (note the switch at 1:06 from a darker to a brighter manual), the 
Dead’s “Mountains of the Moon” (two harpsichords, left and center, plus two 
acoustic guitars), Paul Mauriat’s “Love Is Blue” (harpsichord the solo instru-
ment, plus orchestra), the Bee Gees’ “Turn of the Century” (with a more clas-
sical arrangement than many), and the Stone Poneys’ “Different Drum.”

Of course, there was also an electric harpsichord, best known as the open-
ing instrument in the Beatles’ “Because” but also heard in Jimi Hendrix’s 
“Burning of the Midnight Lamp,” the Monkees’ “Hold On Girl,” Jefferson 
Airplane’s “Two Heads,” Neon Philharmonic’s “Morning Girl,” and a small 
handful of others. Before the electric harpsichord had been invented, George 
Martin wished the sound into existence with his “wind-up piano,” by which 
he would overdub a piano part an octave too low onto a tape track run-
ning at half speed so that when the tape played at full speed, the keyboard 
part sounded in the desired octave and with the clipped articulation and 
rapid decay more characteristic of the harpsichord than of the piano it was 
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played on. This recording trick was behind the two-part Bach-like solo on the 
 Beatles’ “In My Life” as well as other tracks for the Beatles and other members 
of Martin’s artist stable.

Another early keyboard used in some rock tracks is the clavichord, the 
mechanics of which may be thought of as a cross between the piano and the 
guitar. Like the former, keys in a range of about four octaves cause a ham-
mer to strike and set into motion one or more strings. Instead of a felt ham-
mer, however, the key controls a brass blade called a tangent, which stops the 
string(s) as does the left hand of a guitarist; pitch is controlled by how far 
away each key (and tangent) is from the bridge. Its mechanics are loud and 
the desired tones soft, but of course in the rock world, it may be recorded at 
any desired volume. (Listen to Web audio example 3.25 and see Web pho-
tos 3.14 and 3.15.) Paul McCartney fi rst played the keyboard part for the 
Beatles’ “For No One” on piano and then doubled it on clavichord (the qui-
eter keyboard best heard at 0:00–0:24), fi nally also reinforcing the low part 
on his bass guitar. The clavichord is also heard in the Rolling Stones’ “In 
Another Land” (at 1:06–1:40), and an electric clavichord is credited in John 
Sebastian’s “Fa-Fana-Fa.”

One more older keyboard is often heard: the nineteenth-century celesta, 
a four-octave instrument controlling felt hammers that play a set of bell-like 
steel bars, which ring over a set of wooden resonator boxes until damped 
by pedal. A common member of the orchestra, the celesta is best known 
from Tchaikovsky’s “Dance of the Sugarplum Fairies,” perhaps the reason 
that  Nelson Riddle’s orchestra features the instrument in the opening line, 
“Fairy tales can come true, it can happen to you,” in Frank Sinatra’s “Young 
at Heart.” (Listen to Web audio example 3.26 and see Web photos 3.16 
and 3.17.) It accompanies a lullaby in Elvis’s “Big Boots,” suggests a heav-
enly abode in Bobby Goldsboro’s “Honey,” paints mortal dreaming in the 
 Chordettes’ “Mr. Sandman,” and even plinks as a rainshower in both the 
 Cascades’ “Rhythm of the Rain” and the Ronettes’ “Walking in the Rain.” 
It’s the main instrument in the Tymes’ “Wonderful! Wonderful!” as well 
as Buddy Holly’s “Everyday” and two derivative usages—the Rascals’ “Of 
Course” and the Moody Blues’ “Emily’s Song.” It’s quite effective alone 
above the string bass in Marvin Gaye and Tammi Terrell’s “Ain’t No Moun-
tain High Enough” before the string players pick up their bows at 0:16. The 
celesta strengthens George Harrison’s guitar solo in the Beatles’ “Baby It’s 
You,” and is abused for a maudlin sentimentality in Mike Douglas’s “The 
Men in My Little Girl’s Life” and O. C. Smith’s “Little Green Apples.” The 
only sound more like a music box is just that: The Mamas and the Papas’ 
“John’s Music Box” features quite a resonant example, and a music box and 
celesta are actually paired in the opening of Blood, Sweat and Tears’ “40,000 
Headmen.”
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Electronic keyboards

The mid-twentieth century also saw the creation 
of four new instruments that use keyboards: the 
Ondes- Martenot, the Electro-Theremin, the Moog 
synthesizer, and the  Mellotron. The fi rst three are 
approaches to the joining of oscillators, fi lters, and 
amplifi ers to create and control new electronic colors, and the fourth is vir-
tually a tape library of samples at the control of a keyboardist who would 
typically simulate the sound of fl utes or strings. We’ll review these from a 
historical standpoint and discuss their use in pop-rock recordings.

Electronic music begins with the oscillator, originally a vacuum tube 
generating a radio frequency far above the human hearing range of about 
20–20,000 cycles per second. It was discovered in the second decade of the 
twentieth century that if the frequency of one oscillator (vibrating at, for 
example, 170,000 cycles per second [cps]) were combined with that of another 
(at 168,000 cps), they would produce an audible frequency (2,000 cps) based 
on the difference between the two competing frequencies. (This difference is 
based on the principle of beats, which has another practical value in allow-
ing a player to adjust the tuning of two strings that are almost at the desired 
pitch relationship.) This discovery led to the production of the Theremin, an 
instrument built of three oscillator coils, two of which had large brass anten-
nae that protruded about a foot each out of the cabinet. (Listen to Web audio 
example 3.27 and see Web photos 3.18 and 3.19.) The antennae were used to 
capture the electrical capacitance in a player’s hand held in proximity, which 
would control the frequency of the oscillator. One such oscillator, controlling 
the gain of an amplifi er tube, would dictate the loudness of the instrument; 
the closer the player’s left hand came to that antenna (within a range of three 
to eighteen inches or so), the softer the resulting sound would get. The other 
two oscillators included both a fi xed one, of 170,000 cps, and a variable one 
controlled by the right hand that, when combined with the fi xed 170,000 cps 
wave, would produce a difference tone ranging from zero to 2,000 cps (the 
closer the right hand would get to the antenna, the larger would be the differ-
ence tone and therefore the higher the pitch), altogether making for an audi-
ble range of fi ve-to-six octaves in pitch. With the two hands waving about the 
antennae, the Theremin player could get an excellent wobbling vibrato and 
tremolo, and superb glissandi, all with a tone that resembled that of a cello. 
RCA made several hundred Theremins in the 1920s and ‘30s; the instrument 
is heard in the soundtrack from the fi lm Spellbound (1945) and during the 
rock era was played by Lothar and the Hand People.

Pitch was very hard to control in the Theremin, and so in 1928 the Ondes-Mar-
tenot was introduced, allowing a keyboard played by the right hand to  modulate 
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the variable oscillator for pitch while the left hand could switch among fi lters that 
would color the waveshape. Like the Theremin, the monophonic range was about 
six octaves. The player also had the option of sliding a fi nger along a ribbon for 
a glissando effect. The Ondes-Martenot was used by many European orchestral 
composers in midcentury, but can also be heard along with full orchestra in the 
Beatles’ “Good Night,” as well as in the Four Preps’ “26 Miles (Santa Catalina).” 
The player of the Electro-Theremin, invented by Paul Tanner, would guide a 
device along a keyboard diagram to control the pitch of an oscillator’s sine wave 
(totally lacking in harmonics for a relatively pure tone). Glissandi were natural, 
but the device included switches that could control articulation to a degree. 
The left hand turned a volume knob. Tanner plays his instrument on the Beach 
Boys’ “Good Vibrations” and “I Just Wasn’t Made For These Times,” and it also 
colors Steve Lawrence’s “Go Away Little Girl” (doubling a violin line), Diana 
Ross and the Supremes’ “Refl ections” (note the changing fi lterings) and “Forever 
Came Today,” and many television (“My Favorite Martian”) and fi lm produc-
tions of the 1960s. Other monophonic oscillator-based parts are heard in the 
Ran-Dells’ “Martian Hop,” the Rolling Stones’ “Please Go Home,” “She’s a 
Rainbow,” and “2,000 Light Years From Home,” the Mothers’ “The Return of 
the Son of Monster Magnet” and “Brown Shoes Don’t Make It,” the  Zombies’ 
“Butcher’s Tune,” the Cowsills’ “Indian Lake,” and the  Temptations’ “Run Away 
Child, Running Wild” and “Psychedelic Shack.”

In the 1960s, the oscillator was transistorized, and pitch would be pro-
duced in various devices by applying a variable voltage to the oscillator, a 
technique that became the heart of the modular synthesizer. As produced by 
Moog circa 1966, the synthesizer used oscillators to produce four or fi ve basic 
waveshapes: the sine wave; the sawtooth and triangle waves, which include 
all harmonics in different ratios; the square wave, which includes only the 

Photo 3.02. The fi rst commercially produced Moog modular synthesizer, sold in 1964. 
(Photo courtesy of the Stearns Collection of Musical Instruments, The University of 
Michigan)
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fundamental and every odd-numbered harmonic; and the pulse wave, which 
could function as a switch. (Listen to Web audio example 3.28 and see Web 
photo 3.20.) The Moog would be programmed through a patch bay whereby 
cables would create a signal path among oscillators, fi lters, mixers, and ampli-
fi ers so that various modules would control each other affecting the tone 
color and envelope of every resulting sound. The Moog had a keyboard as 
an optional component, and a ribbon controller for glissandi. Its fi rst pop 
uses were programmed by Paul Beaver for the Monkees’ “Daily Nightly” and 
“Star Collector” and for Jackie Lomax, and by Mike Vickers in four tracks 
for the Beatles’ Abbey Road (featuring the Moog’s noise generator in “I Want 
You (She’s So Heavy)”). The triangle wave seems to be behind Spirit’s “It’s 
All the Same,” we hear a square wave in the second verse of the Turtles’ “You 
Showed Me,” and a sawtooth-based sound is heard in John Sebastian’s “What 
She Thinks About.” In Uncle Meat, Frank Zappa experiments with several 
early synthesizer modules made by Maestro that do not involve keyboards. 
The Moog and mass-produced hardwired models Minimoog and the single-
 oscillator Micromoog were followed by important other analog synthesiz-
ers such as the Buchla and the ARP 2600 in the early 1970s, before digital 
 synthesis was commercially developed by mid-decade.

Another early component of electronic music dating from the 1950s 
and early ’60s involved the manipulation of recording tape. Works such 
as  Karlheinz Stockhausen’s Gesange der Jünglinge and Steve Reich’s “Come 
Out” made the magnetic tape recorder an instrument and made tape editing 
a part of the compositional process. Interest in this work consumed John 
 Lennon, who produced musique concrète works “Tomorrow Never Knows” 
and “Revolution 9” with the Beatles and Unfi nished Music No. 1: Two Virgins 
and Unfi nished Music No. 2: Life With the Lions with Yoko Ono. The elec-
troacoustic music of Edgard Varèse infl uenced both Frank Zappa and James 
William Guercio (particularly in the latter’s production of several 1967 works 
by the Buckinghams). Very closely related interests were also registered by 
Grateful Dead members Tom Constanten and Phil Lesh (students for a brief 
time of Luciano Berio), particularly in Anthem of the Sun and, judging by 
“Chushingura,” also by Jefferson Airplane.

But the most important way magnetic tape played a role in rock instru-
mentation was in the Mellotron. In this keyboard instrument, each key on 
the player’s manual pulled a different length of magnetic tape across a tape 
head. Each bank of tapes (one length, about seven seconds’ worth, for each 
key) contained three channels, each of which was devoted to a vocal part or 
an orchestral instrument; a tape might have on its three channels fl ute, trum-
pet, and violin. Each key would start and stop a recording of that instrument 
playing that particular pitch. But only the sustaining sound was recorded, and 
the starting and stopping of the Mellotron tapes was abrupt, with nothing of 
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the noises, spikes, tonal changes, or decays of the instruments’ normal enve-
lopes. The drive mechanism was also equipped with a pitch-bend knob. So 
its products sounded backward, or otherwise unusual. (Listen to Web audio 
example 3.29 and see Web photos 3.21–3.23). Introduced by the Beatles in 
“Tomorrow Never Knows” and more famously as the three fl utes opening 
“Strawberry Fields Forever,” the Mellotron became the darling of the fi rst 
progressive rock groups such as the Moody Blues (beginning with a Fall 1966 
single, “Love and Beauty,” but more famously in “Nights in White Satin” and 
beyond, as when drummer Graeme Edge would intone his spacey poetry over 
multiple  Mellotrons drenched in reverb and pitch bends) and King Crimson 
(in three tracks on In The Court of the Crimson King). It’s also heard through-
out the Zombies’ Odessey and Oracle and the Stones’ Their Satanic Majesties 
Request (played by John Paul Jones, who would later contribute Mellotron 
parts to Led  Zeppelin), and in many late-1960s tracks by the Bee Gees, Pink 
Floyd, and Traffi c.

Putting It All Together

It would be useful to focus on a wide range of 
individual recordings at this point, reinforcing 
the reader’s newly acquired skills in identifying 
rock sounds, and examining how instrumental 
colors and functions are combined to create the 
ensemble for each record. We’ll cover here a repre-
sentative sample of twenty-fi ve rock records from 
the 1950s and ’60s in the chronological order of 
their popularity, looking only at their instrumen-
tal textures, and see if any trends of historical interest begin to emerge.

Bill Haley and His Comets’ “(We’re Gonna) Rock Around the Clock” 
(fi rst charting in May 1955) is typical of early rock instrumentation, with 
drums, upright string bass, lead guitar, and alto saxophone (saxophones 
will be covered in chapter 4). The song is announced by snare alone; each 
phrase of the introductory map of the clock is presented in stop time, where 
the singer works alone with occasional punctuations from the rhythm sec-
tion. As the verse begins (0:13) (“Put your glad rags on . . .”), the string bass 
enters with plucked boogie arpeggiations of each chord: I (0:13–0:17)—IV 
(0:17–0:19)—I (0:20–0:22), and so on. Here, the drummer has two fea-
tured parts: a ticky-tack stickwork on the rim of the snare drum, plus per-
cussive fl ams on toms to mark phrase endings (as at 0:14 and 0:17). Danny 
Cedrone’s lead guitar, a hollow-body switched to neck pickup throughout, 
plays jazzy chords off the beat through verses then takes a solo at 0:44–1:00, 

25 Great Hits I: Both 
here and at the end of 
chapter 11, we look at the 
same selection of twenty-
fi ve rock recordings. At 
this point, we focus on 
the various approaches to 
rock instrumentation in 
these songs.
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featuring a very rapid tremolo (0:44–0:49, again at 0:55–0:56), returning 
for a concluding gesture (2:01–2:10) before the wacky drums have the last 
word. In the fourth verse (1:16–1:31) (“When it’s eight, nine, ten, eleven 
too . . .”), note that the drummer smacks a tambourine instead of his toms. 
Through the verses, the sax repeats the fi rst scale degree under both I and IV 
chords, moves to its upper neighbor, 2, for the V chord, and then returns to 
1 over I. The same 1—2—1 “tune” of repeated notes is given the spotlight 
at 1:32–1:47. For the most part, rhythmic rather than color events provide 
textural contrasts.

Compare Elvis Presley’s “Heartbreak Hotel” (March 1956). This opens 
with the same stop-time arrangement, Elvis singing alone with his phrases 
punctuated by the rhythm section of drums, piano, and electric guitar. Bill 
Black’s upright string bass joins as solo accompaniment to the voice (0:08–
0:21), with as much stepwise connection as arpeggiation in its support-
ive melody. D. J. Fontana’s drums enter (0:28) in the second verse, Scotty 
Moore’s lead guitar following soon thereafter (0:31), both understated here, 
but Scotty has a very hot solo at 1:21–1:30, featuring double stops (including 
a double-stopped unison repeated note). In the third verse, Floyd Cramer’s 
piano moves to the high register to balance the bass. The piano supports 
the guitar solo with mid-register shuffl e chords but when Scotty drops out, 

Photo 3.03. Sleeve from the 1996 45-rpm reissue of “Heartbreak Hotel” / “I Was the One,” 
which included a previously unreleased alternate take as well as the original hit of each side of 
Elvis’s fi rst charting record.
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the piano returns nonchalantly to the tinkly high pitches, the funky bass 
 continuing below. Both Haley’s and Presley’s records get their tension from 
the interaction between the vocal and instruments, and the sharp dissonances 
in the solos, but the arrangement for Presley has more subtlety.

Buddy Holly’s “That’ll Be the Day” (August 1957) opens boldly with the 
headliner’s bright Stratocaster solo riff, which then quietly moves to a boogie 
fi gure underneath the choruses. The guitar solo features double stops (0:49–
0:57 and again at 1:05–1:12), but also falls back on the boogie (0:57–1:01). 
The chorus (0:04–0:19) is propelled by strong backbeat snare ( (1)—two—
(3)—four), with the ride cymbal added for verses (0:19–0:34) (“Well you 
gave me all your lovin’ and your turtledovin’ . . .”), providing a climax with 
triplets on the snare at 0:31–0:34. The recording ends with a brief snare roll. 
Completing the rhythm section, a string bass alternates roots and fi fths, play-
ing only on the strong beats, ONE and Three.

The Everly Brothers’ “Wake Up Little Susie” (September 1957) opens with 
a pair of acoustic guitars, one repeating chords as the other adds a bluesy 
progression (compare the texture of Simon and Garfunkel’s arrangement a 
decade later of “Mrs. Robinson”). Chet Atkins enters at 0:29 with his open-
body electric lead guitar, chiefl y fi lling in the corners after vocal phrases, espe-
cially after “what’re we gonna tell your mama?,” a textural technique later 
adopted by George Harrison with the early Beatles. Drums and string bass 
enter together at 0:05. The bass alternates roots and fi fths, playing just on 
fi rst and third beats—just as in the Holly track. The drums carry a strong 
backbeat, and throw out some fi lls (as at 0:17–0:21) as if attempting to arouse 
Susie, in perhaps more than one sense of the word.

An electric guitar riff, this time a double-stopped idea from a hollow 
 Gibson 335, opens Chuck Berry’s “Sweet Little Sixteen” (February 1958), 
which from the fi rst chorus through the end reduces his role to a boogie 
rhythm. Drums provide a simple backbeat pattern, with the fi rst tom fi lls at 
0:45–0:46 leading to slightly more fl amboyant playing as the track moves 
on. In the fi rst chorus, Willie Dixon confi nes his electric bass to an alter-
nation of roots and fi fths on strong beats, but he becomes more animated 
with full arpeggios in the stop-time verses (beginning at 0:23+) and in later 
choruses. Lafayette Leake improvises at the piano with his right hand in the 
high register, beginning quietly and simply, but adding a knuckle gliss (at 
0:48–0:49)—a fi gure that dominates the fi rst half of his solo (1:30+), before 
wildly dividing serial beats into hammered triplets. Thus, all performers but 
Berry himself drive the track to ever-rising tension.

In the Marvelettes’ early Motown effort, “Please Mr. Postman” (Septem-
ber 1961), piano, electric bass, and drums make up the rhythm section. 
The drummer has a busy backbeat from 0:08 onward, playing (1)—two—
and—(3)—four on his snare while he taps every half beat on the ride cymbal. 
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He adds fi lls to take the song from one section to the next, as after the fi rst 
chorus (0:23–0:24). The bass has a few patterns, opening with a pedal on 
scale-degree 1 (0:00–0:04), repeated with a ONE—and—two—and—(3—
4) rhythm for two bars then sitting out for a bit. Mostly, though, the bass 
alternates roots and fi fths of chords on strong beats ONE and Three, as done 
by string bass in the Holly and Everlys’ tracks, but occasionally these notes 
are repeated eight to the bar for stronger rhythm. An electric rhythm guitar 
hides deep in the background, but can occasionally be heard (perhaps most 
clearly at 0:29–0:30) arpeggiating chords. Handclaps round out the nonvocal 
texture in the intro and at 1:44+.

Handclaps mark the opening of the Four Seasons’ “Sherry” (August 1962), 
which also begins with congas, a backbeat tambourine, and electric bass. An 
electric guitar switches from a lead to a rhythm pattern at 0:09 when the 
voice and piano chording begin. Toms are evident only at climaxes, such as 
1:03–1:05 and 1:57–1:59.

The Crystals’ “He’s a Rebel” (September 1962) features studio greats Hal 
Blaine on drums and Larry Knechtel on piano. Blaine opens with a snare 
backbeat and tom fi lls, as a string bass largely alternates roots and fi fths, one 
note per beat. It’s easier to hear the bass line when it is doubled by a baritone 
sax, which enters in the second verse (0:25) (“When he holds my hand I’m 
so proud . . .”). The piano is initially a color instrument, endlessly repeating 
a fi gure in the high register for the intro and verses, but moves to rhythmic 
chords in the mid-register for choruses (as at 0:42+). The sax has a peppy solo 
(1:11–1:27) deep in the baritone register, augmented by a busy backbeat in 
Sonny Bono’s handclaps, (1)—two—and—(3)—four.

More subtlety appears in the arrangement of the Beatles’ “I Want to Hold 
Your Hand” (January 1964). For clarity’s sake, we’ll refer here specifi cally to 
the stereo mix that appears on the Past Masters, Vol. 1 compact disc. Let’s 
examine the instrumental texture channel by channel, moving from the left 
side of the stereo image, through the center, to the right. On the left is the 
basic rhythm track, with Ringo Starr’s drums, Paul McCartney’s bass, and 
John Lennon’s rhythm guitar. The drums feature several highly energetic loud 
crash cymbal strikes in the intro, and then move to a backbeat pattern in 
the verse (0:08+) (“Oh, yeah, I’ll tell you somethin’ . . .”), with a loud ride 
accompaniment and notable fi lls (as at 0:20–0:22). McCartney’s Höfner bass 
moves from rapidly repeated notes in the intro to a pattern of mostly roots in 
the verse/refrain, in what’s called (because of its notation) a dotted rhythm: 
ONE—(2)—and—Three—four—ONE—(2)—and—Three—(4)—and. 
Lennon, whose three-quarter-length Rickenbacker is run through a compres-
sion circuit so heavy it sounds like an organ, plays a boogie pattern in the 
intro and rhythmic chords in the verse. Overdubs appear in the center, where 
handclaps add a very busy backbeat, (1)—two—and—(3)—and—four, to 
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the verse and Harrison adds a short bass line at 0:10–0:11 and 0:17–0:18 to 
mark an unexpected chord change. The right channel is devoted to  Harrison’s 
lead guitar track, played on a hollow-body Gretsch Country Gentleman. 
Many different techniques are demonstrated here, including crying slides of 
single notes (0:11), rising slides of full chords (0:27, 0:49), and slow arpeg-
giations of chords in the bridge (0:51+). Also in the bridge, drums drop the 
ride cymbal and move to the hi-hat for hits repeated every half beat, eight to 
the bar. Uncharacteristically, McCartney’s bass thickens the low texture with 
double stops (0:58–1:03). An edit tacks onto the right channel a fi nal I chord 
from a Gibson acoustic-electric guitar. Instruments are mined for power even 
as the lyrics attempt to coax with grace.

The electric guitar is right out front of the Animals’ “House of the Rising 
Sun” (August 1964), thanks to Hilton Valentine’s clean arpeggiation of every 
chord in his lead playing. Bassist Chas Chandler plays roots on every down-
beat. John Steel’s drums enter with the singer, Eric Burdon, at 0:11, mostly 
with a ride-cymbal rhythm and hi-hat pedaled closed on backbeats. At 0:35, 
just before the second verse (“My mother was a tailor . . .”), Alan Price adds 
sustained chords on the Vox Continental; soon, he has more rhythmic con-
tributions, sometimes doubling the guitar, and he takes a solo at 1:54, which 
climbs to a high register then (at 2:11) descends back to his work area in the 
middle of the keyboard. Drums become more active circa 2:56 for the fi fth 
and sixth verses (“Well, I got one foot on the platform . . .”), for a rousing fi n-
ish with organ out front and guitar strumming away, with the original cymbal 
patterns reappearing for the close. This song does not contain contrasting 
verses, choruses, and a bridge, but rather repeats the same strophic section for 
six hearings, and thus takes advantage of changes in instrumental patterns to 
build intensity through the repeating stanzaic structures.

A guitar riff doubled for color and strength is the core hallmark of Roy 
Orbison’s “Oh, Pretty Woman” (August 1964). The song’s intro begins with 
drums alone: the bass drum is hit on every beat—four on the fl oor—and 
the snare doubles this rhythm as the closed hi-hat is struck on every upbeat. 
After one bar (0:02), specialist Grady Martin enters with his arpeggiated riff, 
5—5—7—2—4, on an acoustic twelve-string guitar. After two looped play-
ings of this (at 0:07), the guitar line is doubled by both electric bass and 
electric lead guitar. After two more hearings (0:11), the line is doubled by 
a second electric guitar and punctuated by a baritone saxophone. This tex-
ture leads to the fi rst chorus (0:15+), where high-register chords enter on 
the piano and where the bass adopts a post-McCartney dotted rhythm, the 
snare still struck on every beat. In the bridge (1:05+), the fi rst lead guitar 
chimes the changes (a technique made famous by Harrison) with heavy amp 
tremolo, and the piano becomes more tinkly. The drums change here to a 
busy backbeat, (1)—two—and—(3)—four on the snare, with tom fi lls (as at 
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1:19–1:21) for, overall, a very Beatle-y arrangement. Many elements of this 
instrumental arrangement are highly memorable.

The Beatles themselves up the ante with contrasting guitar colors in “Ticket 
to Ride” (April 1965). This track opens with Harrison’s electric twelve-string 
Rickenbacker tattoo (on the right of the digital mix for the Help! CD), and 
then the band is signaled by Ringo’s brief snare roll. In the verse, his pat-
tern (heard left) becomes an unusual chamber music for drums, with the 
bass drum establishing strong beats, ONE—(2)—and—Three—(4), one 
tom hit on (1)—two—(3–4)—and, and the snare sounded only on (1—2—
3)—and—(4). Completing the percussion, a tambourine is struck on every 
backbeat. (At the bridge, 1:08+, the tambourine is shaken and the backbeat is 
marked by snare and handclaps. Ringo changes the snare/tom pattern for the 
third verse, at 1:27+.) McCartney’s Höfner bass opens (left) with a repeated 
pitch doubling the bass drum rhythm, and Lennon’s repeated open strings 
on his new Stratocaster (center) double McCartney’s bass. Harrison enters 
with his own Strat part, with wavering chords articulated by the volume-tone 
control pedal at the refrain’s stop-time passage (0:28–0:30). Lennon’s Strat 
drops out for the bridge, but McCartney adds a blistering hot hollow-body 
Epiphone Casino lead for a solo retransition (1:24–1:28), blending with the 
continuing twelve-string and with Lennon’s open-string return (at 1:27). The 
Casino returns at 2:47 for a solo through the coda. Despite the song’s many 
varieties of color, not the least of them the celebrated contrast of the electric 
twelve-string riff and the Casino solo, the infectious rhythm of Ringo’s drums 
may have as much to do with the resulting charm as do any of its other instru-
mental effects.

We have seen wholesale changes in texture from one section to another 
become a common technique, and this is no more characteristic than in Lou 
Christie’s “Lightin’ Strikes” (December 1965). Drums, bass, piano, and elec-
tric guitar form the rhythm section: the piano is stratifi ed, with low-register 
octaves in a dotted rhythm (doubled by the bass) supporting high-register 
chords; a tom fi ll announces the drums as they enter with electric guitar at 
0:02, the drums moving to a snare backbeat and guitar chords heard in a dra-
matic two-bar pattern: ONE—(2—3—4—1—2)—Three—four. Doubling 
the bass, dotted-rhythm octaves are added by bari and tenor saxes at 0:04. 
This additive texture continues through the verse, and then at 0:22 (“Every 
boy wants a girl . . .”), the bass alone has the low-register dotted rhythm, with 
the piano introducing a right-hand fi ngers/thumb rocking pattern in the high 
register. The drums adopt a light ride texture here but mark FOUR on the 
snare. The guitar chimes chord changes on every downbeat. At 0:30, both 
sustained saxophone lines and orchestral chimes are added. A change marks 
the opening of the prechorus (at 0:36) (“When I see lips . . .”), where all beats 
are struck on the drums. For the chorus (0:44+), the bass walks, the saxes 
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move, the piano reenters, and the guitar has a new unobtrusive chick on 
backbeats. The electric guitar solo (1:47–2:01) by a new instrument is likely 
overdubbed. All changes of texture support the song’s dramatic demeanor.

Aside from introducing the sitar in a major hit, the Rolling Stones’ “Paint 
It, Black” (May 1966) makes do with largely rudimentary forces. Brian Jones 
plays his sitar melody as an introduction and throughout most of the song, 
but the opening also features Keith Richards with repeated notes on the elec-
tric guitar; this guitar simply chords through verses. Charlie Watts’s drums 
enter at 0:08, ushering in the chorus, where Bill Wyman begins playing roots 
on his bass and Watts hammers every beat on the snare. In the verse (0:26+), 
announced by a crash cymbal, the drums move to a snare backbeat pattern. 
A tambourine is also used in verses (best heard when shaken at 1:27–1:39), 
and a strummed acoustic guitar is revealed at 1:30–1:37. The acoustic and 
tambourine share a triplet-laden bolero rhythm (ONE—two—trip—let—
Three—four—trip—let—ONE—two—trip—let—Three—trip—let—
four—trip—let) in the coda (2:22–2:35). This is one of the unusual Stones 
rockers in which Keith Richards’s rhythm guitar does not speak with central 
authority.

Color doublings open the Lovin’ Spoonful’s “Summer in the City” (July 
1966) as a repeated two-note descending melodic fi gure, �6—5, covers the 
fi rst three beats of each introductory bar. This simple motive is performed 
in octaves by Zal Yanovsky’s lead guitar (left), the bass (right), and a  Hohner 
Pianet attributed to co-composer and non–group member Mark Sebastian 
(also right). This blend is answered every fourth beat by a smash on the snare 
and bass drum, until a slide on the electric bass introduces the fi rst verse 
(0:07+) (“Hot town! . . .”), wherein a snare backbeat, guitar chords, and the 
electric piano carry the rhythm. Energy picks up at 0:18–0:21 (“hotter than a 
matchhead”), with Pianet and snare marking ONE—and—two—and, sud-
denly switching to a tom and Pianet for Three—and—four—and. The chorus 
(0:21+) (“But at night it’s a different world . . .”) introduces John Sebastian’s 
autoharp, which along with the electric guitar chimes every chord change on 
strong beats (two per bar). At 0:26, an acoustic rhythm guitar and a hi-hat 
pedaled closed on backbeats are added for thicker texture. This additive trend 
breaks at 1:09–1:20, where a doubling of Pianet and lead guitar, supported 
at 1:18+ by a Vox organ pedal on a fi rst scale degree octave, takes center 
stage over a fi eld recording of car horns and jackhammer. The crash cymbal 
contributes in a subtle way to increasing tension, by reserving itself for every 
two downbeats in the verse, then being articulated every downbeat in the 
second half of the chorus, progressively heating up as does the summer city 
day. Although the song presents a great deal of color contrast that illustrates 
its many facets, this is another track in which all elements are shaped by key 
rhythms.
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Bob Dylan opens “Visions of  Johanna” (Blonde on Blonde, July 1966)  simply 
with his acoustic six-string and harmonica, but a snare rudiment announces 
the fi rst verse (0:13+) (“Ain’t it just like the night . . .”), which adds a very dry 
electric chick rhythm guitar, a busy bass, and Al Kooper’s Hammond organ. 
An instrumental interlude (1:26+) is assigned just to the harmonica and crash 
cymbal, with light acoustic guitar from the composer. In the second verse 
(1:36+) (“In the empty lot . . .”), Robbie Robertson adds acidic Stratocaster 
commentaries through his bridge pickup, including many bent notes (as at 
1:42–1:43) and bent double stops (4:27–4:52), with a withering whammy 
exposing “her cape of the stage [that] once had fl owed” (6:27–6:28).

Brian Wilson is rightly praised for his complex and inventive arrangement 
for the Beach Boys of “Good Vibrations” (October 1966). Here, every section 
of the song has its own texture, partly because each was recorded separately 
and then edited together into a seamless whole. The sparse fi rst verse has 
Larry Knechtel repeating chords every beat on a Hammond with rotating 
Leslie. Underneath, a two-bar Fender bass melody, on (1)—and—two—
Three—(4)—and—ONE—two—(3—4), is sequenced successively lower. 
This is repeated at 0:13 (“I, I looked in her eyes”), with the addition of two 
piccolos sustaining over a falling fl ute line. In every odd bar (the fi rst and 
third of four), bongos double the bass rhythm; every fourth beat is struck 
by either a tambourine or bass-drum-and-snare combination, in alternation. 

Photo 3.04. The fi rst compact disc release of Bob Dylan’s Blonde on Blonde, which edited 
the program of the double-album so as to fi t onto a single disc.
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In the chorus (0:25+) (“I’m pickin’ up good vibrations . . .”), backbeat toms 
and tambourine, with the bass melody now steady at one note per beat, and a 
new cello repeating a single note in a bowed-tremolo triplet, provide a newly 
regular backdrop for Paul Tanner’s unusual Electro-Theremin. In the bridge 
(1:41+) (“ . . .–tations; I don’t know where . . .”), a tack piano, jew’s harp, and 
bass relegated to strong beats only repeat a whole new sound, to which is 
added at 1:55 a new electronic organ, bass harmonica, and sleigh bells shaken 
on every beat. A splice at 2:13 brings in the transition, where Dennis Wilson 
sustains chords on an electronic organ, maracas are shaken on every beat, 
and at 2:35 the bass begins playing one note per beat and a second elec-
tronic organ adds a high-register idea to balance the bass. (Note that the 
Dylan, Lovin’ Spoonful, and now Beach Boys songs all employ contrasting 
interludes with suddenly pared-back forces.) This section leads to chorus and 
coda, which revert back to the previous chorus’s instrumentation. As opposed 
to our previously chosen examples, in which other musical elements might 
claim a lion’s share of the song’s success, the unusually impressionistic colors 
of “Good Vibrations” seem to be of central interest in creating this song’s 
experimental quality of evanescence.

The Doors’ instrumentation in “Light My Fire” (June 1967) is very sim-
ple in contrast. John Densmore opens with a backbeat snare pattern that 
is maintained for the whole song. This supports Ray Manzarek’s baroque 

Photo 3.05. The fi rst release of Jimi Hendrix’s “Little Wing” was on Axis: Bold as Love.
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Vox  Continental tattoo, aided by a busy bass line overdubbed by Manzarek 
himself. At 0:09, the verse (“You know that it would be untrue . . .”) opens, 
relegating the bass to one note per beat (the second of which is highlighted 
by a leap to a high register, always initiating a descending arpeggiation from 
there) and the organ to simple syncopated chords roughly doubled by those 
on composer Robbie Krieger’s slower-to-attack distorted Gibson SG. Little in 
the song changes, except when singer Jim Morrison drops out for the guitar/
organ solos, which imitate each other briefl y with a turn fi gure at 4:44–5:00.

“Little Wing” (Axis: Bold as Love, February 1968) is representative of the 
Jimi Hendrix Experience. This track opens with a multipart guitar solo on 
the rhythm pickup, featuring expressive hammer-ons, with Hendrix adding 
a glockenspiel at 0:04 to double occasional key pitches. Heavy phasing is 
added to the guitar at 0:23. Mitch Mitchell’s drum fi ll at 0:31+ prepares 
the fi rst verse (“Well, she’s walkin’ . . .”), where Noel Redding’s bass is added 
to the drums. This remains the song’s whole texture but for an overdubbed 
guitar solo (1:40+), announced by a sustained whammy chord (1:36+) on 
the fi rst guitar. The solo is run through a Leslie speaker in addition to being 
phased and highly distorted, for a characteristically other-worldly Hendrix 
performance.

Cream arranges some texture changes in “White Room” (Wheels of Fire, 
July 1968), which is introduced by an unusual fi ve-bar tattoo that reappears 
here and there to announce structural points. The tattoo blends Eric  Clapton’s 
long-sustaining double-stopped electric guitar with similar long notes from 
Felix Pappalardi’s double-stopped viola, while Jack Bruce intones roots on 
his bass on every downbeat, which rhythmic event is also marked every bar 
by Ginger Baker’s crash cymbal. A timpanist is also busy with an unusu-
ally willful rhythm repeated in every bar: ONE—two—trip—let—Three—
four—and—fi ve. At 0:23, the tattoo gives way to the fi rst verse (“In my white 
room . . .”), from which point onward Clapton’s distorted guitar is unleashed, 
Bruce articulates every beat on his bass, and Baker plays a busy backbeat on 
closed hi-hat (right) and other pieces (left). A drum fi ll at 0:58–0:59 leads to 
the chorus, where Clapton’s wah guitar, all silver horses and yellow tigers, is 
added and is to sustain through the second verse (1:20+).

Pink Floyd create a similarly sparse yet unusual sound world in “Remem-
ber a Day” (A Saucerful of Secrets, August 1968 in the United Kingdom). 
Composer Rick Wright carries the texture on piano, aided by Roger Waters’s 
bass, Syd Barrett’s acoustic guitar, and a wildly atonal bottleneck-slide guitar 
part from Barrett, as well. Drums, heavy on the toms, are added at 0:17 by 
producer Norman Smith when drummer Nick Mason is too dumbfounded 
to produce a part. The verse (“Remember a day before today”) begins at 0:25, 
with the piano establishing three different registers through its rising chords, 
acoustic chords strummed on every second beat, and the bass playing roots 
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only (repeating scale degrees 1, �7, and 4). A single break in the otherwise 
hypnotic texture is afforded by a soft mallet roll on a crash cymbal at 1:37, in 
approaching the unconventional song’s bridge.

Instrumentation helps tell the story in Marvin Gaye’s “I Heard It Through 
the Grapevine” (November 1968). A terraced opening refl ects the singer’s 
growing suspicion: a single fourth beat articulated by snare and tambou-
rine brings in the Wurlitzer’s introduction (marking ONE—(2)—and—
Three—four . . . ), which is meshed with an open fi fth repeated every beat on 
an electronic organ. At 0:04, a bass drum adds a and—ONE—(2)—and—
Three—(4) rhythm as the hi-hat is pedaled closed on every two and four. At 
0:09, the tambourine starts to shake ominously, and energy picks up further 
at 0:13 with the organ’s new boogie pattern and an entry of two electric 
guitars—one with a chick backbeat on two and four, the other doubling the 
organ boogie. Suddenly, at 0:17–0:21, a French horn rises an octave—sudden 
enlightenment! Only the bass and regular drum pattern still need to begin, 
which they do at 0:20, so as to prepare the vocal entry. Bongos and violins 
are added beneath the verse. At 1:03–1:10, the violins have repeated bowed-
tremolo notes that drop down an octave, inverting the horn’s opening motive. 
How do we know this octave is so indicative of sudden enlightenment? At 
2:57, Marvin sings, “I know that you’re lettin’ me go” on the same rising-
octave fi gure.

All of The Who’s grandiose rock opera Tommy (June 1969) has a remark-
ably thin arrangement, because the band aimed to perform the work on tour 
with as few extra performers as possible. But as are its other musical aspects, its 
instrumentation is a marvel of detail. The “Overture” (the purpose of which 
is to set the stage for the coming opera by citing its prominent tunes) begins 
with Pete Townshend’s electric guitar chords on the left, John Entwistle’s bass 
and Keith Moon’s cymbal crashes on strong beats center, and Townshend’s 
overdubbed piano doubling the guitar on the right. At 0:16 (with the fi rst of 
several foreshadowings of the “See me, feel me” tune from “Go to the Mirror”), 
the bass articulates downbeats with electric piano and guitar as Townshend’s 
added acoustic guitar (right) is strummed in rapid tremolo. Drums join only 
at 0:32, with everyone attacking every beat. The drums loosen up at 0:36, at 
which point Entwistle’s French horn doubles both guitars. At 1:11, the horn 
breaks into broad melody, quoting the tune, “He seems to be completely 
unreceptive.” Townshend’s overdubbed sustained Hammond chords appear 
at center for a climactic hearing of the “listening to you, I get the music . . .” 
melody. For an exotic touch, Moon adds timpani (3:05–3:06) and a gong 
(3:28–3:48), striking the latter every two bars (heard center). As a transi-
tion to the introduction of Captain Walker, the lowest string of Townshend’s 
acoustic is tuned down a major second, and the horn announces “It’s a boy!,” 
recapturing the ear-catching role of the brass instrument in “Grapevine.” The 
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gravity of the repeated remark, “A son!,” is emphasized by crash cymbals and 
ching-a-ring tremolos on acoustic guitar, piano, and timpani.

“Come Together” (October 1969) will represent the Beatles once more. 
Its complexities are subtle. In the intro, we hear Harrison’s distorted Les 
Paul and McCartney’s bass (descending with a great slide on every fourth 
beat) on the left, handclaps (and John’s Lennon calling “shoot me!”) with 
very heavy echo on every downbeat in the center, and Ringo’s drums on the 
right. The drums present an elaborate rhythm: bass drum and crash cym-
bal sound on ONE—and, a closed hi-hat is sticked with a triplet on a half 
beat: two—trip—let—and, and then a tom carries the triplet: Three—trip—
let—and—trip—let—four—trip—let—and. The verse calls forth a new 
drum pattern, with eight snare hits per bar, and then ends (0:30–0:35) with 
a portentous dotted-rhythm bass-drum solo in stop time through a sustained 
electric bass note. Lennon adds his distorted Casino at 1:10–1:15 and again 
in the break (2:02–2:24), where he is joined by McCartney’s overdubbed 
Pianet part.  Harrison overdubs a two-part Les Paul idea at 2:14–2:27, this 
color supported by a shaken maraca (which reappears in the coda, 3:35+). 
The retransition (2:25–2:31) to the verse is a beautiful rhythmic confusion 
of bass, Harrison’s fi rst Les Paul (left), and McCartney’s Pianet (moving to 
center). As a fi nal touch, Harrison adds a sustained two-voice Les Paul at 
3:01–3:11 that is colored by a volume-tone control pedal. Here, color could 
not be more closely married to pitch and rhythm.

Our fi nal example is Creedence Clearwater Revival’s “Down on the Cor-
ner” (October 1969), a throwback to a traditional rock instrumentation. Like 
“Grapevine,” this song exhibits a terraced introduction: Doug Clifford’s hi-hat 
struck every beat is doubled at 0:02 by a cowbell and shaken maraca, is joined 
at 0:05 by a riff on Stu Cook’s bass and John Fogerty’s lead electric guitar, and 
then at 0:13 a drum fi ll ushers in two electric rhythm guitars played by John 
and Tom Fogerty. A crash cymbal at 0:32 announces the verse, whereupon 
the drums feature backbeat snare. The lead guitar solo (1:16–1:33) carries a 
double-stopped idea throughout.

Although trends and stylistic variety have been suggested in the preceding 
survey, it should be noted that all of the instrumental techniques appearing 
in these very different songs have been previously covered in these fi rst three 
chapters. It’s now up to the reader to see how the elements discussed here 
apply in other, and later, examples. Even though I have sought to concentrate 
thus far on uses of drums, guitars, and keyboards, we have not been able to 
avoid recognition of the saxophone in early examples and, in later ones, many 
other instruments including piccolo, fl ute, French horn, glockenspiel, jew’s 
harp, violin, viola, and cello. It is now time to turn to all these colors and 
more, in chapter 4.


