










































































































































































































































































































































































rock anthem performance is the lack of leadership from either group and a sense of
equality. The focus seems to become the music and the event, with a conjoining of
the audience and band as one performer. There is a union of audience members and
the band, which creates a communal expression that aligns individual, personal
responses and motor reactions to the music.

Most importantly, as we have seen, this ‘singularity mode’ and the equality
which goes with it are achieved through forms of praxis particular to the rock
anthem, namely the alignment of gestures (symmetrical hand clapping and the
asymmetrical mass swaying) and unison group singing. The ‘mode of singularity’
ultimately forms a strong bond between the performers and the audience, creating
conditions that could be described, after Lull, as a ‘ritualistic communal expression’
evoking ‘certain sentiments that may not be achieved any other way’.27
Collectivity

The gestural participation that unites the members of the audiences can be
explained by the desire of audience members to achieve a sense of group belonging
through the experience and the performance of the music. According to Marx and

Adams,

‘collective behaviour is group behaviour, not the behaviour of isolated

individuals. It is social and involves persons responding to each other or

. 208
the same stimulus.’

The behaviour of the audience usually indicates a strong influence from the
rest of the group that causes a ‘levelling’ process to occur.??”’ This levelling process
can be observed as individuals in the audience effectively agreeing with others and
consenting to participate. As Sprott states, ‘o individual wants to be seen as
different or too far from the average.’*'’ The synchronisation of the band and the
audience creates a sense of boundary loss and produces a group unity. This

‘boundary loss’ as described by McNeill occurs due to ‘a blurring of self-awareness

207 James Lull, ‘Listeners’ Communicative Uses of Popular Music’ in Popular Music and
Communication ed. by James Lull (Sage publications Ltd, London, 1987), pp. 140-74 (p. 149).
208 \1arx and McAdams, Collective Behaviour and Social Movements, p. 1 1.

209 Wwalter John Herbert Sprott, Human Groups (Harmondsworth: Penguin, 195 8), p. 109.

210 1pid.
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and the heightening of fellow-feeling’ through the participation and interaction
between the audience and the band. *!!

Rock anthems induce a form of ‘participation in collective ritual’ that gives
the audience a unique identity that other rock songs are unable to achieve, taking the
participation beyond the ‘duality’ stage to attain an audience-band collaboration
mode of ‘singularity’.*'* Through the sustained interaction, the dominance of the
performers gradually dissipates to the point where there is equality between the band
and audience. The audience become performers with the band and this idea of a
‘singularity” refers to not only the simultaneous performance of gestures as we saw
above, but also to the idea of one performer: the conjoining of the band and audience
as one music making group.

The feeling of solidarity that can be achieved amongst the band and audience
is significant, particularly as it encompasses every member of the audience. Fonarow
discusses in her paper ‘The Spatial Organisation of the Indie Music Gig [1995]" how
audience/band interaction is more prominent further towards the stage and dissipates
towards the back of the audience.?’® In her discussion, Fonarow emphasises the clear
correlation between the level of interaction and the individual’s placement within the
audience and observes that ‘physical proximity, physical activities such as movement
that correspond to the music’s rhythm and visual concentration on performers are
socially constructed markers of alignment’.?'* The unison and alignment of the
proxemic behaviour as previously discussed, visually defines the ‘singularity’ mode
that encompasses the entire audience and illustrates the collectivity of the band and
audience.

The ‘singularity’ produced by the rock anthem is visually demonstrated by
the alignment of the gestures by crowd and the band throughout the entire audience.
Rock anthems seem to be emerging as culturally distinct in contrast to other songs
and musical concerts as the unique aligned collective behaviour has become a visual
identifying feature of rock anthems. Participation during the performance of rock
anthems demonstrates collective behaviour that is different from conventional

audience behaviour. This collective behaviour is now emerging as the conventional

211 McNeill, Keeping Together in Time, p.8.

212 Ibid., p. 2.

213 Fonarow, ‘The Spatial Organisation of the Indie Music Gig’, pp. 360-9.
214 1bid.. pp. 360-9 (p. 368).
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behaviour in the performance at rock concerts generally. It seems the ‘anthem’ may
be becoming a hegemonic form.

As we have seen, there seem to be what we can call initiators rather than
leaders in a rock anthem performance. However, it is worth highlighting that a
duality of initiators in other crowd-performance contexts may prove contentious. In
demonstrations, for example, there is also collective behaviour and common goals
and aspirations. Yet this is hardly ever without what Tarrow calls ‘contentious
collective action’.?" It could be argued that rock anthems demonstrate a form of
crowd control through collective behaviour and the ‘totalitarian’ state that is created
may be compared to mass rallies, such as the Nuremburg Rallies (also known as
Parteitage). The rallies were a way of demonstrating the strength of the Nazi
movement through the aligned gestures of the leading participants and the collective
action. However, while these rallies could be regarded as authoritarian and
manipulative displays for the German public, the alignment and collective behaviour
in rock anthems are a display of the result of the music’s ability to induce
participation.216 They are, in short, relatively democratic.

The involvement of people in such a dynamic way through participation gives
an intense feeling of solidarity to those involved in the musical event. Music has a
strong integrating potential, which is highly salient in the performance of rock
anthems. It seems to me, at least, that rock anthems, above all other types of rock
songs are the strongest form of music for creating a community and not least, the
‘rock community’. The final section of this chapter will consider the notion of rock

communities and role of rock anthems in providing a communal experience.

The Rock Community

The aim of rock according to Wicke ‘was from the start directed not at the
experience of individuality but at the experience of collectivity’.2'’ Frith applies this
notion to his idea of the rock community in which he believes that there 1s a
fundamental union of the performers and audience. For there to be a conjoining of
both groups in order to produce one performer, the music must be conducive to

providing a communal experience, collectivity and collective behaviour. As I have

215 Sidney Tarrow, Power In Movement. Social Movements and Contentious Politics, 2nd edn,
(Cambridge: Cambridge University Press, 1998), p. 3. . o
216 1 ouis L. Snyder, Encyclopedia of the Third Reich (Hertfordshire: Wordsworth, 1976), pp. 252-3.
217 wwicke, ‘Rock Music: A Musical-Aesthetic Study’, 219-43 (p. 228).
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already shown, the collective behaviour in the performance of rock anthems
demonstrates a communal experience. I now want to suggest that such experience
plays a key part in the creation of a rock community. As Frith states, “‘community’
became something that was created by the music, that described that musical
experience’. This formulation seems to fit very well the case of rock anthems.2'®

The rock community for Frith had ‘always been an imaginary ideal’.?"”
However, [ wish to argue the point that the rock community is not just a notion, but a
form of musical-social praxis. The evidence presented thus far in this thesis is
precisely describing and commenting on the creation of a rock community through
rock anthems. Not only do rock anthems exist, but their ability to create a real rock
community is visually demonstrated by the alignment of gestures and the production
of a singularised state. Arguably, then, rock anthems are the ultimate songs for
inducing the rock community.

The use of the term ‘community’ in this rock context implies a collective
feeling of sentiments, music reception and solidarity. A community can be formed
through common expression for the music as ‘some listeners identify strongly with
specific types of music and demonstrate their loyalties according to preferences held
for particular genres’.??® The ‘rock community’ that is created through the
performance of rock anthems is centred on this experience. Frith describes the rock
community as being ‘a sensation’ alluding to the various emotional states
experienced by the band and audience.??' These emotional states experienced during
rock anthems were commented upon by the interviewees who noted similar feelings
of emotion including pride and a sense of belonging, as evinced in the following
comments: ‘makes you feel great’ and ‘brings everyone together’ .

Interpreting responses such as ‘makes you feel great’, which are generalised
states of emotions is not straightforward. The responses do, however, indicate the
participants’ enjoyment and satisfaction whilst also denoting common collective
emotions and feelings. Another collective term that was used to describe the
communal experience of rock anthems and the rock community is ‘emotional’. One

respondent referred to rock anthems as ‘emotional’, which could be interpreted as

218 Simon Frith, ‘The Magic that Can Set You Free: The Ideology of Folk and the Myth of the Rock
Community’, in Popular Music, 1 (1981), 159-68, (pp. 166-7). ' .

219 K eith Negus, Popular Music in Theory: An Introduction (Cambridge: Polity Press, 1996), p. 150.
20 11, “Listeners’ Communicative Uses of Popular Music’, pp. 140-74 (p. 144).

221 Erith, ‘Myth of the Rock Community’, 159-68 (p. 164).

222 Interview of 20 rock fans, Prestatyn, North Wales, 10 May 2003.
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indicating a range of states and feelings that were experienced. The use of
‘emotional’ does not distinguish specific emotional states, nevertheless, the
description could encompass other emotional states named by the respondents such
as ‘feeling proud’ and being ‘inspired’. Perhaps most importantly it connotes an
intensity of experience.

The main point to be made here is that all of the emotions mentioned by the
respondents above are visually intensified and displayed through the use of gestures
and bodily movements. Moreover, ‘emotion’ can also be descriptive of the
singularised state, the overall performance and the affective experience of the rock
community, resulting from the performance of rock anthems.

My argument that rock anthems help to produce rock communities and that
the rock community goes beyond an ‘imaginary ideal’ can be exemplified in the
1985 ‘Live Aid’ concert. Charity concerts such as the ‘Live Aid’ event are centred on
common causes and have the ability to emphasise ‘community and togetherness’.*?>
Regardless of the subsequent criticisms (from political to cultural) surrounding the
concert, the main aim was to raise money for humanitarian aid through the
assembled performances of established and well-known musicians and bands.*
What was perhaps most revealing at ‘Live Aid’ was the evident creation of the rock
community during Queen’s performance, of what could be described as their set of
rock anthems.

The audience members at the ‘Live Aid’ concert can be viewed as, firstly,
rock fans supporting a particular band or performer and, secondly, contributing to a
quasi-political cause. If, as in the case of the Queen set, the songs induce
participation from those audience members other than their own fans, and some
could have been experiencing Queen for the first time, it can create solidarity and
give the feeling of strength in numbers: it is a community that wants to help the
victims of the famine. One of the fans interviewed described a rock anthem as being
a song where ‘everyone knows it, even non-fans’ emphasising the point that its

simple and memorable form makes it accessible to the crowd, regardless of the

singer.225 Rock anthems effectively transcend fan groups.

223 Shuker, Understanding Popular Music, p. 279. . N '
224 gtan Rijven and Will Straw, ‘Rock for Ethiopia (1985)’, in World Music, Politics, and Social
Change ed. by Simon Frith (Manchester: Manchester University Press, 1989), pp. 198-209.

225 Interview, Prestatyn, 10 May 2003.
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The gestures performed by Freddie Mercury were highly appropriate in
initiating interaction and inducing participation throughout their musical set.
Mercury’s ability to use the rock anthems to reach out and connect with the whole
audience at Wembley stadium resulted in a unique connection with the audience. As
a non-participant observer this is evident from the videos and clips shown of Queen
at ‘Live Aid’. Long shots of the audience show the audience members’ hands
clapping simultaneously, singing along or taking over the lead vocals from Mercury
as he hands over the microphone as a gesture of the band and audience being equal
performers. The simultaneous clapping by the audience was a powerful visual image
and encapsulated the spirit of the day and entire event, and has become the
conventionalised visual element of rock anthem performances. This created the sense
of inclusion, focused the audience, induced participation and enabled the audience to
feel part of a ‘rock community’.

If the link between the band and audience was created through the music, in
this case rock anthems, then the unification of the audience and band can be seen as
community formation in that the audience were devoted to pulling together for a
single cause. In other words, there is a common goal that the individual members of
the audience connect or aspire to. The songs’ use of the pronoun *we’ emphasised the
unity of the band, live audience, mediated audience and (for these participants at
least) the Africans too, heightening the feeling of ‘togetherness’ and solidarity. The
bodily movements that emphasised the pronoun ‘we’ were more significant within
this context and communicated solidarity and common sentiments. A ‘rock
community’ was thus demonstrated by communal expression and collective
behaviour. In this example, the ‘rock community’ extended to encompass the bands,
the audience, and the viewing worldwide audience creating a vast united collective.

Although the goal and main focus of the ‘Live Aid’ concert is externally
placed, it gives the audience/band interaction and participation a specific function via
the generation of collectivity. This in turn creates a type of meta-union of music fans
with a similar background and taste, momentarily united in a political/social cause.
which extends far beyond the traditional scope of a rock concert. Although the
interaction occurs during the concert, the feedback and audience response is

addressed beyond the event, making the interaction and collectivity highly

significant.
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Conclusion

In this chapter I discussed the significance of gestural participation in rock
anthems performances and highlighted the various bodily movements and gestures
involved. Rock anthems appear to be widely appealing and accessible because of
their musical simplicity that induces participation, both vocally and in a gestural
manner. It is these attributes of rock anthems that lend themselves as suitable
stadium songs and induce audience participation that is visually distinctive and
observed throughout the entire crowd.

The gestures and bodily movement are integral to the audience/band
interaction as they have ‘real consequences for subsequent interaction’.22® That is, in
order for the interaction to create solidarity and collectivity, the various gestures and
bodily movement must be generally comprehended and latterly performed by the
audience. This in turn means that the gesture space must go beyond that of the
performer so that it ‘encompasses not only his body" but the space of the audience.??’
Gestures and bodily movements such as ‘reaching out’ seem to include the
surroundings of the participants, such that connection and interaction pervade the
entire concert setting.

The gestural participation involves various forms of non-verbal
communication such as clapping and swaying, as a means of forming audience-band
interaction. The rapport between the band and the audience through the gestural
participation results in the two parties having joint ownership of the song, as they
both become involved in the production of the performance of the song. The band
therefore becomes less important as the focus shifts to collective action and the mass
performance of the song.

In its most fully developed form this tendency can be characterised as the
mode of singularity; the point at which there is a high level of band/audience
interaction and gestural participation becomes aligned throughout the entire venue.
The mode of ‘singularity’ is a way of distinguishing rock anthems from other rock
styles and genres and, as such, emphasises the importance of collective behaviour
and the role of the audience as co-initiators and music makers. My reference to the

formation of a rock community through the performance of rock anthems aims to re-

226 Charles Goodwin, ‘Gesture, Aphasia, and Interaction’ in Language and Gesture ed. by David
McNeill (Cambridge: Cambridge University Press, 2000), pp. 84-98 (p. 91).
227 1bid., p. 92.



affirm the ‘rock community’ not only as a discursive formation, but also as a social-
musical praxis constituted through collective behaviour and aligned gestures. The use
of ‘Live Aid as an example shows how synchronised actions, aspirations and
intentions can form a unity that may indeed be described as a ‘rock community’.

The audience’s pre-knowledge of the accompanying gestures can be achieved
either through previous participation at concerts, or, and more significantly, through
music video. The pedagogical effect of music video is to ‘instruct’ the viewers as to
how and when to perform. The video acts as a document to conventionalise the rock
anthem’s participatory gestures. It thus plays a key role in the production of
collective behaviour, gestural alignment and singularity of performance. Moreover,
the video has become an important vehicle for the worldwide transmission of
knowledge about rock anthems and their accompanying gestures.

Rock anthems have retained their historical link with national anthems and
emphasised the anthem’s historical role of producing collectivity. The rock anthem
can be used as a paradigm for the production of collectivity and unity, particularly in
other contexts such as sports. In the next chapter I will consider the various new
‘anthem’ forms that have developed subsequently and examine issues of continuity

and change with reference to the archetypal form of the rock anthem.
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CHAPTER 4

Beyond Rock Anthems: The Scope of the Anthem Broadens

The growing significance of rock anthems has paved the way for the
emergence of the ‘anthem’ as a genre in wider contexts, implying broadening levels
of acceptance and validity of the use of the term. Rock anthems (as discussed in
Chapter 3) have become the benchmark for contexts of audience participation and
interaction and in this chapter I examine how the ‘anthem’ has developed to become
a new and distinctive genre, in terms of musical form and social context, in fields
beyond rock. Such a development, it will be argued, encapsulates both continuity
with, and change in, the tradition of the national anthem and the rock anthem. Thus,
while affirmation of collective identity is still the main function, newer
appropriations of the ‘anthem’ take place within smaller and more diverse groups.

As Chapter 1 illustrated, anthems have become synonymous with and
representative of collective sentiment, whether patriotic or nationalistic. This chapter
will discuss new ‘anthem’ types, which seem to play a key role in defining a group of
people and establishing and/or confirming unity, demonstrating the development of
the ‘anthem’ as a musical-social practice. Another point that will also be considered
is the semantic development and transformation of ‘anthem’ as a term. The
placement of epithets alongside ‘anthem’ to indicate a community or group, or as a
method of categorising and labelling has become a major part of the increased
vernacular use of the term ‘anthem’.

This chapter attempts, if only partially, to identify two examples of how
continuity and change combine to form new ‘anthem’ types; ‘football anthems’ and
‘dance a.ﬁthems’. The social role and musical form in each anthem group (football
anthems and dance anthems) are distinct, both from one another and from the rock
anthem, which we may consider as the archetypal ‘anthem’ type in the contemporary
period. Nonetheless there is at the same time strong continuity between them all. In
highlighting the different musical-social roles of football and dance anthems, 1 will
show the diversity of the ‘anthem’, and the development of distinctive ‘anthem’

types. Paradoxically it is this diversity, which has enabled the ‘anthem’ to spread

across social and musical space.



Arguably it is the influence of media and mediation that has led to this
ubiquity and widespread use of the term “anthem’. For this reason, before any
discussion of the specific application of ‘anthem’ in a sub-cultural group, it is first

necessary to address the role of mediation in this practice.

Anthems and the music industry

The mediation of the term ‘anthem’ by record companies and music
journalists has arguably contributed to the spread of the ‘anthem’, not just as a socio-
musical form, but also as a socio-musical label. T will firstly discuss the record
companies’ role, highlighting the significance of ‘anthem’ compilations and the use
of ‘anthem’ as a term in a commercial context.

The vast, commercially available types of ‘communication media’, for
instance compact discs, have played an important role in the wide-spread use of
‘anthem’.?? Drawing on sources such as online record shops such as Tower Records,
the amount of different ‘anthem’ compilations that are available is clear evidence of
the growing ubiquity of the term ‘anthem’. All of the ‘anthem’ compilations listed in
Appendix 2 use ‘anthem’ as a title for the collection of songs as opposed to referring
to distinctive genres in terms of style or provenance.”?® In this context therefore,
‘anthem’ makes for a broad label rather than specifying a fype of anthem. The record
companies’ use of the term ‘anthem’ in this commercial context, however, is
interesting and raises questions as to why it is used as a descriptive, labelling device.

In reference to the ‘anthem’ compilations listed in Appendix 2, the use of the
term ‘anthem’ seems to identify a collection of songs that are distinctive, most
recent, best selling and valid in terms of being selected from other songs in the style
or genre. In this sense, ‘anthem’ acts as an indicator to the consumer of a worthy
compilation of songs; it has virtually a canonising function. If we take the examples
Trance Anthems and Rave Anthems, ‘anthem’ is used in this context as a title to
describe a selection of songs that are represented by the record companies to be the
‘best’ of their style or genre. In effect the word ‘anthems’ could be substituted with
the word ‘hits’ to produce the titles, Trance Hits and Rave Hits. It seems likely that

the consumers would clearly infer both titles as being compilations of popular or

228 John B. Thompson, The Media and Modernity: A Social Theory of the Media (Stanford, California:

University Press, 1995), p. 24.
229 Anthem list compiled from http:/uk towerrecords.com accessed 17 November 2004.
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best-selling songs. However, considering the variety of albums that use the term. it is
clear that ‘anthem’ has become a significant label. If we take another example from
Appendix 2, the compilation album Deep Purple Anthems, *anthem’ seems to be a
replacement for the widely used ‘greatest hits’ title, often applied to the oeuvre of
one artist or group. The title Deep Purple Anthems thus presents a compilation of
Deep Purple’s hits and best known songs, highlighting the collection of songs as a
definitive Deep Purple album. The above examples demonstrate the use of ‘anthem’
as an indicator and way of determining hit songs in an appealing way, to the
consumers. Moreover, the compilers of ‘anthem’ compilations and the record
companies present themselves as arbiters of taste for all types of styles and genres
and arguably to use the term ‘anthem’ emphasises their position as such. What is
important for the present argument is that the term ‘anthem’ is seen as having such
prestige and currency by the recording industry.

The term ‘anthem’ as a socio-musical label can also be subject to further
qualification through the use of associated epithets. Compilations such as Classic
Rock Anthems and Power Ballads: The Greatest Driving Anthems in the World...
Ever! exemplify the use of adjectives such as ‘classic’ and ‘greatest’ to further
enhance the appeal of the songs.*® In the first example, the term ‘classic’ could be
considered as referring to and emphasising the longevity and popularity of the songs
(despite many of the songs having being written over a decade ago). In the second
example, ‘driving’ refers to the suitability of the compilation album as being as ‘in-
car’ music. If we consider the use of ‘driving’ in musical terms, Wicke describes the
‘drive’ of a piece of music as being the ‘motoric intensity of music’, relating to the
‘density of metrical and rhythmical accent-patterns’ and this is often created by the
continuous driving rhythmic pattern created by the combination of the bass and
drums.?*! With this in mind, the combination of the attributes of the rock songs with
the continuous movement of vehicle emphasises its suitability as music to drive
along to, giving the title of the compilation album a more substantial meaning.

I have pointed out the wide use of ‘anthem’ as a canonising label, but in such
cases the term may in fact be used to describe songs that are indeed types of anthems
in the senses, which we have discussed earlier. Rock Anthems is the title of a

compilation album that refers both to the collection of the best rock songs, and

2% See Appendix 2 for full track listing.
21 wicke, ‘Rock Music: A Musical-Aesthetic Study’, 219-43 (p. 228).



implies that the songs belong to the rock anthem genre. In many cases, however. the
use of ‘anthem’ as a label is not as clear cut in describing a set of anthemic songs or
anthems. As I have stated, the evidence from record shops shows that *anthem’ has
become a title to describe a collection of songs, which do not necessarily depend on
audience participation, and have a corresponding musical form. If we consider this
point, the implication may be that at the very moment that the ‘anthem’ is becoming
ubiquitous, it is also losing its identity. Certainly, the definitive compilations of
‘anthem’ types presented on CD over the last few years cannot be taken as final and
absolute in their definition of the ‘anthem’ as a genre. In view of this, we ought to
consider limit cases where there is nof a strong consensus about the ‘anthem’ status
of songs.

The results of the rock anthem questionnaire showed a strong consensus of
agreement among the respondents, particularly with the songs ‘We are the
Champions’ and ‘We Will Rock You’. The status of these songs as rock anthems was
widely agreed. However, there was conflicting opinion over many of the other songs.
The varying degree of ‘anthemness’ in a song is clearly, then, subject to opinion,
suggesting that people’s subjectivity is crucial in determining a song as an ‘anthem’.
Although one of my aims in this thesis is to highlight attributes that constitute songs
as rock anthems, rock anthems and other ‘anthem’ types will ultimately remain, to a
point, subjective. I shall consider the notion of subjectivity further by comparing four
different rock anthem compilations.

The compilation albums Rock Anthems (a compilation of songs given away
free with the ‘Mail on Sunday’),*> Driving Rock Anthems, Power Ballads: The
Greatest Driving Anthems in the World... Ever! and Classic Rock Anthems, employ
‘anthem’ in the title in a way that seemingly refers to the album as being a collection
of rock anthems. If this is the case, then it seems reasonable to assume that the
general consensus of songs such as ‘Queen’s ‘We Will Rock You’ and Bon Jovi's
‘Livin’ on a Prayer’ as paradigmatic rock anthems, should result in their inclusion on
the albums, if indeed the album is collection of songs from the rock anthem genre.

By comparing the track listing for each rock anthem compilation, it would
seem reasonable to suggest that many tracks would cross-over and appear on both

compilations. Both the Mail’s Rock Anthems and Power Ballads: The Greatest

22 0D appeared with ‘The Mail on Sunday’ 25 April 2004 (CD2 released 2 May 2004).



Driving Anthems in the World... Ever! contained Poison’s ‘Every Rose Has Its
Thorn’ in the track listing, while Classic Rock Anthems and the Mail’s Rock Anthems
shared Hawkwind’s ‘Silver Machine’, Canned Heat’s ‘On the Road Again’ and
Motorhead’s ‘Ace of Spades’. The full track listings, as listed in Appendix 2, show
little crossover of songs and a vast variation in rock anthems. What we can deduce
from the heterogeneity of the track listing across the albums, and from the fact that
manifestly key rock anthems by artists such as Queen, Bon Jovi and Europe have
been omitted, is that the album presents rock ‘hits’ rather than rock anthems in the
terms, which we have been using in this dissertation.?*> Moreover, the accompanying
article to the Mail’s Rock Anthem described the compilation as ‘30 tracks from the
world’s biggest rock artists’ highlighting the use of ‘anthem’ in the album title as

meaning ‘hits’, ‘best-selling’ and/or ‘most popular’.**

If the intention of releasing such a compilation was to create a definitive list
of rock anthems, then factors such as record company restrictions or expense may
affect and determine the final choice of songs. There may be some record companies
for instance that disallow the use of certain songs on compilations. Similarly.
copyright and royalty payments for the use of songs may prove too costly for “The
Mail’, affecting the compilation track listing. The use of ‘anthem’ as part of an
album title and label can therefore be misleading. On this occasion, however, it
seems that the use of ‘anthem’ refers to classic hits or songs identified as being of the
rock genre. The comparison of the anthem track listing and use of the ‘anthem’ as a
label, raises the question of what criteria are used in order to determine which songs
are rock anthems and create the track listing. What can be deduced is that it seems
the ‘anthem’ has become a general purpose marketing label, thus obscuring the
specific socio-musical practice on which that label was originally based.

Given the complexities that have arisen so far in this chapter, concerning the
way ‘anthem’ is both a discursive label and socio-musical practice it might be fruitful
at this point to clarify the associated meanings of ‘anthem’ as a label, rather than in
terms of the socio-musical role of the song. The compiling and labelling of songs as
being distinctive and instantly recognisable seems to suggest that the term ‘anthem’
has become emblematic. As ‘anthem’ is seemingly being used to describe a song as

‘the best’. This connotation can be explained by the suggestion that there is a higher

233 See Appendix 2 for full track listing of rock anthems compilations.
24 The Mail on Sunday, 25 April 2004, p. 7.



regard for anthems, but this notion requires further explanation and consideration of
how emblems work.

Emblems traditionally are a means of gaining instant recognition and
achieving a higher symbolic status. Image and strong visual identity ensure a
memorable and sustainable recognition, implicit of longevity, class and success. In
football for example, most teams are named ‘emblematically after a particular
‘place” where the team’s name alone represents a society of players and fans.?** The
use of emblem in this context is significant particularly where football teams have
their own kit, colours and emblem that make them visually identifiable and
distinctive. If the emblem of the ‘three lions’ is a visual representative of the England
football team, then the song ‘Three Lions’ could be regarded also as a quasi-emblem,
or perhaps a musical emblem. The band Queen also used a symbolic emblem of a
crest, which formed part of their identity.*® The crest alone is representative of a
band and is instantly recognisable as being associated exclusively with Queen. These
qualities are important in the promotion and commercial element of groups such as
music groups and football teams. In the context of music promotion if a song is
described as an ‘anthem’, it suggests the song has been exclusively selected and
therefore seemingly distinctive.

The increased usage of the term ‘anthem’ to identify and qualify songs has
given the term a potential for representation. In much the same way as flags are
emblematic, representing and symbolising a country or nation, anthems seem to also
act as a musical emblem or at least to have developed in the way people understand
its meaning. The historical development and the spread and change of the term
‘anthem’ means that to understand ‘anthem’ in different contexts, people rely on
their previous understanding of the term as part of a ‘chain of related concepts’.*’
Conversely, as emblems are a visual sign, it is more appropriate to regard anthems as
a myth.

According to Barthes, myth is ‘a system of communication’.”*® Fiske sums up

the basic concept of myths as ‘culture’s way of thinking about something, a way of

235 Richard Guilianotti, Football: A Sociology of the Global Game (Cambridge: Polity, 1999), p. 15.
26 An example of the use of the crest can be found on the album cover for Queen’s ‘Greatest Hits 2’
(Parlophone PMTV 2, 1991)

237 John Fiske, Introduction to Communication Studies (London: Methuen, 1982), p. 93.

28R oland Barthes, Mythologies, trans. by Annette Lavers (London: Jonathon Cape, 1972), p. 109.
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conceptualizing or understanding it’.?** The connotative qualities that are associated
with anthems and the use of the term allow the general understanding of the term to
be implied without being defined, which in turn creates the various uses of the term
‘anthem’. The active use of the terms ‘anthem’ and ‘anthemic’ by record companies
and music journalists, possibly without meaningful consideration, shows that the
general understanding of the word has evolved through related and past associations.

In Mythologies, Barthes emphasises that ‘myth has in fact a double function:
it points out and it notifies, it makes us understand and it imposes it on us’, a notion,
which can be related to the use of the term ‘anthem’.?*® No longer does the term
‘anthem’ refer exclusively to the national anthem. The term may describe a specific
genre or anthem type in addition to being a descriptive term and labelling device. We
have now come to understand that ‘anthem’ has become part of the vernacular and as
a consequence has attained different meanings, which need to be understood in a
variety of contexts, in order for the signification of anthems to be understood.
Although it seems impossible to see how early forms of anthem are related to dance
music and how the term ‘anthem’ identifies ‘the best’ and implies co-presence, it is
through a chain of associations and notions, which has formed the most recent
understanding of the term ‘anthem’. The original definitions and associations of the
anthem remain in order that the production of collectivity and the inducement of
group participation remain the central feature of anthems.

The paradox then is that while mass mediation of the ‘anthem’, especially
through CD compilations, has had this effect, it has at the same time played a crucial
part in spreading the ‘anthem’ as a practice to new constituencies through new styles.
One such case is that of dance anthems. The next section will consider the spread of
‘dance anthem’ from its use in compilation titles to its emergence as a new type of

socio-musical practice.

Dance anthems

There are numerous uses of the term dance anthem, most of which appear in
compilations as shown in Appendix 2, and will form the basis for discussing this use
of ‘anthem’ in this broader context. As we will see in the following section, the

current ubiquitous term dance anthem could be compared to gay anthems in the sense

239 Fiske, Introduction to Communication Studies, p. 93.
240 Barthes, Mythologies, p. 117.
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that it does not refer to the singular gestural audience/group response as seen with
rock and football anthems but rather the representative use of the term to identify
subcultures.

Given the extensive evidence of ‘dance anthem’ compilation CDs, the term
has become intentionally linked to advertisement and promotion. This preoccupation
with the use of the term ‘anthem’ to label, identify or categorise various groupings
has become significant in the last decade, particularly when new categorisations are
needed to distinguish new, different or important songs from the established or
generally understood canon. To explain this further, the now popular term ‘dance
anthem’ has been coined to distinguish a definitive song from the overall dance
music genre. When the term ‘anthem’ is placed after an adjective, it instantly
subcategorises the new term in relation to its overall genre. Through the
supplementation of the term ‘anthem’, it implies an additional validity to the song
purely by association, a process that automatically signifies added value. This
process is redolent with the historical association of anthems, in particular national
anthems.

National anthems have a history of importance and continue to play an
important role in public events. The representative role of anthems means that they
are distinguishable from other songs and it is this association, subconscious or not,
that has a direct influence on the understanding of the recent use and development of
‘anthem’. Dance anthems, as a term or description is an evocation of music that is
currently successful and popular in the dance clubs. To the record companies and
promoters of these songs, the special meaning of the term ‘anthem’ by implication
helps in promotion: it is a marketing label of the sort we have just been examining.

Yet, the term also has a strong function of constructing a group identity, a
notion of belonging-together through dance. We can see this in the use of the term on
flyers, posters and compilation albums. The addition of the term ‘anthem’ to
promotional flyers adds status and implies a distinguished choice in addition to
informing people that the most popular and cutting edge dance tunes will be heard at
their club. Dance club promoters seemingly use the term ‘anthem’ to intentionally
highlight further subcategories in dance music in addition to adding further
qualifications, for example, ‘progressive piano anthems’. The illustrations below

show examples of the use of the term, such as the promotional flyer for the ‘Code’
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club in Manchester that advertises ‘piano anthems’. Here the group building aspect

of anthems is clearly to the fore.

Figure 4.1 ‘Code Club’ piano anthems promotional flyer

Piano anthems and old skool classics to bring back those tingles!
Basement: Old Skool classics from 1990 - 1995 Ground: Piano house classics from 1988 - 1994

Saturday 17th: Saturday 24th:

On three floors Dave Rofe (Hacienda) Jon Dasilva (Hacienda)
Generation X Big Danny (Too Kinky) Darren Green (MVITA)
10-2.30am XTC Danny Kay

£5 all night. Rob Thurston (Maximes)  Alix Walker (FirstLight, Flux)
Pint of Heineken £1.50, Selected Spirits £1.00 info: 0161 236 4899

The advertisement shown in figure 4.1 uses the term ‘piano anthems’ in the title
statement to inform and advertise the music played in the ‘Code’ club. Although the
music is referred to as ‘piano house classics’ (form of dance music that was popular
in the acid dance houses from 1988 to 1994, identifiable by the prominent piano in
the music) in smaller writing underneath the main title, it appears in bold as ‘piano
anthems’. In using a different description, the musical style has not changed although
it alludes to being, from the promoters’ point of view at least, a substantial and
informative way of suggesting the ‘best’ music of that style and era. In this context,
the term ‘anthem’ is intended to gain attention. Another use of the term ‘anthem’ is

shown below.

Figure 4.2- Anthem compilation album advertisement

Progressive Anthems.
i T, —

i il

5 AT N W%ty e 2 a4
The Best Progressive Chocolate Puma,
House & Trance. Way Out West, Riva,
Featuring Dirty Vegas, Members Of Mayday,
Storm, DJ Tiésto, Boris D’Lugosqh,
Delerium, Tomba Vira, Ben Shaw & Trisco.

Fatboy Slim, X-Press 2,  2xCd. 18.06.01.
Y



Figure 4.2 above shows a promotional advertisement from the NME used in
the marketing of a compilation CD entitled ‘The Best Progressive House and
Trance’.**! The advert used the heading ‘Progressive Anthems’, which again
suggests that the term ‘anthem’ is a valid and meaningful term to imply the best
music of its type. Both examples of the term ‘anthem’ in figures 4.1 and 4.2 highlight
‘anthem’ as an efficient word or a short hand version of implying the best tunes and
most popular. ‘Anthem’ has seemingly become an identifiable, instantly recognisable
word, with implied meanings of currency and popularity, yet also group belonging.

‘Dance music’ or ‘urban dance music’ is an increasingly specific term that
refers to ‘contemporary forms of DJ-orientated music, such as house and techno’
distancing itself further from commercial or popular dance-chart music that has
elements of ‘disco’.*** Bennett highlights the dance industry’s need to increase its
status as ‘serious’ music and the preoccupation of the DJs, media, promoters to do
so, therefore creates a need to promote and market the songs as significant. If this is
the case, then the creation of new terms such as ‘dance anthem’ for promotion and
labelling is needed as a way of validating and encouraging the significance of dance
music in the industry. In addition to being a promotional tool and a way of selecting
‘the best’ or music that demands greater respect from its audience, there are other
implications involved in using the term ‘anthem’.

Contemporary dance music encapsulates styles including deep house, piano
house, happy house and hard house, all of which ostensibly lead to the loss of the

individual and the shift in nature towards ‘tribal groups’.

‘Tribal identities serve to illustrate the temporal nature of collective

identities in modern consumer society as individuals continually move

between themselves accordingly’.zé"3

In this context “tribes” are not the accepted related groups sharing language
and culture, but a way of describing the social unison of ‘simple tribal societies’ that

both Lomax and Middleton refer to, with regards to the social rather than individual

241 New Musical Express, 16 June 2001, p. 39.

242 Andy Bennett, Popular Music and Youth Culture: Music, Identity and Place, (Basingstoke:
Palgrave, 2000), p. 73.

243 Bennett, Popular Music and Youth Culture, p. 80.
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244 With the emphasis being on dance and body

reaction to music performance.
movement rather than vocal participation, it is through the dancing to the music that
this social interaction, which forms a collective identity or rather social unison, is
experienced with many club goers.

During the performance of anthems by dancers in clubs, social processes such
as the sense of boundary loss takes place as the group of club goers begins to form a
collective identity. Whereas the collective action in rock anthems from both the
audience and band unite to create one performer, in the dance context, there is a
sense of boundary loss between individual club goers. Initially, the dance moves are
individual, non-specific and uncoordinated, however, mass dancing leads to the
eventual loss of individuality due to the ‘iterative structure which interpolates the
subject-in-dance, producing trance-like states and dissolving individual identity’.>**
The repetitive beat continues relentlessly only to be suspended by breaks in the
music during which high notes are sustained and held, without rhythmic
accompaniment. At this point of the music, simultaneity in the participants occurs as
the high register of the notes are acted out by the raising of the arms and the relaxing
of the body indicating a sense of euphoria. Although as Jason Toynbee describes it
dance music ‘presents itself as an absolute music which has immediate effect on
mind and body’, the use of ‘anthem’ in the context of dance anthems becomes
functionally representative, signifying a ‘community’ (a community defined by the
collective behaviour of the dance participants) in addition to a musical genre. **¢

The club goers therefore associate with other members of the ‘tribe’ through
shared experiences whilst forming a common identity with, and through, the music.
This process can be compared to the social process of identity construction that
occurs with gay anthems, where the music as a result has become associated with
groups of people and places. Dance anthems, as is the case with anthems in general,
consequently encapsulate the common ideas and experiences of a particular group.
The collective action of dancing (as opposed to the collective alignment of actions

synonymous with rock anthems) can be identified as a characteristic of dance

anthems and a significant development in the broadening use of the ‘anthem’.

2441 omax, Folk Song Style and Culture, pp. 156-7; Middleton, Studying Popular Music, p. 149.
245 Toynbee, Making Popular Music, p. 132.
2% 1pid., p. 131.
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The musical and textual structure of rock anthems induces audience
behaviour that can be observed as both symmetrical and aligned hand-clapping or
asymmetrical rows of swaying. In these respects rock anthems are quite distinct from
dance anthems. In both contexts nevertheless a community is created through the
encouragement of audience participation, whether through co-performance or via
mediation. Thornton refers to the exclusive nature of dance clubs and the exclusivity
of the dance community, in which non-members of the scene find it difficult to join
and become a member.?*’ Dance anthems seem to embrace this exclusivity by firstly
consolidating the group of club goers by establishing collective identity and
secondly, by affirming the dance community as being beyond the reach of non-
members.

The clubs and venues epitomise collective exclusivity and it is this idea that is
marketed with the CD compilations. When releasing a dance anthem compilation, the
record companies appear to be marketing a time and place, and, paradoxically, giving
access to those not part of the scene, (albeit in the form of the ‘best songs’ rather than
the atmosphere, which is difficult to recreate on CD). To those club goers who were
present and actively part of the dance scene, it offers a chance to own some of the
music as a type of souvenir, through which they can relive the experience. The term
‘dance anthem’ could then be regarded as a subgenre of not just the anthem genre but
of the meta-dance genre. ‘Anthem’ in this context is about participation in order to
become identified with a group, rather than the singing along or co-production.
Moreover, the use of ‘anthem’ in this dance context does not necessarily reduce the
exclusivity of dance music or increase popularity.

The most popular example of this is the constant release of the dance
compilation Ibiza Anthems. When a place name, such as Ibiza is placed alongside
‘anthem’, it is now identifying the group of songs that were the most popular and
successful on that island and marketing what was a collective identity. Additionally,
the social process of group identity construction takes place and the term becomes
representative of the group of Ibiza dance club goers. Ibiza is widely known and
described as the ‘dance music capital’ so by supplementing the album title “Dance
Anthems® with ‘Ibiza’, the place could be regarded as adding validity to the

compilation. The compilation is therefore branded as the ultimate collection of songs

247 Thornton, Club Cultures, p. 111.
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from the dance scene in Ibiza. The compilation is advertising a carefully compiled
collection of songs regarded as ‘the best’ of its time, whilst appealing to those who
were at Ibiza, as a reminder of their actual or imagined participation at a night club in
Ibiza.

Having presented the example of dance anthems, these distinguishable new
forms highlight the most recent development of the ‘anthem’ in terms of form and
function. As previously mentioned, anthems by tradition are part of a known
repertoire, however, dance anthems seem to be especially ephemeral and lack the
longevity that other anthems have shown, for example national and rock anthems.
The Ibiza Dance Anthem collection for example is released yearly and consequently,
the Ibiza Dance Anthems is replaced by the Ibiza Dance Anthems Vol. 2 compilation,
demonstrating that the songs are on average popular for a year and participation in
the dance scene is about currency.

Such is the nature of the dance music scene that it needs to constantly release
compilation albums and tap into the market of supplying ‘memories’ of summer to
the subculture of dance music fans. A rock anthem seemingly retains its description
of being an anthem, years after its release, in which ‘anthem’ may take on additional
meanings such as ‘timeless’ or ‘classic’. Dance anthem, on the other hand, is a term
that refers to dance tracks of the present time and once it has been replaced by a new
‘dance anthem’, it loses its initial ‘dance anthem’ title, implying it to be the ‘latest,
biggest dance track’. This lack of endurance may be an exclusive attribute of dance
anthems, or may perhaps indicate future uses and meanings of the ‘anthem’.
Nonetheless it clearly distinguishes rock anthems and dance anthems as different
types. In the former case participation and community are built on the notion of the
rock tradition, continuity and even heritage. In the latter case participation and
community depend on immediacy and the invocation of the present — ‘us, being here
together right now’. I will now turn to the example of gay anthems that are also built
around the idea of group representation and in which both institutionalisation and

sub-cultural aspects seem to be combined.

Gay anthems
Gay anthems it can be argued, do not demonstrate a continuity of the anthem
form as evident in the development of national and rock anthems. Gay anthems have

a significant social role in that they support the approval of identity of a sub-cultural



group of people. Moreover, gay anthems display differences in terms of musical
form and the legitimising function of the ‘anthem’.

The development of the participatory element is evident in the case of gay
anthems too, yet participation does not seem to be so strongly affirmed. Although
gay anthems do not induce the same observable participation as outlined in rock and
football anthems, the term ‘gay anthem’ refers to the ‘community’, which is created
from individual participation and involvement. The evidence of the use of the term
‘gay anthems’ can be seen on several compilation CDs as a title, which describes a
collection of songs that are associated with the gay community and also popular in
gay clubs.**® The discussion of * gay anthems’ will further exemplify the use of the
term ‘anthem’ in different contexts and how ‘anthem’ has achieved multifarious
meanings.

‘Gay anthems’, although heavily associated with the specific genre of disco
music, is both genre and sub-culturally defining. Whether stereotypically associated
with the gay club community or the gay community as a whole, this is due to the
historical roots of disco and the infiltration of disco music into the American gay
clubs, which has led to certain songs being described as ‘gay anthems’.

As Walter Hughes mentions, ‘disco music was one element in the post-
Stonewall project of reconstructing these persons medically designated
“homosexuals” as members of a ‘gay’ minority group, and of rendering them
individually and collectively visible’.*’ Disco became a central and important part of
the identification process and creation of a gay community, providing a means for
self-expression and entering into a subculture. The music becomes functional, in that
it ‘creates a form of freedom’, this freedom being the submission of the individual to
the music, that allows dancing as the primary form of sexual expression in the
context of gay clubs.®® By being a gay club-goer, it reinforces the individual’s

identity through means of association.

Self-concept is derived from memberships in social groups and social

categories. When people define and evaluate themselves in terms of a self-

28 See Appendix 2 for examples of gay anthem compilations.

29 Walter Hughes, ‘In the Empire of the Beat’ in Microphone Fiends: Youth Music and Youth Culture
ed. by Andrew Ross and Tricia Rose (London: Routledge, 1994), pp. 147-57 (p. 148).

250 Hughes, ‘In the Empire of the Beat’, p. 148.
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inclusive social category, the joint processes of categorization and self-

enhancement come into play.*"

Therefore, through the disco music in the gay clubs, gays are seemingly emphasising
their identity as being members of the ‘gay community’, whilst members outside of
the community are associating disco with the gay community. When a song is no
longer referred to as a disco song, but a gay anthem, it is the process of association
with the means, in this case the music that reinforced individual and group identity.
The music associated with gay clubs and representative of gay club goers, therefore
becomes known as anthems.

The term ‘anthem’ as in ‘gay anthem’ therefore seems to be indicative of a
song, which arouses common feelings, attitudes and behaviour through which the
process of self-categorisation is mutated into the confident assertion of group
identity. The song alone may act as a representative in this case or in certain contexts
(such as a club), as a catalyst for the transition from individualism to group
membership, enhancing social identity and reinforcing the subculture. Lull points out
that ‘some listeners identify strongly with specific types of music and demonstrate
their loyalties according to preferences held for particular genres’ and this seems to
be particularly the case with gay clubbers who enjoy the dance and disco genres, that
have dominated the gay clubs.?*? This preference may be due to the appropriation of
disco music in the way that Hughes describes: pleasurable subordination of the
individual to the group, and of the body to the beat. It may also bear on the highly
charged nature of certain disco lyrics that dealt with social issues, which as a
subculture, gay people identified with.

One song in particular that is synonymous with gay clubs and the gay
community and indeed has been packaged as a ‘gay anthem’ by the recording
industry is ‘I Will Survive’ by Gloria Gaynor, (a remix version is present on the
compilation album ‘The Best Gay Anthems of All Time Vol.1°).2°3 The lyrics are the
main element of the song that has facilitated its overall identity as a gay anthem,

whether the original recording or a dance remix version. The lyrics throughout the

251 Deborah J. Terry, Michael A. Hogg and Julie M. Duck, ‘Group Membership, Social Identity and
Attitudes’, in Social Identity and Social Cognition ed. by Dominic Abrams and Michael A. Hogg
(Oxford: Blackwell, 1999), pp. 280-314 (p. 284).

252 1 I, ‘Listeners’ Communicative Uses of Popular Music’, pp. 140-74 (p. 144).

253 \arious Artists, ‘The Best Gay Anthems of All Time Vol.1’, released December 11 2000,
Metrodome, METRO268.
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song suggest the hard times experienced by the person represented by the singer and
represent her strength despite the mistreatment suffered. The lyrics are sung in the
first person and it is assumed that the second subject referred to in the song is a male
character. This instantly appeals to a gay audience as it could also be sung by a gay
man and from his point of view.

The emotional timbre of Gaynor’s vocals also appeals to the gay club
community and this is exposed through individual and group vocal participation,
where the gay men and the female singer can vocalise their experience of oppression
whilst reinforcing their identity. From a social point of view, the song’s appeal in the
gay clubs seems to be demonstrated through its ability to induce participation along
with the attractiveness of singing, which could be seen as a form of individual
expression. This individual expression, however, seems to become a means of
creating group membership, as common experiences demonstrated through vocal
expression, constructing group identity. The participatory involvement of individuals
and groups of people exemplifies this song as a gay anthem. In order to further

understand its popular appeal, some textual features of the song will be highlighted.

Lyrics and the feminine subject

The nature of the lyrics in ‘I Will Survive’, which is written in the first person
not only refers to the singer on a personal level but on a wider scale. Any person
singing and participating with the song in a gay club is relaying their own personal
experiences through the song, where the ‘I’ in the lyrics becomes a collective ‘I The
song demonstrates some of the tough times that individuals of the gay community
have gone through and the battles fought, amongst many things, for their equal
rights. It becomes a song that reveals personal battles and yet is a song of strength
and triumph. Ostensibly, lyrics in general play a huge part in the production of
collectivity and the consolidation of the gay community within gay clubs.

Dyer makes the point that disco songs with lyrics about the fragility of
relationships, appeal to the gay male scene culture, reflecting “what the culture takes
to be an inevitable reality (that relationships don’t last)’.?>* Many disco divas tend to

sing about good and bad relationships and ‘express the intensity of fleeting emotional

254 Richard Dyer, ‘In Defense of Disco’, in On Record ed. by Simon Frith and Andrew Goodwin,
(London: Routledge, 1990), pp. 410-18, (p. 416).
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contacts’. According to Dyer, disco’s romanticism’, characterised through

romantic lyrics and instrumental arrangement ‘provides an embodiment and
validation of an aspect of gay culture’.**® This would suggest why most gay anthems
are predominantly from or associated with the disco style.

In order to become a member of a social group, there are “features that define
category membership (i.e., attitudes, feelings and behaviours)’ and by recognising
the self to share certain qualities with other members of the group, reinforces

individual identity, whilst the collective behaviour of the individuals reinforce the

social group.?’

Whilst the collective vocal participation of songs such as ‘I Will
Survive’ connects individuals through the understanding that many others share
similar experiences, the lyrics strengthen the idea of collectivity and become
functional in producing collectiveness.

The use of the pronoun ‘we’, as pointed out in Chapter 2, strengthens the
feeling of collectivity and identity of those dancing to the song and participating
vocally and gesturally. While the use of pronouns in rock anthems suggests to the
audience when to participate, pronouns in gay anthems affirm the existence of the
group of gay men and women. ‘We are family’ by Sister Sledge exemplifies the use
of the pronoun in addition to illustrating how the lyrics can help to identify the gay

club goers, whilst at the same time, becoming a song or gay anthem, representing the

gay community.
‘We Are Family - Sister Sledge

Chorus: We are family
I got all my sisters with me
We are family

Get up ev’rybody and sing

In addition to the use of the pronoun and more importantly perhaps, is the use of the

feminine subject in the song. This songs appeals as the lyrics are appropriated to suit

255 Dyer, p. 416.

26 Dyer, p. 416. o

257 Michael A. Hogg, ‘Social Categorization, Depersonalization and Group Behaviour’, in Blackwell
Handbook of Social Psychology: Group Processes ed. by Michael A. Hogg and R. Scott Tindale
(Oxford: Blackwell, 2001), pp. 56-85 (p. 61).



the gay club community. The use of ‘sisters’ refers to all of the gay men in the club
and “family’ refers to the group of gay club goers, emphasising them as a community
and distinguishing themselves from other subcultures through the invocation of a
trans-gendered and thus transgressive ‘we’. The use of the feminine subject to refer
to gay men is evident in many songs described as gay anthems. Sister and woman are
found frequently in the lyrics ‘I'm every woman, its all in me’ and even assuming the
title of the performers such as ‘The Weathers Girls’ who sing about ‘Raining Men'.
gives the song an identity with the gay community.

The combination of the repetitive beat and the female subject in the lyrics
induces the dancer, ‘to lose his social identity as a man’ and become ‘recategorized
alongside the black woman’.?*® The fact that disco music is predominantly associated
with gay club goers more so than any other social group, is perhaps due to the
affinity that gay men have for the divas and female lead singers. Due to the nature of
their shared oppression (sexual minority and lives and gender/ethnic minority), this
subculture of gay club goers identifies with the ‘Afro-American woman who is the
prototypical disco diva’ and may also identify with the political oppression suffered
by Afro-Americans, in particular Afro-American women. This common identity
defines and distinguishes the gay club goers from other club goers or social
groups.”® This is also why many disco songs have been appropriated by the gay
community and hence adopted the descriptive label of ‘gay anthem’.

Whilst having pointed out some songs that have become gay anthems
primarily due to their lyrical content, there are other songs that are more commonly
recognised as gay anthems through their associative participatory actions. “YMCA’
by The Village People, is a gay anthem that has become synonymous with the gay
community and is defined by its participatory gestures, which consist of spelling out
the letters of the song’s title in a semaphoric manner. This join-in song creates an
opportunity for groups of people to create a feeling of collectivity and belonging, by
performing the actions. Its association was also further helped by the direct
association with the gay community through one of the group members being gay.
extending the song’s identification with the gay sub-culture.

More recently, gay anthems seem to have become a label for music by both

gay and straight performers rather than its early association with mostly divas. One

% Hughes, ‘In the Empire of the Beat’, pp. 147-57 (p. 151).
2 Ibid.
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news story from gay.com UK, entitled ‘Radio 1 to play ‘gay anthems’ for first time’,
lists the gay anthems as being music from * gay artists and gay icons, including Pet
Shop Boys, REM, Scissor Sisters and Grace Jones’.*®® In addition, another internet
radio station, ‘Gay Anthems Station’ also included in its play list, songs by the artists
Sister Sledge, Chaka Khan, Kylie and Madonna who are described as ‘legendary
disco divas’.?' In order to compile a radio play list of gay anthems. the Radio 1
‘Native Love’ programme producers asked the listeners to ‘relay their favourite gay
anthem and why it touched their life’.2? In this case, the songs are identified and
distinguished as gay anthems because they reflect the gay audience’s personal
experiences, rather than being associated with the artist.

To summarise, gay anthems are a significant departure from football and rock
anthems in terms of common musical attributes, but more importantly in terms of
social process. Gay anthems could be seen as a new genre or indeed subgenre of the
‘anthem’, despite their musical form. Musical characteristics such as employing short
phrases of descending melodic lines are no longer a key factor in determining these
songs as anthems, although participation and singularisation is still important. The
observable participation of gay anthems does not result in the alignment of gestures
as observed in rock anthems but rather the ‘anthem’ is a vehicle for displaying
common feelings and collective behaviour, which is integral in the shift from
individualism to group member.

Furthermore, gay anthems are songs that seem to generate identity
construction rather than affirm an existing identity. In the context of football, the
working class identity of the crowd is affirmed by singing anthems, as their existence
as football supporters does not need to be justified. By contrast gay men and women
use anthems to construct group identity and legitimise their subculture in a social
context where there is still a strongly hostile body of opinion, one which sees being
gay as a matter of perversion rather than identity. Overall, gay anthems exemplify the
broadening of anthems as a form of group representation and its central role in the
establishment of social groups. They also suggest a deepening role for the ‘anthem’:

not just affirming, but now also helping to construct and legitimate group identities.

260 hittp://uk.gay.com/headlines/6474 accessed 30/09/2004.
261 http://music.uk.launch.yahoo.com/launchcast/stations accessed 30/09/2004.
262 http://uk.gay.com/headlines/6474 accessed 30/09/2004.
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Both gay anthems and dance anthems retain the idea of collectivity, although
it takes a somewhat different form, relying on the success and popular status of a
piece of music to bring crowd of people together. Whereas gay anthems rely on the
legitimising and representative function of the ‘anthem’, the main point of dance
anthems seems to be its status and its recognition as being a collection of the best
songs/pieces of music. This use of the term ‘anthem’ to both denote collectivity and
‘the best’ does not just extend to other CD compilations, which use ‘anthem’ in the

title as previously discussed, but can also apply to the increasing use of ‘anthem’ in

journalistic writing.

Journalistic use of anthem

Journalism has influenced the spread of ‘anthem’ as a term and a socio-
musical practice in several important ways. Communication media such as music
magazines, websites and advertisements, have not only increased references to
“anthem’, but as a consequence of the various ways it is used, have created various
new meanings as a label. The numerous examples of various types of ‘anthem’
labels are now surfacing, appearing mostly in journalistic writing such as reviews
that are available on websites and music magazines. John Lennon’s ‘Imagine’ is
described in numerous ways by journalists who utilise the term ‘anthem’ for
example, ‘anthem for peace’ and ‘Is John Lennon’s paean to peace really the anthem
of the new millennium?°2%

Each descriptive use of ‘anthem’ connotes different meanings. For example,
‘1991 culture-shifting anthem’ used as a way of referring to Nirvana’s ‘Smells Like
Teen Spirit’ identifies the song in terms of its popularity and success in the release
year, 1991 and the influence of the song with reference to subcultures.?®* This use of
the term ‘anthem’ can also be applied when reviewing new songs. A section in
Kerrang! entitled ‘Anthems! Essential tracks you must hear this week’ exemplifies
the use of ‘anthem’ as a means of suggesting future hits and selecting songs that are

: e : 265
worthy and considered to be distinctive from others in the same style or genre.

263 jane Rackman, ‘Documentary — Arena: Imagine Imagine’, in Radio Times, 20-26 September 2003,
p. 52; Ibid,, p. 3.

264 Jamie Allen, ‘Smells like Teen Spirit’,
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265 Title used for section outlining new singles, videos and downloads, used from January 2005
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In fact there are plenty of examples of the term ‘anthem’ existing with the
addition of epithets. Although the epithets seem to create or suggest the existence of
new “anthem’ types, it is a way of further describing the song in associative and
comparative terms. Examples such as “car-dancing anthem’ and ‘stadium friendly
rock anthems’ describe songs in relation to the preceding adjective/s placed before
anthem.**® The journalistic use of ‘anthem’ has not only spread the use of the term in
many different contexts but further developed the different meanings ‘anthem’ can
have. Although I have discussed the term ‘anthem’ to mean ‘the best’ or ‘popular
hit’, in several examples, ‘anthem’ also indicates and highlights those anthemic
qualities in songs, which we have analysed earlier in this dissertation.

Indeed, for journalists ‘anthem’ may be used as a term to indicate
participation. Many music journalists are employing the term ‘anthem’ when
reviewing and commenting on live concerts in order to describe songs that create a
distinctive reaction from the crowd, and often implying that vocal participation or
communal sing-along is a key feature in the performance of the song. The following
sentence is a review of a Green Day concert in which the term ‘anthem’ is used to

describe the live performance of the song ‘Longview’.

‘They get all the way to ‘St Jimmy’ before swerving off — starting with
‘Longview’’s much-loved anthem for the lethargic — to plunder the past
(italics added).’’

The use of ‘anthem for the lethargic’ seems to describe the song in terms of
its musical style, tempo and in reference to a particular group of people described as
the ‘lethargic’. It seems that ‘anthem’ emphasises that this is a song that such a group
can identify with and is observably appealing in terms of audience reaction.

Other examples of the use of the term ‘anthem’ in music magazine include
reviews of the German band Rammstein, in which the phrases ‘pyrotechnic anthems

like ‘Du Hast”’, ‘superweight anthems’ and ‘ultimate Rammstein’s anthem ‘Du

266 James Lloyd, ‘Review: International Anthems for the Human Race by All Star United’,
http://www.hearthelight.com/review_allstar.htm (accessed 13 September 2002); James Poletti,
‘Review: Manic Street Preachers — Pyramid Stage, Glastonbury’,
http://dotmusic.com/artists/ManicStreetPreachers/erviews/June1999/reviews16307.asp (accessed 14
May 2002).

267 Emma Johnston, ‘How the Gods Kill: Green Day Spay London’, in Kerrang, 1042, 5 Feb 2005,
p. 15.
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. 268 : ‘ , .
Hast™ are used. ©*° In this context, ‘anthem’ seems to be referring to the crowd's

vocal participation during certain songs, (in particular the song ‘Du Hast’) and
assumes that the reader can comprehend the intention of the use of the term, without
the writer having to specifically mention participation and crowd interaction. This
would correspond with my own observation of the song performed in Manchester,
where there was a distinctive audience reaction and participation that had not
occurred with the other songs that were performed.?®® In this context, anthems are
labelled as such due to their ability to induce audience participation. It seems
therefore that journalists are picking up on precisely the participatory aspects of the

rock anthem and applying them to other songs that in many instances are not

anthems, but merely allude to ‘anthem’ status.

Football Anthems

‘Football anthem’ has become a popular term to describe those songs
associated with the game in general, or a specific team or even a particular player,
which are sung at matches. Through the use of a case study, this section will consider
how football anthems have become popular and highlight which features constitute a
song as a football anthem. I draw upon my observations as a participant observer
during the Liverpool v. Middlesbrough match at Anfield on 11 November, 2004, and
subsequent comparisons made both with my findings here and through watching a
variety of televised football matches during the Euro 2004 Championship, held
between 12 June and 4 July 2004.

Vocal participation at football matches has been observed as far back as early
twentieth century FA cup finals when hymns such as ‘Abide with me’ were sung by
the supporters before matches. Since the 1960s, singing and the use of popular music
within football stadia has developed and increased. Moreover, since the 1980s, the
vocal participation in football stadia and during stadium rock performances can be
observed as occurring in parallel and related in terms of structure and social function.
Indeed it is likely that both the use of the term ‘anthem’ and the adoption of songs
with similar structural features to those identified in the rock anthem can be
attributed to the influence and wide circulation of rock anthems over the last ten

years or so. In this section I will consider the anthemic qualities of football anthems

268 Alex Whitehead, ‘Rammstein. Soul of a New machine’, in Rock Sound, issue no. 65, October
2004, p. 33; Kerrang, issue no. 1044, 19 February 2005, p. 41.
269 Rammstein concert, M.E.N. Arena, Manchester, 6 February 2005.
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in relation to three broad aspects: music, lyrics and crowd interactivity. In doing so, I
aim to highlight the continuity and change that has occurred with regards to earlier
anthems: national anthems and rock anthems.

Vocal participation and music generally are important features of football
matches. The collaboration of groups of people in making music, otherwise known
as community singing, has become popular in sporting events, in particular football.
In a way, football is carrying on the tradition of community singing that was made
popular in music halls, as discussed in Chapter 1. Yet, the football anthem is also
quite distinct from other kinds of community singing, which take place at football
matches. So, before examining the two main types of football anthems
(‘appropriated’ and ‘commissioned’), it is worth highlighting the other forms and
styles of songs heard during football matches. These can best be treated under the
heading of ‘chants’. As we will see, although closely related to football anthems,

chants are significantly different in terms of their musical character and social
function.

Chants

During all of the televised matches and the Liverpool v Middlesbrough
match, football chants were heard, forming an integral part of the match. Chants are
one form of vocal participation, which is generated by the supporters and sung on the
terraces.”’® Chanting is a vocal reaction to the match and may increase in dynamic
(volume) and frequency according to the unfolding events during a game. These
chants and songs are often initiated by a chant leader situated within a group of
spectators who are responsible for co-ordinating the participation and creating a
vocal community. Both chanting and singing are different forms of vocal
participation, adding a variety of melodic and rhythmical sounds to the match.

The use of the term ‘chant’ overlaps with the term ‘song’, particularly in the
context of football, and so the distinction between the two is not always clear-cut.
Both ‘song’ and ‘chant’ as terms are used in some cases to refer to the same musical
piece. In Chapter 2, I briefly mentioned the chant-like musical structure of the rock

anthem ‘We Will Rock You’. It is specifically this connection between chants and

270 The terraces are the stands where the supporters of both teams are positioned. There are key fan
sites such as the ‘Kop’ in Liverpool’s Anfield stadium which is situated behind the goal. The Kop also
seats key supporters who are responsible for leading various chants and songs throughout the match.
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anthems that will be further developed in this section. Chants can be sung or chanted,
with chanting referring, in the context of football, to the semi-shouting vocal
production that focuses on projection, rhythm and volume as opposed to defining a
specific sequence of vocal pitches.

In providing a definition of the term chant, which can take in contemporary
as well as historical forms, it could be said that chant is a musical style, that is to say
It is a part/section of a song that is repetitive, with a limited note range and simple
pitch sequence. Alternatively, it may refer to an act, either ritual or specific, in a
context such as the early chants part of liturgy (Gregorian) that were an aspect of
sacred ritual. Early chants were specifically designed to encourage vocal
participation, helped by their simple form, consisting of limited note range and
simple rhythms. This aspect can also be extended to the football chants where the
term refers to the act of collective shouting of a repeated phrase, which evokes a
similar response to community singing.

The chants are, then, repetitive and simple, both lyrically and structurally. As
shown in the examples below, chants often use one note or employ a small note
range. They are specifically designed to be vocally easy to produce by all the
participants and suited to big venues, in much the same way as rock anthems have
simple melodic lines, moving by step or small intervals. A key factor, then, which
distinguishes the chant from the ‘anthem’ is length: chants are very short text-units.

Terrace chants are a means for the fans to shout in support of a team and
rouse both the players and fans, in addition to insulting the opposing team. Lyrics of
chants range from ‘come on you [blues/reds]’ to abusive chants, designed to taunt the
opposing team’s supporters ‘who are ya?” and ‘you’ve only got one song’.?"! Not
only are football chants sung on the terraces and in the stadia but they are also an
important part of the players’ and fans’ journeys to and from the match, and the basis
for the creation of many new chants. Many sing on the coaches and other means of
transportation whilst travelling to away matches during which ‘chant leaders are

actively engaged in trying out new versions of old chants or making them up from

271 A team who rarely sing or have few songs are considered poor supporters, which in turn reflects
badly on the team. This is highlighted in Shit Ground, No Fans by Jack Bremmner, (Bantam Press.
London, 2004) where teams with no associated songs, such as Livingston and Luton Town are
referred to as ‘shit fans, no songs’, p. 130.
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scratch’.?’? Indeed, whilst walking to Anfield stadium I heard a considerable amount
of vocal production and the sound of various chants before the start of the match.2™
The chants provide an important element to the match build up and act as a vocal
warm-up in anticipation of the match before entering the stadium. Chants are tried
and tested on the terraces but only those ‘found to have some power, make their way
into the repertoire’.””* It seems that the collection of chants and the football songs is
ever growing and many football clubs (for example, Manchester United, Everton,
and Liverpool) list the most popular song titles along with the lyrics on their official
websites.

The musical elements that form the chants are such that pitch is implied, with
the dynamic, rhythm and lyrics being the important features. By shouting rather than
singing the chants, the sound is projected across the stadium creating a fuller, louder
sound. This strong shouted form of declamation is another important aspect, which
distinguishes chants from anthems. Examples 4.1 and 4.2 show the chants that were
heard by the Liverpool supporters in the Liverpool v Middlesbrough match.?”
Interestingly, these chants are not exclusive to a particular team and are suitable for
appropriation by other team supporters. The chant shown in example 4.1 could also
be heard during the England v France match, where the name of the team was
substituted accordingly to suit the appropriate team.”’® The variation of the chant can

be seen in the musical example 4.3.

Example 4.1- Liverpool Chantl

[clap] [clap]

I I — I

Liv - er - pool Liv - er - pool

X

Example 4.2 — Liverpool Chant 2

(clap] [clap]

H,‘J,\jjxnf’z r|~' 7E r r%{

Liv -er - pool Liv - er - pool

—
) &
K
K

272 peter Marsh, Elizabeth Rosser and Rom Harré, ‘Life on the terraces [1978)’, in Subcultures Reader
ed. by Ken Gelder and Sarah Thornton (London: Routledge, 1997), pp. 327-39, (p.334).

273 Carling Cup 4™ round match, Liverpool v Middlesbrough, Anfield, 10/11/2004.

274 Marsh et al., ‘Life on the Terraces’, pp. 327-39 (p. 334).

25 Carling Cup 4™ round match, Liverpool v Middlesbrough, Anfield, 10 November 2004.

276 Erance v England match televised by ITV1, 13 June 2004.
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Example 4.3 — England Chant

[clap] [clap]

Rl R “ﬁ""J"

Eng - land Eng - land

Most chants and songs are initiated by a caller who organises and plans
before a match (often in a pub), which chants and songs to use and creates new
chants and songs, or new versions of old ones. The caller’s job is ‘rather like a priest
who intones, line by line, the words of a prayer and to whom the congregation
responds, at each stage, using the appropriate replies’.?”” For there to be an
antiphonic response there must be crowd consensus in order to complete the chant.
The consensus from the crowd to vocally reply immediately demonstrates an
approval of the chant and strengthens the supporters’ membership of the group.
However, this type of antiphonal chanting within a crowd of supporters is heard less,
surpassed by the more frequently heard antiphonal chanting between the opposing
teams’ groups of supporters. The exchange of chants between the two groups of
supporters is done to specifically taunt and abuse the opposition, which in turn
creates a quasi-antiphonal chant. This quasi-antiphonal abusive chanting was clearly
observed at the Middlesbrough v Liverpool match, with each set of supporters
audibly distinguishable and defining their role as team supporters through their
chanting.

It is worth commenting at this point on the gestural participation that was
observed during the Liverpool v Middlesbrough match. Certain chants were
accompanied by various gestures that involved clapping, as shown in the previous
chant examples, the raising of arms and the waving of scarves and flags. Rock
anthems have already been identified as strong producers of vocal and gestural
alignment, and we can compare this audience reaction with many football chants. We
will return to the notion of gestural participation later in the chapter when we discuss
football anthems proper, and the role gestures play in the production of collectivity
and identity.

277 Marsh et al., ‘Life on the Terraces’, pp. 327-39 (p. 327).
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The collective chanting from each group, arguably allows the supporters to

vocally express their role within the football team, resulting in a reinforcement of
group identity, in addition to creating a vocal battle of strength between the two
groups of supporters. Throughout the duration of most football matches, there are
initiators and leaders situated around the stadium, who constantly aim to produce
several simultaneous chants that fade and begin, which creates an overlapping effect.
The many different chants produced by two groups of supporters, may be contrasted
to the singularity, created by unison singing of one distinctive song as produced in
the case of rock anthems. This contrast can fruitfully be examined in more detail.

If rock anthems help to create and consolidate rock communities, through
singularity, then terrace chants strengthen and consolidate football teams; the
difference being that there is a duality. In a rock concert, there is one audience and
one band and during the performance of rock anthems, a singularity is created
through the interaction and alignment of both the band and the audience, creating the
effect of one performer. The rock audience responds to the performers on stage,
whereas in football the two sets of supporters are reacting to the events of the match
and at times to the chanting of the opposing team’s supporters. Clearly, there are two
teams and two groups of supporters in football matches, and this remains so
throughout the match during which the two groups remain distinctive. At no point is
a singular group of supporters (or players) constructed. This dualistic state both
enriches and embellishes the need for a strong associative music to define the
meeting of the teams as antagonists and to re-define the separation of their supporters
at various times of the common experience. Indeed, the duality of the match is
highlighted through the chants and the antiphonal responses where an opposing team
inserts insults or additional offensive lyrics within the musical rests.

Chants appear alongside other forms of football songs and remain
distinctively different to other songs sung at football matches. Yet in broad terms,
providing a vocal means to cheer the team on, and thus creating a feeling of
collective identity among supporters of a particular football team, is also a key
function of football anthems proper. Football anthems can be regarded as being an
extension of chants with structure being the main difference between the two forms.
As we have seen, the overall structure of a chant consists of a line or short unit of a
song that is repeated and employs few lyrics. Additionally, chants come from a

variety of sources and the provenance of many of the chants is unknown. Brevity and
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diversity of origin thus mark out the chant. Conversely, the football anthem proper is

longer, more complex in form and tends to have a much more limited range of

sources. The next section will focus on the first type of football anthem; the
appropriated football anthem.

Appropriated football anthems

In this section I will examine a type of football anthem that has been
composed or developed through the appropriation of well known songs, focussing on
the musical organisation and social process at stake in these appropriated football
anthems.

Appropriated football anthems may develop from the adoption of a familiar
tune or the adaptation of a song’s lyrics in order to suit a specific team or a particular
championship. In several cases the tunes from hymns and other classical music, form
the basis of the ‘anthem’. At stake here is precisely the same facility to rouse the
crowd and promote participation that we have already seen in the case of established
football chants. An example of this is ‘Jerusalem’, described by Scholes as ‘the
boldly idealistic song’.?’® I will now examine key attributes of several hymns through
textual analysis in order to highlight its suitability for appropriation in a football
context.

‘Jerusalem’, according to Dearmer was ‘possible for an ordinary
congregation’ implying that its melody was accessible and easy to vocally
reproduce.””” As we have already seen in Chapters 1 and 2, hymns are suited to
congregational singing and hymns such as ‘Jerusalem’ display attributes that induce
group singing, making the song particularly apt for football crowds. Prior to its
adoption in football the hymn had already showed its popular appeal having been
adopted by the National Union of Women’s Institutes, Federation of Musical
Competition Festivals and at the ‘Last Night of the Proms’.?®® As Scholes puts it, due
to its ability to induce participation and a sense of pride amongst those singing along,
‘from the 1920s [it] assumed almost the position of a secondary British national

anthem’.”®" More recently, ‘Jerusalem’ has attained the further, additional

278 Scholes, The Oxford Companion to Music, p. 482.

27 percy Dearmer, Songs of Praise Discussed (London: Oxford University Press, 1933), p. 240.
280 <BBC Last Night of the Proms’ televised BBC 1, 2 and 4, 10 September 2005.

281 Scholes, The Oxford Companion to Music, p. 482.
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descriptions of ‘football anthem’ and the ‘official England team anthem’, see

appendix 2.2

In relation to melody, Van Leeuwen discusses the significance in semiotic
terms of descending and ascending melodies, referring to music with ascending
melodic lines as ‘heroic’.?®> An ascending melody. according to Van Leeuwen
‘rallies the listeners together’ and with this, a sense of patriotism develops through
the changes in harmony and the obvious upward motion of the melodic line.2®* The
harmonic change to the relative minor adds a sense of sincerity to the song and
Increases the rousing ability of the piece, along with the rising melodic line reaching
the highest note on the word ‘built’, acting as the climax, before the descending

melodic pattern leads back to the tonic note.

Example 4.4 ‘Jerusalem’

24 R prom—
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'til we have built Jer -u ~sa-lem in Eng - land's green and plea~ sant land

The musical example 4.4 also shows the arched melodic contour, with the
emphasis being on the descending melodic line towards the end of the phrase. By
comparing the descending pattern and simple crotchet and quaver rhythm with the
melodies of the highlighted rock anthems, it highlights the musical attributes that can
create a solid melody, suitable for crowd and group singing. Hymns are still popular
amongst the football community and many fans have substituted their own lyrics to

many hymn melodies, the most popular being ‘Guide Me O thou Great Redeemer’.

The lyrics in the first verse read:
‘Bread of heaven, bread of heaven
Feed me till I want no more,

Feed me till I want no more’

282 gee Appendix 2 for inclusion of ‘Jerusalem’ on football anthem compilation.

283 Theo Van Leeuwen, ‘Music and Ideology: Notes toward a Sociosemiotics of Mass Media Music’
in Popular Music and Society, 4, (1998), 25-54 (accessed at www.findarticles.com 15 February 2003).
284 \7an Leeuwen, ‘Music and Ideology’, 25-54 ((accessed at www. findarticles.com 15 February 2003,
p. 8, par. 2).
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And have been replaced with:

You're not singing, you're not singing
You're not singing any more

You're not singing anymore’

It is worth mentioning that both the melodies ‘Jerusalem’ and *Guide Me O
thou Great Redeemer’ form a descending pattern at the end of the phrase, in order to
return to the tonic note. If we return to Van Leeuwen’s idea that ascending melodies
rally groups of people together, then it is the descending melodies that prove more
conducive to group singing due to the ease of singing a descending melodic pattern,
which encourages more people to participate, as discussed in Chapter 2. As many of
the anthems seem to show an overall descending melodic pattern, then it seems fair
to suggest that through mass singing, the same feeling and aspiration to rally people
together is achieved through descending melodies and appropriate, inspiring lyrics.

One major difference between national, rock anthems and appropriated
football anthems is the change of lyrics. By changing the lyrics of an existing well-
known melody or song, the football anthem becomes suitable for use by the football
community, in addition to adopting a new meaning and function. Besides changing
lyrics from an existing song, football anthems are subject to lyric changes from
match to match and are unlike rock and national anthems where the crowd and fans
produce a faithful reproduction of the original lyrics. If we take the example of
‘Guide Me O thou Great Redeemer’, this song is particularly suited after a goal has
been scored. The song is often sung when the opposing team have lost a goal and
ceased chanting and singing in disappointment. This time of frustration for the losing
team becomes an opportunity for the opposing team’s fans to taunt and insult them
through singing and chanting.

The lyrics in football anthems are also important and functional in inducing
the supporters to participate in order to rouse and inspire the players. As shown with
rock anthems in Chapter 2, the lyrics are an important part of uniting people in large
venues and consolidating collective identity. Football anthems also tend to embrace
the third person plural in the lyrics to emphasise the unification of the supporters,
imply the collectivity with the players. The lyrics below show the use of the pronoun

‘we’ in various football anthems:



We 're singing for England
We're on the ball
Here we go, here we go, here we go
We shall not be moved

We love you Liverpool we do

In addition to hymns, football anthems can also be appropriated from other
forms of music such as marches and musicals, Actually, all these genres represent
“classic’ or highly canonised sources. It may well be that some subversion of the
canon is at stake when such songs are appropriated as anthems. The singing of "Here
we go’ or [team name] to the tune of John Philip Sousa’s ‘The Stars and Stripes
Forever’ march (1896) and ‘we love you Liverpool, we do, we love you Liverpool

we do’, sung to the tune ‘We Love You Conrad’ from the musical ‘Bye Bye Birdie’,

285

are both cases in point.“*> By replacing ‘Liverpool’ with other team names, it can be

equally appropriated amongst the football clubs and teams. Both of these anthems are
strengthened by the use of the pronoun ‘we’, which as in the case of rock anthems,
encourages participation from the supporters and emphasises collectivity, through the
‘community’ singing.

There are cases where the appropriation of a well-known tune becomes a
football anthem, without modifications to the lyrics. ‘You’ll Never Walk Alone’ for
example, which is taken from the musical ‘Carousel’ by Rogers and Hammerstein
has been adopted, or rather appropriated as Liverpool Football Club’s anthem. The
association of the song with Liverpool as a city and football team has been made
more significant through the popular recording of the song by the Liverpool group
Gerry and the Pacemakers, which spent 4 weeks at number one in the UK charts in
November 1963.2%¢ The song has gained a strong identifiable association with the
city and its residents and reinforces the collective identity of the Liverpool Football
Club fans when sung at the matches. Unlike most other football anthems that tend to
change the lyrics to suit the team, the original lyrics are sung by the crowd of
supporters. In this case, by appropriating the song without modifications to the lyrics,

reverence rather than subversion seems to be at stake. The supporters are able to

283 Football anthems heard at Liverpool v Middlesbrough Match, Anfield, 10 November 2004.
286 Dafydd Rees and Luke Crampton, Q Encyclopedia of Rock Stars (London: Dorling Kindersley,
1996), p. 359.
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interpret the lyrics to reflect the group of supporters and their commitment to the
team and players in a direct and ‘natural’ fashion.

The title of the song alone, Suggests a community through the conjoining of,
in this case, the fans and the players. In thjs sense, referring to the song ‘You’ll
Never Walk Alone’ as a football anthem suggests that when the song is sung, it
unites and creates a community with which the players and supporters are inspired
and uplifted.®®” “You’ll Never Walk Alone’ was sung by the crowd of Liverpool
supporters on two occasions: firstly, before kick-off, and secondly, after Liverpool
had scored a second and final goal. This final performance of *You’ll Never Walk
Alone’ re-affirmed Liverpool as the winning team.?*3 Throughout the performances
of ‘You’ll Never Walk Alone’, I observed the unification of all of the Liverpool
supporters and although I was not there as Liverpool supporter, I felt part of the
group as a consequence of the community-affirming force of the ‘anthem’.

Although the lyrics were faithful to the original, the supporters’ performance
of “You’ll Never Walk Alone’ was distinctively different to the recorded version or
what could be referred to as the recorded paradigm by Gerry and the Pacemakers.
The supporter’s version could be referred to as the live paradigm, the important point
being to focus on the differences, which distinguish the two versions of the same
song. There were obvious pitch and rhythmical changes throughout the supporter’s
performance of the song at Anfield. However, the main community-affirming
features of the song were not lost during the supporter’s version and the sense of
being uplifted was still present.

The main reasons for the rhythmical and pitch change are highlighted in the
discussion of appropriation and modification of music by Bjornberg and Stockfelt.?%’
The paper gives an account of ‘Sussi and Leo’ and details the Danish pop duo’s
arrangement of popular songs to suit their performance requirements. The duo
perform in a pub called Skansen situated in the Danish town of Skagen and have a
repertoire that includes a ‘compilation of Danish pop and dance music, revue and

variety songs and drinking songs, British and American mainstream rock standards

*%7 Gerry and the Pacemakers, ‘You’ll Never Walk Alone’ (Columbia, DB le 26,1963).

288 Singing of “You’ll never walk alone’ observed during the Carling Cup 4" round match, Liverpool
v Middlesbrough, 10/11/2004. .

289 Alf Bjornberg and Ola Stockfelt, ‘Kristen Klarvask fra Vejle: Danish Pub Music, Mythscapes and
‘Local Camp’’, in Popular Music, 2, 15 (1996), 131-147.
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and country and western songs’.**® Much of the repertoire is adapted and modified

by the duo in order for it ‘to be playable by two people’ and also due to “technical
abilities’ and ‘the functions which the audience expects the music to fulfil (the most

important of which are dancing and sing-along)’.?*' The requirement from the

audience to be able to sing along to the music almost creates the need to simplify and
adapt the music in order to allow audience vocal participation. In this instance, there
is almost a requirement to transform the song into the vernacular style of
participatory songs such as rock anthems.

The crowd’s version of ‘You’ll Never Walk Alone’ is somewhat simplified
on account of the limited technical ability and the function of singing to rouse the
crowd and players. It is possible for the crowd to sing their version of the song as
there is no backing track that must be followed by the crowd, allowing the crowd to

sing in their unique way, as opposed to Gerry and the Pacemakers’ version, shown in

example 4.5.

Example 4.5 - ‘You'll Never Walk Alone’
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The identifiable features of the song remain in the supporter’s ‘live version’
and although simplification occurs, the melody is recognisable. The note intervals
that create the melodic contours and provide the sense of movement of the musical
journey throughout the phrases remain intact, but it is the reduction of the vocal
phrase lengths and omission of melodic ornaments and embellishments, that are
apparent. Most of the musical rests are omitted and longer value notes are shortened

as shown in the example 4.6 below.

2% Bjornberg and Stockfelt, ‘Mythscapes and ‘Local Camp’’, 131-147 (p. 131).
2! 1bid., p. 137; Ibid., p. 138.
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Example 4.6- ‘You'll Never Walk Alone’ supporters’ version
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The intervallic leaps in the conclusion of the ‘chorus’ in “You’ll Never Walk
Alone’ give the sense of its heroic nature, affirming the ‘never’ in the lyrics by the
placement of the notes on the highest note of the melodic phrase and giving it a
positive and uplifting sense of occasion in the performance. The crowd retains this
intervallic leap in their version and emphasises both the leap and lyrics through a
crescendo, which also helps the crowd to reach and sound the highest note.

This differentiation and the corresponding appropriative modified version
redefine the original context in a new form that creates a new paradigm, which
implies an exclusive and specifically recognisable appropriation. This contextual
recognition allows participants to recreate the live paradigm with a musical
simplification and a diminution of phrasing to allow a spontaneous large crowd to
align vocally at the start of each short phrase. This makes it easier to sing, with the
need for less breath control and allows more power into the delivery of the words,
which creates a sense of shouting, rather than singing.

All of the songs (‘You’ll Never Walk Alone’, ‘Jerusalem’ and ‘Guide Me O
Thou Great Redeemer’) mentioned above, use a descending melodic phrase that
“incites the listeners to share their thoughts and feelings’ and is vocally easier to
reproduce, increasing the inclusivity of the song and encouraging participation.292
Although the above examples demonstrate the descending melodic pattern at the end
of phrases there are also ascending phrases contained in the vocal line and overall
phrase that increases the function of the song, from being sentimental to ‘heroic’. >’
According to Van Leeuwen, if an ascending scale ‘rallies listeners together for the

sake of some joint activity or cause’ then songs that successfully demonstrate this. as

292 y/an Leeuwen, ‘Music and Ideology’, 25-54 ((accessed at www. findarticles.com 15 February 2003,

p. 8, par. 2).
% Ibid.




in the case of ‘You’ll Never Walk Alone’ and ‘Jerusalem’, are suitable for

appropriation in sports events regardless of musical style and genre.”

In addition to the hit ‘You’ll Never Walk Alone’, ‘Guantanamera’ by the
Sandpipers was another 1966 hit that became appropriated and modified by the
football fans.?*® The song, made popular from its chart release in 1966 and top 10
position shows the influence popular music from that era had on football. This is an
example of a song that has been modified through the addition of team specific lyrics
and where a section of the melody is repeated, rather than the whole verse or chorus.
The most popular lyric sung by the football fans in this context is ‘there’s only one
[player’s name]’, which is interchangeable between teams and players. The lyrics
sung by the Middlesbrough supporters, heard at the Liverpool v Middlesbrough
match was insulting and directed at the Liverpool supporters.”®® The same tune
"Guantanamera’ was sung using the repeated phrase of ‘you’re just a shit town in
Europe’.

In summary, appropriated football anthems function in the same way as
chants to provide a form of vocal participation that successfully provides support to
the players and in many cases, insults the opposing team’s supporters. In comparison
to football chants, appropriated football anthems consist of longer units of songs,
either a verse or a chorus and contain a substantial amount of lyrics sung to a
melodic line that is longer in duration. Football anthems are also composed from
well-known melodies, where the provenance of the song, (composer and/or
performer) is readily identified. They are similar to chants in the sense that their
performance is ‘pure chorus’ rather than being amplified and do not rely on an initial
paradigmatic performance of the song.

Clear social markers, such as the continued use and singing of particular
songs to the point where the song becomes associated with the team and in turn, the
team become associated through the song, clearly identifies these football songs as
anthems. The representative nature of football anthems, along the lines of a national
anthem, becomes a form of identity for that football team and its supporters,

strengthening a song’s status as an ‘anthem’.

% yan Leeuwen, ‘Music and Ideology’, 25-54 ((accessed at www. findarticles.com 15 February 2003,
p. 8, par. 2).

2% -Guantanamera’ by Sandpipers, released 15 September 1966 reaching number 7. _
Guinness World Records British Hit Singles, 14" edition, ed. by David Roberts (London: Guinness
World Records Ltd, 2001), p. 390.

2% Liverpool v Middlesbrough, Carling Cup 4™ round, Anfield, 10 November 2004.
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Many new songs are constantly being created from popular songs and new

lyrics added to old versions. However, an increasing number of commissioned
football songs that have been written for specific events, are being included on
commercially available album compilations, of which many have been taken up by

the supporters. The next section will discuss the second type of football anthem, the

commissioned football anthem.

Commissioned football anthems

As we have seen with appropriated football anthems, a song is arguably not a
football anthem until it has been sung during or before matches and adopted by the
fans. But this process of adoption is not always autonomous. Television advertising
of football matches for example and the commercial release of football songs in the
form of compilations CDs of ‘football anthems’ are both cases in which commercial
institutions play a key role in the adoption of anthems.?’” Indeed the evidence for the
widespread emergence of the ‘anthem’ in the context of football derives not only
from the fans themselves, but also from compilation albums of football anthems, and
from football club websites.*®

When a selection of football songs is compiled for commercial release, it
seems that this is the decisive moment that consolidates their description as football
anthems. There seem to be two reasons for this. In the first instance a compilation
defines the songs as anthems in a very direct sense through the display on the CD
cover of the word ‘anthem’: a form of nomination. Secondly, once adopted, the term
‘anthem’ distinguishes the collection of songs as ‘the best’ of its genre or style and
validates the compilation as being worthy and definitive in precisely that manner,
which we examined with dance anthems. Once a song is dubbed an ‘anthem’ in the
discourse of advertising or promotion all those other qualities discussed in the
previous two chapters are invoked: participatory, rousing and suitable for creating
community singing. In the case of football there is a further aspect, the consolidation
of team support. As previously mentioned with regards to chants, unison singing,

waving of scarves and flags and clapping to various football anthems are important

elements of fan behaviour during matches to support the team and strengthen the

27 See Appendix 2.

2% Many team websites have fan forums where past and future football songs and anthems are
discussed. The poll results to find the ‘Best Football Anthem’ from 17 June 2004 was posted on
http://news.bbe.co.uk/1/hi/entertainment/music/3812755.stm accessed 5 August 2004.




fans’ identity. The vocal participation by the fans will always play a major role in
matches and because of this there will always be a need for new songs and the
revision of old songs.

Commissioned football anthems could be considered as songs for not just
football supporters attending the matches, but more specifically the viewing
spectators and supporters. Before discussing the implications of the existence of

commissioned football anthems, we need to consider the importance of televised

football matches and the growing viewing spectator.

The commissioned football anthem: institutional factors

Televised football makes the game available to a mass audience, many of
whom watch the sport at home and in pubs as ‘the technological power of the mass
media ensures that every region in the nation can share the action (and thus
participate) by watching on television or by listening to the radio’.?® Despite the rise
in televised football matches due to companies such as BSkyB and ITV. the
attendance at live matches has increased. The table below shows the total average
attendance figures for the premiership teams and the average attendance for two of
the premiership teams, Manchester United and Liverpool.’®® The figures show the

attendance for three seasons over a period of ten years.

Table 4.1 — Football attendance figures

Average Attendance
Season Premiership Teams | Manchester United Liverpool FC
Overall
1994-1995 24,294 43,683 34,176
1999-2000 30,757 58,014 44,074
2004-2005 33,814 67,718 42,314

The figures in the table clearly show an overall increase in attendance with

Manchester United achieving a 55.02% rise over the past 10 years and Liverpool’s

2% Richard Guilianotti, Football: A Sociology of the Global Game, reprint, (Cambridge: Polity, 2000),

p. 23.

3% Attendance figures found at www.european-football-statistics.co.uk/attn/attneng.htm accessed 3

April 2005.




attendance rising by 23.81%, despite a slight fall in numbers from the 1999-2000

season to the 2004-2005 season. The average attendance for the premiership teams
increased over the period of 10 years from 24,294 to 33,814, which is a rise of
39.12%. These attendance figures are important for television companies as live fans
still form an integral part of football with the importance of live fans, emphasised
during the broadcast through crowd shots and close-ups. Williams notes that
television executives are keen to emphasise in televised matches, the live fans and

spectators as they ‘constitute part of the sports product that is of cultural

significance’.>%!

With this rise in televised sports, viewers have become ‘isolated’ from the
event, in terms of participating with the community of live fans present at the
match.*®> However, there is still a need for non-attending fans to socially participate.
As a result, they have re-created a kind of live situation around the television
broadcast. Watching televised matches is according to Eastman and Riggs, an
‘adequate level of participation for millions of fans and for many mediated
consumption is preferred’.>®® Williams has further observed that televised coverage
seems ‘to be fostering new forms of friendship networks at home and elsewhere that
mirror those established at live matches’, which has seemingly led to the growth of
mediated participation.’* We can compare this kind of mediated participation with
the accompanying music videos to rock anthems (as already discussed in Chapter 3),
which also create a secondary level of participation, similar to that seen in live
contexts.

Televised matches highlight a ‘separation of contexts’, the two contexts being
the live fans and the viewing fans.>®> The televising of matches has not diminished
the amount of participation shown by the fans, but rather allowed fans to show their
support in the various locations where a television is available. The mass audiences,
which view matches in pubs and other venues, form their own means of participating

during the match and reacting to the development of the match. This could be seen as

301 yohn Williams, ‘The Local & the Global in English Soccer and the Rise of Satellite Television’,
Sociology of Sport, 11, 4 (1994), 376-97 (p. 387).

302 Margg:re{l\/lporse, ‘Spoﬁt on ’lzelevision:(pReplay and Display’ in Regarding Television ed. by E. Ann
Kaplan (Frederick: University Publications of America, 1983), pp. 44-65 (p. 47). ' N

303 Susan Tyler Eastman and Karen E. Riggs, ‘Televised Sports and Ritual: Fan Experiences’ In
Sociology of Sport Journal, 11(1994), 249-74 (p. 261).

3% williams, ‘Rise of Satellite Television’, p. 386.

395 Thompson, The Media and Modernity, p. 85.
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a result of being unable to join in with the many chants and songs generated on the
terraces, which not only rouse the players, but strengthen fan identity and team
support.

This participatory behaviour is seen by Eastman and Riggs to be a result of a
‘linkage between the ritual value of watching televised sports and the idiosyncratic
ritual behaviours that may accompany this viewing’.3% Arguably it is the divergence
in the rituals that occur in and out of the stadiums and the increase in the mediated
participation of viewing audiences that has led to a certain form of football song, the
commissioned anthem, becoming an integral part of televised football.
Commissioned football anthems target the viewing fans and have become a means
for television spectators to participate with the televised game, despite being unable
to join in with the terrace supporters. These specially written songs, composed with a
view to being sung in the terraces but more importantly away from the stadia, have
become a popular feature and an almost expected additional element of football
matches, in particular international matches such as the World Cup and UEFA cup
for which many of the songs are written.

If we consider the factors involved in marketing commissioned football
anthems it involves not only the fans, but the record company and football team and
association. To the fans, buying a football anthem single could be considered as
acquiring a form of team memorabilia, comparable to the team’s shirt or scarf. To the
record company, marketing football anthems to a huge fan base is potentially
financially successful in terms of record sale profits and the football team and
association benefits from the promoting of the team and match. The television
companies also profit from the increased viewing figures, which can arguably be
considered a result of the introduction of commissioned anthems. By recognising the
televised viewers and fans as an extended fan-base that is not part of the live fan-
base, these commissioned football anthems could be considered as another means
(and addition to the football repertoire) for the viewers to vocally participate.

The commissioned anthem is a song that can be learned by the fans pre-
match, which associates the fans with the team and provides a distinctive song to
sing that enables the viewers to celebrate in a way that mirrors the team support seen

in stadiums. The commissioned football anthems can also emphasise the group

3% Eastman and Riggs, ‘Televised Sports and Ritual: Fan Experiences’, 249-74 (p. 251).
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identity of the viewing fans. The viewing group of fans are not necessarily going to
join in with the chants and football anthems that are audible on the screen. Therefore
by singing the ‘official’ commissioned anthem, they emphasise their group identity
and support for the team.

Singing, as previously mentioned is an important means of participation in
sports. Morse comments on how the crowd responds ‘kinesthetically and vocally to
each play in unison’ and Eastman and Riggs further explain how vocal participation
is ‘an expression of support to a team’.’” Because of the rise in televised matches
and the groups, commissioned football anthems are becoming an essential feature to
the televised event as not only are they representing the team and event by being an
‘official’ or recognised team anthem, but could be regarded as a form of
advertisement. By singing the commissioned anthems that are specific to the match,
the songs allow the detached viewing group a means of showing support whilst
‘simultaneously defining membership in the group’.*”® The football songs have
become an important factor in mediated participation or what Thompson describes as
‘mediated quasi-interaction’; in other words the relatively limited participation,
which is characteristic of the audiences for mass media.’® Mediated quasi-
interaction ‘is monological in character’ and ‘does not have the degree of reciprocity
and interpersonal specificity of other forms of mediation’ therefore the participants
are participating amongst their own group as a reaction to the game, without the
ability to have any direct influence on the players, which is achieved by the terrace
supporters.’'® If a group of fans watching a televised match begin singing a
commissioned football song for example, this demonstrates the use of the song as a
means of communicating their joint involvement as supporters with those present at
the match. It must be stressed, however, that commissioned anthems are no better or
worse than appropriated anthems. The main difference is that the commissioned
anthems are written specifically for the event and have been promoted as an ‘official’
anthem and form of team/event representation. This therefore represents the viewing
group of supporters less ‘isolated” as Morse suggests and more involved in the

match.

397 Morse, ‘Sport on Television: Replay and Display’, pp. 44-65 (p. 47); Eastman and Riggs,
‘Televised Sports and Ritual: Fan Experiences’, 249-74 (p. 259).

308 Eastman and Riggs, ‘Televised Sports and Ritual: Fan Experiences’, 249-74 (p. 259).

3% Thompson, The Media and Modernity, p. 84.

319 Ibid.
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With regards to the songs’ description as football anthems, several factors
seem to be involved in the attainment of ‘anthem’ status. By releasing the songs as
singles and making them commercially available, the song becomes known by a
wider audience through airplay, including the broadcast of accompanying music
videos, which in general contains images of large groups of fans dressed in football
paraphernalia singing along in unison (for example ‘Vindaloo’ and ‘Three Lions’).
As exemplified in Chapter 3, the representation of a ‘live’ audience as in rock
anthem videos suggests co-presence, and teaches the viewers how and when to
participate. In a similar way, by showing the adoption of the song though group
vocal participation, the accompanying videos to commissioned football anthems
demonstrate the song’s suitability for vocal participation and status as a football
anthem. As anthems are, as previously indicated throughout this thesis, sung by large
crowds of people, the music video is suggesting its status already as an ‘anthem’ and
the pre-championship success of the song, before receiving any chart success.

The chart success and sale potential of the song is increased as the music
industry provides access to a mass audience, which includes both non-football and
football fans. Major football clubs, such as Manchester United Football Club have a
large number of fans both nationally and internationally and these form a ready
niche-market for football songs and anthem records. The potential of national and
international sales of football anthems ensures the success of the record and more
importantly the international knowledge of the song. International releases of
commissioned football anthems, particularly with accompanying videos as
previously mentioned, provides a common song, or rather an officially assigned
anthem that induces wide-scale participation for the viewing fans.

The music industry and the football association have become aware of the
potential and growing expectation for new inspiring songs and in addition, the
possible commercial success that occurs with the release of a football song. The
majority of the songs are written for the England football team when participating in
international championships and competitions and are actively encouraged by the
football association who are involved with selecting ‘official England team” songs.
The football association’s website gives details to fans of chosen songs, for example

the choice of the Farm’s ‘All Together Now” for the EURO 2004 championship, as it
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forms an important part of the promotion of the team and the championship.’!' The
initial labelling of the songs as ‘official team songs’ instantly presents the song as
being representative of the football team, the supporters and the country, therefore
the use of ‘anthem’ works on the assumption that it is recognised as a secondary
national anthem for the team. The demand for televised matches and the increasing
release of football anthems by the record industry reflects the status of sport as a
growing, ever more popular and often international experience as well as the

important role that music has in uniting groups of people.

Analysis of commissioned football anthems

The commissioned anthems can be observed as a continuation of the rock
anthem form in terms of certain musical attributes and the faithful reproduction of
the initial recorded version, unlike the appropriated football anthems, which could be
described as the pre-mediated archetype of the ‘anthem’. Commissioned football
anthems tend to display similar textual attributes to rock anthems, and yet still
function in a similar way to the first type, the appropriated football anthem despite
being essentially mediated. Commissioned anthems are, in other words, a hybrid
type. I will briefly discuss two football anthems that have been commissioned and
written for specific championships and have been successful commercially and with
football fans; ‘Vindaloo’ and ‘Three Lions’.>'* These songs reached number 2 and 1
in the charts respectively, with ‘Three Lions’ reaching number 1 for a second time
with a remix in 1998. (For a list of other football anthems refer to Appendix 2.)

Both songs (‘Vindaloo’ sung by Fat Les for the England World Cup team in
1998 and the 1996 England team song sung by Lightning Seeds and Baddiel and
Skinner) display musical qualities that induce vocal participation and therefore rouse
the crowd, which in turn motivates the teams. These songs are examples of writers
copying aspects of a vernacular style in order to create an anthem or ‘sing-a-long’
song suitable for football fans to sing during matches and in addition, in other

contexts where football is referred to.

311h -//www.thefa.com/Euro2004/EnglandCamp/Alltogethernow/Postings/2004/05/Euro2004_Son

TheFarm.htm accessed 22/01/05.
312 «Vindaloo’ by Fat Les, released 20 June 1998 (Telstar CDSTAS 2982), Guinness World Records
British Hit Singles, 14" edition, ed. by David Roberts (London: Guinness World Records. ,2001), p.
205; ‘Three Lions (The Official Song of the England Football Team)’ by Baddiel anq ‘Skmn.er gnd the
Lightning Seeds, released 1 June 1996 (Epic 6632732), Guinness World Records British Hit Singles,
p. 288.
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The main function of these anthems is to induce group singing and this relies
on the “sing-along-ability’ of the melodies. The musical example 4.7 below shows
the overall melodic line as a short descending scale, comprising of three notes. The
melodic pattern, or rather descending pitch contour provides a simple tune to vocally

participate with. The intervallic range of a third and scalic pattern of the three notes

is suited to group singing.

Example 4.7- ‘Vindaloo’

—3 —3 3=, 37 |
v 1 1 1
) 1 ) —1) I Ty & — A !
[Y) ! Y I Y T Y [
Vin-da - loo Vin da-loo Vin-da-loo Vin-da-loo na na

The overall structure of the chorus is a sequence of two 4-bar phrases where the
second is repeated in sequence, a minor second higher. The short melodic phrases
that create the melody are repeated with one syllable per note to a simple ‘long-
quick’ rhythmic pattern. The combination of these features produce musical phrases
are easy to imitate, and vocally reproduce (as previously highlighted in Chapter 2). It
therefore becomes possible to participate with little or no pre-knowledge of the song.
There is very little for a participant to learn in terms of the melody and the lyrics,

emphasising its suitability for unison singing by large groups of supporters.

Example 4.8 — ‘Three lions’

. =3 —37 3o, 8% ‘
1 1
1 hY )] 1 - F 11 l. _ )
— o—o——1 —
ryj ~— — i r '

Three lions on the shirt__ JulesRim - et still Glea - ming_
thir - ty years of hurt__ Nev-er stopped me drea - —mng_

The musical example 4.8 above is an excerpt from the chorus and shows the melodic
line as a descending scale with the melodic phrase containing an overall pitch range
of a perfect fifth from f — c. The overall chorus is divided into two 4-bar phrases, the
second phrase being a repetition of the first. The crotchet and tied quaver rhythms
produce a melody that is easy to follow and suited to group unison singing. Once
again, the repetition means that there is little for the participant to learn as no new

musical ideas are introduced, only the next line of the lyrics.



In summary, the commissioned football anthems inspire a singularity among

the groups of supporters watching the televised matches at home. Here, unlike in the
stadium, there is no opportunity to create a duality of abuse between opposing
supporters. The commissioned anthems, in a sense, become representative of the
viewing fans as such, and help to produce another duality, that of the two separated
contexts — the live fans in the stadium and the fans watching the televised match.
This tendency has been further strengthened by the institutionalisation of the
commissioned anthem in the recording and broadcasting industries. The examples of
‘Three Lions’ and ‘Vindaloo’ both demonstrated the typical musical attributes of the
commissioned anthem, such as simple melodic phrases with overall descending
melodic lines, inclusive lyrics and simple melodic thythms, which encourage
participation from the entire group of fans. The aim of these commissioned football
anthems is to recreate the same interaction and sense of collectivity and collective
identity that is seen in rock concerts with rock anthems, emphasising a clear link
between the two types of anthems.

Ultimately, though, both appropriated and commissioned football anthems
can be distinguished from the rock anthem in terms of their encouragement of
gestural and vocal participation and the strengthening of collectivity in support of a
team. Football anthems have evidently come out of the chant tradition and although
they do not take the identifiable form of a chant, they share with it the aim of
mobilising partisan support in the context of the binary opposition encountered at a
football match. The contrast is between the hostile duality of the football match and
the mutual singularity of the rock gig. Differences between the two broad types of
‘anthem’, to a great extent, bear on this difference in context.

Significantly, the extension of the ‘anthem’ to the bi-partisan arena of sport,
and its institutionalisation in the form of the commissioned anthem, are tendencies
that are now being encountered beyond football. The next section will further explore

the broadening use of ‘anthem’ and show how the notion of football anthems can be

extended to other sporting contexts.

Sports anthems: variations on the football anthem theme
The use of ‘anthem’ in other sports contexts is becoming increasingly
apparent. The term ‘football anthem’ has helped to promote the use of similar songs

in other sports that create audience participation and facilitate the audience in their
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role as active supporters. In addition to football matches, many other sports have
their own team anthems or sports anthems, or indeed songs that are recognisably
anthemic. Other types of sports anthems have become generated in a similar to
football anthems by the fans during games who appropriate popular melodies and
well-known songs and in some cases have had their own commissioned anthems.
Crowd involvement and its participatory elements are vital in organised sports. but
there are specific sports events where crowd involvement is kept to a minimum as
they are not historically participatory.

The game of cricket for instance, was traditionally a spectator sport without a
high degree of animated crowd involvement where the convention was only to
applaud when a point was scored. The reserved and passive nature of the spectators
could be compared to the ‘behaviour of middle class concert or theatre audiences’,
which is vital in maintaining cricket’s English representation of ‘moral worth’.>'* By
tradition, cricket calls for ‘restrained approval, reserve and the curbing of displays of
emotion from spectators’, which contrasts with the higher levels of emotional display
shown by the fundamentally working class football crowds.>'* This code of conduct
that is supposedly to be adhered to by the spectators, however, has been disregarded
by a group of England cricket supporters, known as the ‘Barmy Army’.>"”

The Barmy Army is a group of fans whose agenda is to make the game of
cricket more exciting, influence the players and display national support. The group
achieve these objectives by waving flags and banners as a symbol of support for their
country and by singing ‘irreverent, insulting and even crudely abusive chants and
songs directed at opposition fans and players’.*'® The active attempt from the Barmy
Army to influence play may be successful as ‘the stimulus of the crowd begins to
produce sensation in the players’, however, this behaviour ‘flouts the norms of
English cricket spectatorship’ and is more analogous to the behaviour of football
fans.'” The use of chants such as ‘We only lose when we’re playing’ (sung to the

tune of ‘Guantanamera’) further emphasise the power of supporter involvement and

313 Matthew Parry and Dominic Malcolm, ‘England’s Barmy Army: Commercialization, Masculinity
and Nationalism’ in International Review for the Sociology of Sport, 39, 1'(2.004), 75T94 (p. 77); For
William’s notion of cricket as an expression of ‘moral worth’, see John Williams, Cricket and
England: A Cultural and Social History of the Inter-War Years (London: Frank Cass, 1999).

314 parry and Malcolm, ‘England’s Barmy Army’, 75-94 (p. 77). '

315 The name Barmy Army was acquired by a group of English cricket supporters during the 1994-5
test by the Sydney Morning Herald.

316 parry and Malcolm, ‘England’s Barmy Army’, 75-94 (p. 80).

317 1bid., p. 81; Ibid., p. 80.
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the influence of football fan behaviour.3!® The transgression involved in importing

anthem-like songs and raucous spectator participation is producing an ever more
apparent quasi-football scenario.

The increase in participation by the cricket spectators, however, effectively
highlights a lack of cricket anthems proper, compared to the range of football
anthems, which has developed over the last two decades. This is reflective of the
historically minimal crowd involvement and absence of unison participation at
cricket matches. However, with the emerging influence of football supporter cultures
on cricket spectators becoming more apparent, particularly with the Barmy Army, it
may be that cricket spectator behaviour may change in the future and cricket anthems
may become a feature of matches.

Cricket is an example of the growing influence team and sport anthems can
have on the game. There are of course other example of sports that have their own
anthems and songs, which have become synonymous with their particular sport or
team. ‘We Will Rock You’ for example has been identified as a rock anthem, but it is
also recognised amongst ice hockey fans and renowned for being a sports anthem
within other sports. One reason for this transferability may be the crucial importance
of the stadium in both rock and sports contexts. ‘We Will Rock You’ has become a
song synonymous with sports events and has even been portrayed in films such as
the 2004 film ‘Dodgeball’ where the gestural participation by the crowd is
highlighted.?"”

In Canadian ice hockey, American baseball and basketball and European
netball matches for example, only sections of the song (generally the chorus) are
played over aloud speaker between points scored.?° The choruses have short phrases
and in general have ‘anthemic’ qualities that help to rouse the spectators and the
players. The brief vocal participation isn’t about creating community singing, but
more about spurring the players through spectator involvement. Compared to
European sports, most American sports have very little vocal participation from the
crowd, mostly cheering rather than singing. By playing sections of anthemic songs.

it encourages and allows the fans to sing in unison in order to spur the players on.

318 parry and Malcolm, ‘England’s Barmy Army’, 75-94 (p. 80).

319 Dodgeball, (Rawson Marshall Thurber, 20th Century Fox, 2004).

320 Sections of songs audible between point scoring during the netball games (Manchester 2002
Commonwealth Games) televised BBC, 25 July — 4 August 2002.
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The following commercially available songs are an example of what the

American sports network ‘ESPN’ regard as sports anthems and songs played during

many ice hockey, baseball, football and basketball games. Although the songs on the

album appear in their entirety, during the match only short phrases are played and

sung along to by the supporters as a short ‘time out’ for the spectators to motivate the

team without holding up the game, as singing does not occur simultaneously with the

match. Not even a whole chorus is sung, which can be observed in European football

matches. The list below shows the songs chosen to represent the ESPN network and

the songs that are associated with broadcast matches.

ESPN Stadium Anthems !

1. Queen - "We Will Rock You"

2. Kemkraft 400 - "Zombie Nation"

3. Moby - "Bodyrock"

4. Fatboy Slim - "Because We Can"

5. EMF - "Unbelievable"

6. N.E.R.D. - "Rock Star"

7.2 Unlimited - "Get Ready For This"

8. The Wiseguys (Feat. Greg Nice) - "Start The Commotion”
9. The Gap Band - "You Dropped A Bomb On Me"

10. Kool & The Gang - "Celebration”

11. Gary Glitter - "Rock And Roll Part 2"

12. C+C Music Factory - "Gonna Make You Sweat (Everybody Dance Now)"
13. Snap - "The Power"

14. Rednex - "Cotton Eye Joe™

15. Baha Men - "Who Let The Dogs Out"

16. Sister Sledge - ""We Are Family"

17. Ramones - "Blitzkrieg Bop"

18. The D4- "Get Loose"

If we look at the types of songs chosen as ‘ESPN Stadium Anthems’, the majority
employ short, ‘catchy’ phrases (averaging around five syllables per phrase) in the

chorus that are easy to sing along with. The lyrics from a few of the choruses are

shown below.

Baha Men - Who let the dogs out
Sister Sledge - We are fam-ily

EMF - You re un-bel-iev-a-ble
Snap - I've got the pow-er

321 §ports anthem compilation http:/www.amazon.com accessed 10/22/2004.
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The above phrases can be compared to the simplicity of the chorus of the
rock anthem ‘We Will Rock You’ by Queen, which is also listed as an ESPN
stadium anthem. In each case there are several commonalities that make it suitable
for competitive sports. These include a limited note range, with a maximum note
range of a perfect fourth. The phrases are short in length, with need for less breath
and control of exhalation and the syllables that make up the phrases are all placed on
separate notes, which emphasises the pertinence of the lyrics. The ‘sing-along-
ability’ of the above songs highlights the potential for appropriation, moreover, the
appropriative nature of rock anthems in sports contexts.

The lyrics of the aforementioned are also suitable for appropriation outside
the rock community. ‘“We Will Rock You’ is a phrase that could be interpreted in
sports contexts, where the stakes are high and winning is an important, as a threat to
the opposing team. The verb ‘rock’ could be interpreted as ‘beat” or defeat the
opponents, which is better suited to sports games and matches. ‘I’ve got the power’
is also a phrase suitable for sports that highlights the strength and wining attributes of
a team in the same way as the use of Queen’s ‘We are the Champions’ that is often
heard at the end of various sporting events.’”® Again, the rock anthem has the
qualities needed by the fans and players to unite, rouse and support and by using
these songs in a sports context allows the fans to vocally and gesturally participate,
allowing the participants to become part of the sports event. This element of the rock
anthem that creates the rock community, also applies to the strengthening of the
sporting community present at sports events.

However, what really distinguishes the US sports anthems from European
sports anthems is how they are deployed at the stadium. Participation in US games is
moderated as they are sung along to a backing tape, rather than taking the form of the
seemingly spontaneous and crowd-driven a capella vocal participation found among
European sports crowds. The backing tape restricts singing, therefore US supporters
do not change lyrics, and short sections of the chorus or verse are sung along to,
rather than whole choruses as seen in European matches. The result of singing along,
however, does for that brief moment, join supporters together in order to spur on

players and influence the game. What is interesting to note is that US football teams

322 Queen’s ‘We are the Champions’ heard at end of Liverpool v Middlesbrough match Anfield, 10
November 2004 and during the Manchester 2002 Commonwealth Games televised 25 July — 4 August
2002, BBC.

170



are commissioning anthems or ‘fight songs’ for teams in order to increase the vocal

participation from the supporters and to have official team anthems. The Philadelphia

football team has a new anthem called "Fly Eagles Fly’ that is specifically designed

and written for crowd participation, emphasising the power of team songs, as

discussed in the previous ‘commissioned football anthems’ section.*?}

So, in this section we have seen how sport anthems have proliferated,
especially in the U.S. On the one hand, from a sociological point of view, football
and U.S. sports anthems are very similar. The role of both is to encourage gestural
and vocal participation. On the other hand, what distinguishes British and American
anthems is the extreme simplicity and lack of autonomous appropriation found in the
latter case. Where U.S sports anthems seem to have moved almost immediately to a
highly institutionalised stage with the use of backing tapes and prompts, in the case
of British cricket the performance of anthems is, for the moment, at least a strongly

sub-cultural phenomenon. Yet these tendencies may not be mutually exclusive.

Conclusion
This chapter has been concerned mainly with the appropriation of the term

‘anthem’ and the construction of other types of ‘anthem’. Above all, it has shown the
spread of the ‘anthem’ beyond rock to new constituencies and contexts and with new
kinds of source material. In the context of sport, football anthems refer to the specific
musical characteristics that induce crowd participation. In this sense, the term alludes
to the qualities of rock anthems and the re-creation of the stadium rock crowd during
football matches. By using the term ‘anthem’ to describe vocal and gestural
participation it highlights the close association of football anthems with rock
anthems, yet at the same time, it also distinguishes the football anthem as a specific
form based on bi-partisanship and the production of a hostile duality.

The term ‘anthem’ has also become a form of representation, particularly in
football, where an anthem is emblematic of a team, the fans and/or a country.
Similarly, gay anthems have become associated and representative of the gay dance
community. In both types, football anthems and gay anthems, the social and musical

process all produce the result of community building. In addition to the spread of the

32 The Eagles’ fight song ‘Fly Eagles Fly’ featured on EAGLES: The Movie, dir, Paul Doyle Jnr, Hart
Sharp Video, 2005. http://trumbore.com/eagles/movies/fight.html accessed 2 September 2005.
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‘anthem’ to create new ‘anthem’ types, the role of mediation has contributed to the
spread of the use of the term ‘anthem’.

‘Anthem’, as a label is not only recognised as being representative and an

identifier participatory songs, but has become a signifier of ‘the best’ from its use on
compilation albums, which is illustrated by dance anthems and the constant creation
of new compilations that pick out the best tunes at that moment in time. I referred to
the emblematic nature of ‘anthem’ to describe how it may conjure up an instant idea,
meaning and myth, which is not just exclusive to national and rock anthems. Indeed,

it is clear that ‘anthem’ has not only progressed as a socio-musical practice, but as a

term used for labelling and representation.
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CONCLUSION

The aim of this thesis was to reveal the main attributes that constitute a rock
anthem. In deconstructing the rock anthem, I have undertaken musical analysis and
analysis of discourse (in the shape of lyrics) as well as of the paralinguistic, gestural
elements at play. These approaches are determined by the nature of the anthem as a
vehicle for encouraging participation. Crucially, this participation is multi-modal, that is
to say it involves a variety of forms of communication: singing or chanting along, hand-
clapping, swaying, waving and so on. Moreover, in exploring the elements that are
proper to each of these aspects of rock anthems, I have been able to apply my findings to
consider the historical progression of the anthem as a socio-musical practice through
‘new’ types of anthems and the spread of the ‘anthem’ as a term. This has involved some
analysis of the social institutions in which the anthem is embedded, such as the media
and organised sport. Throughout, I have drawn on interview material from participants,
particularly a group of active rock fans in order to further tease out key issues.

Initially, through textual analysis, I demonstrated common musical elements
within a number of rock anthems, highlighting the often hymn-like nature that can be
traced back to national anthems. Effectively, these musical and lyrical attributes proved
to be conducive to creating vocal participation from the audience, again highlighting the
group-singing function of hymns. While emphasising musical simplicity, I also
commented on the pedagogical effect of rock anthems and its role as a ‘teaching text’,
seemingly encouraging participation without the need of pre-knowledge from the
audience. This pedagogical notion not only applies to a live context, but extends to the
role of music video. In developing the idea of the fundamental pedagogic characteristic
of rock anthems, I explored the use of filming techniques in an analysis of rock anthem
videos to show an inclusion of audience participation and its influence as a form of
mediation in teaching audiences how and when to participate.

The act of participating during rock anthems cannot be understated. Audience
participation can be regarded as the main observable, identifiable feature of rock
anthems in a live context. I showed the different types of gestural participation that
feature alongside vocal participation, which has become synonymous with various rock

anthems. Once again, music video arguably plays a key cognitive role in the world-wide



recognition of the accompanying gestures and emphasises the integral feature of
participation. Participation is not just the musical and rhythmic features made visual or
indeed a visual underlining of key lyrics, it is important in audience/band interaction that
takes place in a live setting. Participation generates collectivity.

Collectivity can be thought of as an outcome during the performance of a rock
anthem. Collectivity is the collective behaviour of the audience that can be observed as
the alignment of gestures throughout the entire audience. This mode of audience
participation, which I described as singularity, not only describes the type of audience
participation but also the notion of the conjoining of the audience and band to produce
one, singular performer. The idea of the ‘anthem’ creating ‘one performer’, contrasts
with early sacred anthems that involved a duality of constituents (significantly, another
kind of duality arises in the case of sports anthems). The key shift towards singularity
takes place with the emergence of secular anthems, such as national anthems that are
centred on the audience as co-performers. I further developed this idea of singularity and
gestural participation in the discussion of communities, most notably the rock
community, with reference to Queen’s performance at ‘Live Aid’.

Although I have presented the musical and social role of rock anthems in terms
of its present context, I have also considered the ‘anthem’ in terms of its historical
context. In doing so, I was able to highlight the continuity-change that has taken place in
the progression of the ‘anthem’, both in its earlier pre-rock guises, and as it continues in
examples such as football and dance anthems. In the case of rock anthems, participation
and community are built on the notion of the rock tradition, continuity and even
heritage. This notion extends to football anthems, which also displayed similar socio-
musical features as rock anthems. Participation and community in dance anthems,
however, is dependent on immediacy and the invocation of the present.

Whilst the emphasis was clearly on the community building feature of the
‘anthem’ in different contexts, the broadening of the ‘anthem’ does not just apply to the
creation of new anthem types as socio-musical practices, but also as a term. From the
evidence presented, such as the vast number of compilations and examples of
journalistic uses of the term, the ‘anthem’ has taken on a descriptive role, becoming a
general purpose marketing label. This consequently has highlighted the ambiguity of the

specific socio-musical practice on which that label was originally based.
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The mass mediation of the ‘anthem’ through CD compilations for example has
not only spread the ‘anthem’ as a practice to new constituencies through new styles, but
also as a label. Indeed, there is further scope to investigate how various forms of media
impact on the spread of the ‘anthem’ and how it may influence future ‘anthem’ types
and uses of the term.

New types of anthems, such as football, gay and dance anthems have focused on
the representative nature of anthems. In terms of football, the anthems have become a
way for supporters to show their allegiance to a particular team. Similarly, gay anthems
have become a way for gay men and women to legitimize their subculture and existence.
The social groups use the anthems as a form of representation. In this context, the
‘anthem’ is emblematic and functions in the same way as in a national anthem: it is
representative and community affirming.

One general observation of anthems in respect of historical and recent forms is
its significance as a form for the creation of social cohesion and as a document to carry
messages that are considered important at a particular historical moment. They are
unique documents of these aspirations and sentiments. Sacred anthems such as ‘My
Heart is Inditing” were written for coronations, the verse anthem ‘Behold, O God our
Defender’ was sung during the threat of plague and appropriate during times of
adversity, national anthems were central in expressing and constructing national identity
during times of war. Political anthems and even football anthems dominate popular
conscience, demonstrating social aspirations and sporting sentiments. If we consider the
significance of football anthems this demonstrates the social importance of the sport,
which culturally dominates countries and includes a considerable percentage of the
population and television audiences.

Although the rock anthem clearly belongs to both rock and anthem genres, it is
also clearly a genre in its own right, with specific musical and social elements. Anthems
can be regarded as rock songs that induce audience unison vocal and gestural
participation to form a singularity. This is certainly recognized by music fans and the
music industry, with terms such as ‘anthemic’ and ‘anthemness’, becoming more
apparent. These ubiquitous terms seem actually to allude to the over-arching ‘anthem’
quality identified in this dissertation; that is, tending to encourage audience or lay
participation. The forms of such participation are of course seen as being diverse. and

may range from gestural participation to the ‘sing-along’ nature of the song. However,



there is also a counter tendency in contemporary music culture, whereby the use of
‘anthem’ or ‘anthemic’ may not always refer to an anthem in a genre-defining way.
Rather, the terms may be used as a form of advocacy or promotion, to indicate simply
that the song in question is very good, even of canonical status.

Finally, it is worth considering one issue that this research has raised, but not
addressed. This concerns agency. Precisely because the ‘anthem’ is an interactive,
participatory form it is difficult to evaluate whether it is writers, performers or indeed
audience members who have driven the historical process of its development. Is there

intention at work here, and if so whose? This is an area of study that surely needs to be

researched further.
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APPENDIX ONE: QUESTIONNAIRE RESULTS
TABLE Al.1

Level of Agreement
(number of respondents)
Song Strongly Strongly
Agree | Agree | Don't know | Disagree | Disagree
We are the Champions 99 0 0 1 0
We Will Rock You 97 3 0 0 0
Bohemian Rhapsody 65 26 3 6 0
Stairway to Heaven 63 24 5 5 3
Born in the USA 51 36 4 7 2
Another Brick in the Wall 42 40 6 9 3
Another One Bites the Dust 42 32 6 20 0
Summer of '69 39 31 13 16 1
Livin' on a Prayer 38 34 9 16 3
Let it Be 35 33 4 19 9
Rockin’ all over the World 34 36 23 5 2
All You Need is Love 33 33 10 16 8
The Final Countdown 33 30 15 16 7
Saturday Night's Alright for
_Fighting 24 29 18 26 3

Jumping Jack Flash 21 34 24 16 5
Enter Sandman 22 29 24 19 6
Layla 20 44 14 20 2
Crazy Nights 18 23 30 24 5
Blowin' in the Wind 17 25 22 25 11
Wonderwall 15 28 15 27 15
Sunshine of your Love 14 23 36 25 2
Thriller 14 22 10 31 23
Dancing Queen 13 23 6 35 23
Unchained Melody 13 15 15 32 25
Gimme all your Lovin' 12 34 20 28 6
A Design for Life 12 15 47 16 10
Losing My Religion 11 21 26 30 12
Dancing in the Street 9 25 20 34 12
Surfin' USA 6 28 8 49 9
All Together Now 0 11 51 26 12
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COPY OF QUESTIONNAIRE

Do you think the following son

best describes your answer.

1. We Will Rock You
(Queen)

2. Altogether Now
(Farm)

3. Layla (Derek and the
Dominoes)

4. Surfin’ USA (Beach
Boys)

5. Dancing Queen
(Abba)

6. Rockin’ All Over the
World (Status Quo)

7. Wonderwall (Oasis)
8. Born in the USA
(Bruce Springsteen)

9. Stairway to Heaven
(Led Zeppelin)

10. We Are The Champions
(Queen)

11. All you need is love
(The Beatles)

12. Losing my religion
(REM)

13. Another brick in the
wall (Pink Floyd)

14. A Design for life
(Manic Street Preachers)

15. Dancing in the street
(Martha & Vandellas)

Strongly Disagree

gs are rock/pop anthems? Put a cross in the box that

Strongly

Disagree
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16. Another one bites the
Dust (Queen)

17. Living on a Prayer
(Bon Jovi)

18. Jumping Jack Flash
(Rolling Stones)

19. Thriller
(Michael Jackson)

20. Gimme All Your Lovin’
(ZZ Top)

21. The Final Countdown
(Europe)

22. Enter Sandman
(Metallica)

23. Crazy Nights
(Kiss)

24. Sunshine of your Love
(Cream)

25. Blowing in the wind
(Bob Dylan)

26. Unchained Melody
(Righteous Brothers)

27. Bohemian Rhapsody
(Queen)

28. Summer of ‘69
(Bryan Adams)

29. Saturday night’s alright
for fighting
(Elton John)

30. Let It Be
(The Beatles)

Strongly Agree  Don’t Disagree ~Strongly
Agree Know Disagree
Thank you for participating.
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APPENDIX ONE: LIST OF ROCK ANTHEMS

The following table shows the songs described by the interviewees as rock anthems

and the number of interviewees who listed the song on 10 May 2003, Prestatyn,

Wales.

TABLE A1.2

NUMBER OF
SONG RESPONDENTS
WHO NAMED THE
SONG
We are the Champions (Queen) 12
We Will Rock You (Queen) 11
Bohemian Rhapsody (Queen) 5
Radio Ga Ga (Queen) 5
Stairway to Heaven 3
Smoke on the Water 2
Smells Like Teen Spirit 2
Ace of Spades 1
Rock n’ Roll 1
Friends Will Be Friends (Queen) 1
Hey Jude 1
Imagine 1
Rockin’ All Over the World 1
Tie your Mother Down (Queen) 1
Whisky in the Jar (Thin Lizzy) 1

192



Lyrics you can
relate to

even non-fans

Well-known

Brings everyone
together

Grabs everyone
despite fan base

Join in

TEXTUAL COGNITION PARTICIPATION GENRE/ LONGEVITY SCALE/SIZE AFFECT
FORM STATUS
Catchy tune Easily recognisable ‘Sing-a-long-able’ Rocky Lasts for Big Emotional
years
Good hook line Instantly recognisable | Sing to it Classic song Big crowds Inspiring
Listen to it for
Accessible short | Memorable Something you can | Popular the rest of Big space pride
riff participate to your life
Sticks in your head Legendary Big song great
Repetitive Clap along to Song lives
Everyone knows it Icon long Fills stadiums

Grandiose

€61
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APPENDIX ONE: INTERVIEW TRANSCRIPTS

The fpllowing are the responses from 20 rock fans who participated by answering
questions during short interviews carried out on 10 May 2003, Prestatyn, Wales. The
questions are emboldened in order to distinguish from the interviewee’s ,responses.

1. Name Dave Age 32 (Cambridge)
What is a rock anthem?
It’s easily recognisable and sing-along-able. A song you can join in.
Can you give a few examples of rock anthems?
‘Champs’, ‘We are the Champions’ definitely, and ‘Radio Ga Ga’, there’s loads.
Where are anthems used and/or heard? Who do you think uses
anthems?

Mostly sports events, places where you join in, that kind of thing.

2. Name Aaron Age 33 (Wales)
What is a rock anthem?
Well it’s a well known song. Everyone knows it. It lasts for years.
Can you give a few examples?
“We are the champs’, ‘we will rock you’.
Where are anthems used and/or heard? Who do you think uses
anthems?
Sports, anything like that.

3. Name Trevor Age 40 (Stoke-on-Trent)
What is a rock anthem?
Something you remember, you know, everyone knows it even non-fans.
Can you give a few examples of rock anthems?
Bo Rhap, Champs, led zep’s stairway, is that enough?
Where are anthems used and/or heard? Who do you think uses
anthems?
Football. Stadiums and erm, commercials.

4, Name Phil Age 44 (Stoke)
What is a rock anthem?
It’s rocky, you can sing along to it and join in, participate and that, you know clap
and stuff.
Can you give a few examples of rock anthems?
Champs, ‘Radio Ga Ga’, that sort of song.
Where are anthems used and/or heard? Who do you think uses
anthems?
Adverts.

S. Name Keith Age 28 (Birmingham)
What is a rock anthem?
Memorable song.
Can you give a few examples of rock anthems? o
‘Born to be wild’, ‘stairway’, ‘whisky in the jar’ by Thin Lizzy and something like
‘radio ga ga’, with the clapping thing going on.
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10.

Where are anthems used and/or heard? Who do you think uses
anthems?

What like commercials? Yeah that.

Name Beverley Age 37
What is a rock anthem?

Well it’s a classic isn’t it? It makes you feel proud and it’s like Queen, all big and
grandiose and you know it instantly when you hear it.

Can you give a few examples of rock anthems?

‘Bo Rhap’, ‘smoke on the water’, ‘stairway’ by led zeppelin

Where are anthems used and/or heard? Who do you think uses
anthems?

Tribute bands all do anthems and the jingles on ads.

(Blackwood, South Wales)

Name Rod Age 24 (Birmingham)
What is a rock anthem?

Sticks in your head and is memorable. Its got that riff, accessible short riff, you
know it when you hear it.

Can you give a few examples of rock anthems?

It’s the instantly recognisable songs, there’s loads, I know, led zep ‘rock and roll’.

‘tie your mother down’, ‘smoke on the water’, with that riff.

Where are anthems used and/or heard? Who do you think uses
anthems?

Football, radio, TV

Name Terese Age 39 (Bath)

What is a rock anthem?

You can sing to it, it lives long, for a long time and is popular but not only that its
done by legends, it a legend.

Can you give a few examples of rock anthems?

‘Champs’, ‘rock you’, ‘Bo Rhap’, ‘Imagine’, all the big ones.

Where are anthems used and/or heard? Who do you think uses
anthems?

TV, sports, radio TV satellite.

Name Mary Age 52 (Manchester)

What is a rock anthem? ' .
Catchy. Its got lyrics you can relate to, can’t think of anything else.

Can you give a few examples of rock anthems?
‘Champs’, ‘rock you’. .
Where are anthems used and/or heard? Who do you think uses

anthems?
Football matches, stadiums, sports events, all that.

Name Mark Age 22 (Bolton)

What is a rock anthem?

It’s popular, recognisable

Can you give a few examples of rock anthems?
Nirvana, ‘smells like teen spirit’, ‘ace of spades’
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11.

12.

13.

14.

15.

Where are anthems used and/or
anthems?
Weddings parties

heard? Who do you think uses

Name Russell Age 31 (Cardiff)

What is a rock anthem?

A song don? by good performers and you listen to for the rest of your life.
Can you give a few examples of rock anthems?

‘Stairway’, ‘Bo Rhap’

Where are anthems used and/or heard? Who do you think uses
anthems?

Mostly football events

Name Leanne Age 45 (London)

What is a rock anthem?

Well, it’s emotional and brings everyone together, yeah.

Can you give a few examples of rock anthems?

‘Champs’, Bo Rhap’, ‘Rock you’

Where are anthems used and/or heard? Who do you think uses
anthems?

Concerts, sports events, funerals

Name Jim Age 41 (Newcastle)

What is a rock anthem?

Catchy, don’t know how else to describe it

Can you give a few examples of rock anthems?

“Champs’, ‘rock you’, ‘rockin’ all over the world’ by the one and only Quo, ‘teen
spirit’ by nirvana

Where are anthems used and/or heard? Who do you think uses
anthems?

Ice hockey, football stadiums, adverts

Name Janet Age 60 (Surrey)

What is a rock anthem?

You sing along to it and it inspires you and you feel great.

Can you give a few examples of rock anthems?

‘Rock you’, ‘Champs’, ‘friends will be friends’ and ‘radio ga ga’

Where are anthems used and/or heard? Who do you think uses
anthems?

Sports events and TV, teah they did that evian water commercial using rock you
didn’t they, yeah. That’s got to be a rock anthem.

Name Jacky Age 45 (Oxford)

What is a rock anthem? .
Let’s see, its definitely got a hook line, repetitive and you got to clap to it.

Can you give a few examples of rock anthems?
‘Champs’, ‘rock you’, ‘ga ga’ .
Where are anthems used and/or heard? Who do you think uses

anthems? _ .
Stadiums, sports events, conventions and gatherings with loads of people.
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16.

17.

18.

19.

20.

Name Wendy Age 51 (New York)

What is a rock anthem?

Well the song grabs you and everyone. You don’t need to be a fan, so it grabs
everyone dsepite fan base. Its an icon for sure.

Can you give a few examples of rock anthems?

Champs and we will rock you

Where are anthems used and/or heard? Who do you think uses
anthems?

Sporting events mainly.

Name Simon Age 31 (Hertfordshire)

What is a rock anthem?

You’re inspired to sing along to the song. It’s a song that fills stadiums and really
makes a great sing-along by everyone.

Can you give a few examples of rock anthems?

‘Champs’, ‘hey jude’

Where are anthems used and/or heard? Who do you think uses
anthems?

Big venues, big places, share with other people.

Name Julie Age 24 (Birmingham)

What is a rock anthem?

Big song with big crowds

Can you give a few examples of rock anthems?

‘We will rock you’

Where are anthems used and/or heard? Who do you think uses
anthems?

Sports

Name Jo Age 26 (Leeds)

What is a rock anthem?

Something you can clap to, big song for big space.

Can you give a few examples of rock anthems?

‘Rock you’

Where are anthems used and/or heard? Who do you think uses
anthems?

Sports, arenas, stadiums

Name Dave Age 65 (Cornwall)

What is a rock anthem?

Popular legendary, sing along song.

Can you give a few examples of rock anthems?

‘Rock you’ .
Where are anthems used and/or heard? Who do you think uses
anthems?

Radio TV sports.
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APPENDIX ONE: UCI SURVEY RESULTS

UCI (United Cinemas International) surveyed 1005 people at their cinemas in
Manchester, Greenwich, Cardiff and Norwich on 30 & 31 January 2004.
The survey coincided with the release of the film ‘School of Rock’.

In formation accessed 05/26/2004 at
http://www.uci.co.uk/index.php?page=news print&news id=406

‘School of Rock’ - Top 20 Rock Anthems:

O 00NN R WD =

. We Will Rock You-Queen (1977)

Bohemian Rhapsody - Queen (1975)
Smells Like Teen Spirit - Nirvana (1991)
The Final Countdown - Europe (1986)
Livin' On A Prayer - Bon Jovi (1986)
All Right Now - Free (1970)

Layla - Derek & The Dominoes (1970)
Eye Of The Tiger - Survivor (1986)

The Best - Tina Turner (1989)

. Addicted To Love - Robert Palmer (1986)
. Wallk This Way - Aerosmith & Run DMC (1986)

Is This Love - Whitesnake (1987)

. (I Can't Get No) Satisfaction - The Rolling Stones (1965)
. Bat Out Of Hell -Meatloaf (1977)
. Should I Stay Or Should I Go? - The Clash (1982)

Schools Out-Alice Cooper (1973)

_ Rockin' All Over The World - Status Quo (1977)

Stairway To Heaven - Led Zeppelin (1971)

_ I Believe In A Thing Called Love - The Darkness (2003)
. 20th Century Boy - T Rex (1973)
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APPENDIX TWO: VARIOUS ANTHEM
COMPILATIONS

The following shows the various types of anthem compilation albums as listed on
http://uk.towerrecords.com. 17 November 2004.

Absolute Trance: The Biggest Dance-party Anthems (Mix C fion R
71340514522, 2002) (Mix Connection Records

Air Guitar Anthems (Emi Gold 724353 847524, 2002)

International Anthems: Alive & Kickin' Compilation (CDS Music CDB0231740042.
2002)

Anthem Alert (Water Music Records 060 422, 2004)

Anthems Vol. 2 1998-1992 (1997)

Anthems For The Rotten (SPV, 2001)

Anthems Of House (Decadance DECBOX 3CD, 2001)

Anthems Of Old Skool (Inspired INSPCD 38, 2004)

Anthems Of Trance (Ministry Of Sound/Inspired, 2004)

Amazon Club Anthems (Amazon AMAZCS, 2004)

Ba Ba Boom Time (Treasure Isle Rocksteady Anthems 1966-1968)(Sequel NEMCD
473, 2000)

Best Ibiza Anthems...Ever! (Virgin TV VTDCDX 254, 2000)

Best Dance Classics (2 CDs Of Classic Club Anthems) (Virgin TV VTDCD
671, 2004)

Outlaw Anthems: Blood For Blood (Victory Records (USA) 173, 2002)
Anthems For The Underdog: B Movie Heroes (Spank SPANKCD 005. 2003)
Christian Rainbow Anthems (Blue Moon Records, 2004)

Classic Rock Anthems (Crimson CRIMCD?98, 1997)

Clone Zone Dance Anthems 2003-10-06 / Almighty

Club Anthems '99 (Decadance, 1999)

Club Anthems (Decadance DECBOX 7CD, 2001)

Club Anthems Vol. 1 (Ultra Records, 2004)

Club Anthems: Ballboy (SL LONE 11, 2001)

Club Mix 2002 (40 Of The Biggest Club Anthems) (Universal Music TV, 2002)
Country Anthems (Masters 1240, 2001)

Crash! Indie Anthems (1982-2004) (BMG TV 753634, 2004)

Indie Anthems (Universal Music TV 9826954, 2005)

Cream Anthems (Deconstruction 74321326152, 1995)

Cream Anthems (Deconstruction 74321529622, 1997)

Cream Anthems 2000(Virgin TV VIDCD272, 1999)

Cream Anthems 2002 (Emi/Virgin, 2002)

Cream Trance Anthems (Virgin TV, VIDCDX 4862002, 2002)

Dance Anthems (1998)

Dance Floor Anthems (1999)

Dance Nation Anthems (MOSCDS52, 2002)

Dance R&B Anthems Vol.4 (Festival Mushroom E574269, 2003)
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Dave Pearce’s Dance Anthems - Summer 2
Dave Pearce’s Dance Anthems —
Dave Pearce Presents 40 Classic
5471962, 1999)

Half.- Wil“ Anthems Deadweight (Orchard Records 0084, 2002)
Dedication Youth Murder Anthems (Deathwish Records 3, 2001)
Deep Purple Anthems (EMI Gold 5285122, 2000)

Digital Empire: Techno Anthems (Cold Front Records 4362 2000)
V.2 Hardhouse Anthems DJ Jacqueen (49003, 2001) ’
Anthems Of Ancient Splendour Dominance (Scarlet 004CD, 1999)
Driving-Rock Anthems (EMI Gold (Australia) 5923552, 2004)
80’s Dance Anthems (Crimson MIDCD044, 1999)

England Anthems 2002 (Decca 4730072, 2002)

ESPN Stadium Anthems: Ultimate X (Hollywood 720616238726,2003)
Essential Anthems: Dance (66182, 2002)

Essential Club Anthems (FLUTE ESSECDI13, 1999)

Essential Ibiza Anthems 2 (Beechwood, 2002)

Extreme Anthems (Rumour 2002)

Extreme Wrestling Anthems 1 (55552, 1999)

Extreme Wrestling Anthems 2 (55562,1999)

Galactic Anthems (Galactic, 2002)

Garage Anthems (Decadance (UK) DECBO2CD, 2001)

Gay Anthems Vol. 1 (1998)

Glasgow Celtic Supporters' Anthems (Emerald, 2003)

Glasgow Celtic FC Anthems (The Greatest Collection Of Celtic Anthems) (Emerald,
2003)

Greatest Guitar Anthems (EMI Catalogue, 2004)

Greatest Sports Anthems — Vol. 1 (1994)

Happy Anthems Vol. 1 (Rumour, 1993)

Happy Anthems Vol. 3 (Rumour, 1995)

Happy Anthems Vol. 4 (Rumour, 1996)

Happy Mardi Gras! Party Anthems Volume 8 (Mardi Gras, 2002)
Heavy Metal Anthems (Castle Pie, 1999)

Hard Dance Anthems 2003 (2002)

Hard House Anthems 4 (Nukleuz, 2003)

Hard House Anthems 2004 (Nukleuz, 2004)

Hard Trance Anthems (The Hardest Trance & Funkiest Hardhouse) (Decadance,
2002

Hom()z T /Cocoa Tea/Shabba Ranks Pirates Anthem (Greensleeves, 1998)
Horny Ibiza Anthems (1999)

House Anthems Vol.1 (Virgin TV VIDCDX 424, 2002)

Ibiza Anthems (1998)

Ibiza Summer Anthems Vol.2 (Club Cuts, 1999)

Indie Dance Anthems (Sony, 2003)

Irish Dance Anthems Vol.1 (Emerald, 2003)

Irish Dance Anthems Vol.2 (Emerald, 2003)

Italian Dance Anthems and Euro Hits (Ultra Records, 2004)
Karaoke - Rock Anthems (Star Trax, 2004)

Karaoke Anthems (EMI Gold, 2003)

Kid Dynamite Cheap Shots Youth Anthems (Jade Tree, 2003)

) 003 (Ministry Of Sound/Inspired, 2003)
Spring 2004 (Ministry Of Sound/Inspired. 2004)
Dance Anthems (Ministry Of Sound/Inspired
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Kiss Anthems V2 (1997)
Last Resort Skinhead Anthems (2004)

Let's Groove (40 Qf The Very Best Funky Disco Anthems) (DMG TV, 2003)
More Than A Feeling (The Greatest Rock Anthems Of All Time) (Sony TV. 2004)

Naughty But Nice Future House Anthems 2001 (Mixed By Al
P
(Castle Music, 2000) (: y Alex P & Brandon Block)

Non-Stop Dance Anthems (1998)

Nukleuz Presents: Hard House Anthems 2001 (Mixed By BK & Ed Real /The
Original & The Best) (Virgin TV VIDCDX 364, 2001)

Nick Satan & The Rockin' Devils Teddy Boy Anthems (Nervous, 2004)

Norman Jay Presents Philadelphia (The Underground Anthems Of Philadelphia
Soul 1973-1981) (Harmless, 2004)

Northern Soul Floorshakers (20 Anthems & Rarities From The RCA Vaults) (Music
Club, 1999)

Original Dance Album Vol.1 - 20 Wicked Old Skool Anthems) (Emi Gold,2002)
Paul Oakenfold/Nick Warren Cream Anthems 1997 (De-Construction, 1997)

Power Ballads Vol.2-The Greatest Driving Anthems In The World... Ever!. (Virgin
TV VIDCD 619, 2004)

Progressive Anthems (2001)

Progressive Rock Anthems (St. Clair 44032, 2002)

Put Your Foot Down And Drive - 35 Classic Driving Anthems (Columbia, 2002)
Q — Anthems (Virgin TV, 2001)

Ragga Jungle Anthems Vol. 1 (Greensleeves, 1996)

Ragga Jungle Anthems Vol.2 (Greensleeves, 2002)

Rave Anthems (Castle Pie, 1999)

Rave Anthems (Zyx, 2002)

Rave Anthems: Old Skool Classics (2002)

Reggae Anthems (Direct Source, 2004)

Rewind (Garage Classics - The Biggest Garage Anthems Of All Time) (Ministry Of
Sound, 2004)

Rock Anthems (K-Tel, 2001)

Shed Anthems [Mixed By MJ Hibbett & The Validators] (Sorted, 2004)
Slow Burn: After Hours Anthems (1996)

Soca Anthems (Right, 2003)

Soca Anthems Vol.2 (Hot Vinyl, 2001)

Speed Garage Anthems (1997)

Subversives Protest & Dance/Anthems (2000)

Summer Dance Anthems 1999 (1999)

Swing Classics - Mellow Flavas & Bump 'n’ Grind Anthems (WSM, 2003)
Synthpop Club Anthems 3 (A Different Drum, 2004)

The Best Club Anthems...Ever! 1999 (Virgin TV VIDCD 221, 1999)

The Best Club Anthems...Ever! 2002 (Virgin TV VIDCD 498, 2002)

The Very Best Club Anthems...Ever! (Virgin TV VIDCDX 569, 2003)
The Best Gay Anthems of all Time Vol. 1 (Metrodome METRO268. 1999)
The Best Footie Anthems ...Ever! (Virgin VTCD9%4, 1996)

The Best Gay Anthems of all Time Vol. 2 (Metrodome METRO0269. 2000)
The Best Rock Anthems...Ever! (Virgin TV VTDCD215, 1998) )
The Best Rock Anthems in the World...Ever Vol.2 (Virgin VIDCD215, 1998)
The Scene Anthem Alive (Garfish Records/Skodi Records, 2001)

The Toy Dolls Anniversary Anthems (2004)
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This Is Rave Anthems (2000)

This Is Hard House Anthems (Beechwood BEBOXCD 46, 2001)
This Is Anthems 2000 (FLUTE BEBOXCD34 1999)

Tom Wilson Bouncin' Back Vol.2 (The Anthems - Mixed By Tom Wilson) (Rumour.
2003)

Trance Anthems (Euro-Com, 2000)

Trance Anthems Vol.2 (Decadance, 2001)

Trance Nation Anthems (2CD) (2003)

127 Dance Party Anthems (1998)

UK Gay Anthems Vol.1 (Almighty BLSTCDO03, 1998)

Ultimate Feelgood Anthems (Sony TV, 2004)

Ultimate Gay Anthems [Mixed By Wayne G And Almighty] (Holier, 2004)
Ultimate Sk8er Rock 40 Slammin’ Skate Anthems (BMG TV, 2004)
Unofficial Aussie Anthems Album - Vol. I (Festival Mushroom, 2003)
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APPENDIX TWO: VARIOUS ANTHEM COMPILATION
ALBUMS: TRACK LISTING

The following are track listings for the following albums: The Best Footie

Ant.h?ms...Ever Vglume 1, Classic Rock Anthems and Power Ballads: The Greatest
Driving Anthems in the World... Ever! and Driving Rock Anthems.

The Best Footie Anthems...Ever Volume 1 (Virgin VTMC94, 1996)

. “We are the Champions’ - Queen

. “World in Motion’ - New order & England World Cup Squad
. ‘Three Lions’ - Lightning Seeds and David Baddiel/Frank Skinner
. Back Home’ - England 1970 Worlds cup Squad

. ‘Match of the Day’ - Offside

. ‘Life of Riley’ - Lightning seeds

. ‘Fog on the Tyne’ - Gazza and Lindisfarne

. ‘Anfield Rap’ - Liverpool FC

. “You’ll Never Walk Alone’ - Gerry and the pacemakers

10. “‘Wonderwall’ - Oasis

11. ‘Sportsnight’ - Tony Hatch

12. ‘Belfast Boy’ - Don Fardon

13. ‘Come on You Reds’ - Manchester United FC

14. ‘Move Move Move (The Red Tribe)’ - Manchester United FC/ Stryker
15. ‘Ooh ahh Cantona’ - 1300 drums

16. ‘Grandstand’ - Keith Mansfield

17. ‘Football Crazy’ - Robin hall and Jimmy Macgregor

18. ‘Parklife’ - Blur

19. ‘Blue is the Colour’ - Chelsea FC

20. ‘Diamond Lights’ - Glenn and Chris

21. ‘Ossie’s Dream’ - Tottenham Hotspur FC

22. “Nice One Cyril’ - Cockerel chorus

23. ‘Nessun Dorma’ - Luciano Pavarotti

24. ‘Ode to Joy’ - Various artists

25. *Always Look on the Bright Side of Life’ - Monty Python

O 00 ~J O\ W B Wi —

Classic Rock Anthems (Crimson CRIMCD98, 1997)

. Strange Kind Of Woman - Deep Purple

. Paranoid - Black Sabbath

. Voodoo Chile - Jimi Hendrix

. Silver Machine - Hawkwind

. Mean Girl - Status Quo

. Bad Bad Boy - Nazareth

. Sweet Home Alabama - Lynyrd Skynryd
8. Blowing Free - Wishbone Ash

9. Parisienne Walkways - Gary Moore

10. Fanfare For The Common Man - Emerson Lake And Palmer
11. Radar Love - Golden Earring

QO AW —
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12. Rocky Mountain Way - Joe Walsh

13. On The Road Again - Canned Heat

14. Devil's Answer - Atomic Rooster

15. In A Broken Dream - Python Lee Jacks
16. Sylvia - Focus

17. All Because Of You - Geordie

18. Race With The Devil - Girlschoo]

19. Ace Of Spades - Motorhead

20. Easy Livin - Uriah Heep

on Featuring Rod Stewart

Power Ballads: The Greatest Driving Anthems in the World... Ever!
(Virgin TV VTDCDA413, 2003)

Disc 1:

- Hero - Chad Kroeger feat. Josey Scott

. We Are The Champions - Queen

. The Best - Tina Turner

. Because The Night - Patti Smith Group

. The One | Love - R.E.M.

. I Drove All Night - Roy Orbison

. The Power Of Love - Huey Lewis & The News
. Heaven Is A Place On Earth - Belinda Carlisle
. Alone - Heart

10. Is This Love — Whitesnake

11. Black Velvet - Alannah Myles

12. (I Just) Died In Your Arms - Cutting Crew
13. You Took The Words Right Out Of My Mouth (Hot Summer Night) - Meat Loaf
14. Total Eclipse Of The Heart - Bonnie Tyler

15. China In Your Hand - T'Pau

16. Bitch - Meredith Brooks

17. How You Remind Me — Nickelback

18. Love Hurts - Nazareth Every Rose

19. Has Its Thorn - Poison

20. Nothing Compares 2 U — Sinead O'Connor

O 00~ N DN B WK —

Disc 2:

1. Drive-The Cars

2. Broken Wings - Mr. Mister

3. Hard To Say I'm Sorry - Chicago .
4. Against All Odds (Take A Look At Me Now) - Phil Collins
5. To Be With You - Mr. Big

6.1 Want To Know What Love Is — Foreigner

7. The Living Years - Mike & The Mechanics

8. Nothing's Gonna Stop Us Now -Starship

9. Keep On Loving You - REO Speedwagon

10. We Belong - Pat Benatar

11. Don't You (Forget About Me) -Simple Minds

12. Missing You - John Waite
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13. Isn't It Time - The Baby's

14. When I See You Smile - Bad English
15. It Must Have Been Love - Roxette
16. Eternal Flame - The Bangles

17. All By Myself- Eric Carmen

18. Eyes Without A Face - Billy Idol

19.1'd Do Anything For Love (But I Won't Do That) - Meat Loaf

Driving-Rock Anthems (EMI Gold (Australia) 5923552, 2004)

- Rock & Roll Dreams Come Through - Meat Loaf
. Rebel Yell - Billy Idol

. French Kissin' In The USA -Debbie Harry

. Simple Minds Alive & Kicking —

. Let's Stick Together - Bryan Ferry

. Get It On - Powerstation

. Dirty Love - Thunder

. Hey You — Quireboys

. Here I Go Again - Whitesnake

10. Psycho Killer - Talking Heads

11. Milk & Alcohol - Dr Feelgood

12. Atomic — Blondie

13. Motor Biking - Chris Spedding

14. Devil Gate Drive - Suzi Quatro

15. 2-4-6-8 Motorway - Tom Robinson Band

16. Simply Irresistible - Robert Palmer

17. Rush Hour - Jane Wiedlen

18. Rio - Duran Duran

19. (We Want) The Same Thing - Belinda Carlisle
20. Senses Working Overtime - XTC
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