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elativelyf little has been Wwritten on modern Scottishl popular music

D and its telationshiplith hational identity. Whereas el have been

abundantly served by accountsl of the historyl of Scottish ballads

and their contribution/to how! Scotland and Scottishness'have been

understood, historians_and musicologists_have_ignored thel role of

modern popular music. Thellacki of a historiography’ of Scottishl popland rockl can

arguably bel traced backi tol the tradition lof mass/ iculture criticism, that is, to la

certain ‘academic paradigm/ whichl in/ the mid 20™ century emerged to condemn

cultural phenomenal such’ as’ popular musicl asl tool flow’[ tol bel takenl seriously. It

was particularly’ thel lcommercial lintent in[ making, performing and Idistributing

music that waslgenerally(seenlas'dubiousland scorned at./ Althoughl this paperfshall

not Jdwell luponl ithis'discussion,Ja lshort loverview! of ithe relationship” between
Scottishness and modern/ popular musicis needed.

Altrecent report onl thel music industryl in’ Scotlandl argues that fwhilel some
Scottish musicl has been sold for its_Scottishness_(in_folk and traditional_music
markets, [forl lexample), lother Imusic 'made JinScotland 'cannot Ibel lunderstood
culturally’ lorl Jeconomically' |inl national terms’.[1The /mostl Isuccessful ' Scottish
performers. currentlyt have beenl successful in music worlds, which are ‘not in any
sensel Scottish’[(Williamson, Cloonan & Frith[2003,126).

This is"al simplified statement.[ It has been widelyl accepted that music is an
important vehicle for the construction of thel objective reality! of the external social
world and that it can represent’ thel constructed national or ethnid collectivities.
This not only applies to traditional forms/ of music but alsol tol modern popular
stylesl suchl as pop, tock, hiplhop, and so onl (Regevi & Seroussi 2004, 5—6). Even
thoughl music often mayi not havel clear sonic references! to what! isl inderstood! as
‘national’ [ it Istill '/mayl be Iconsidered las lsomething Ithat lrepresentsl la Isensel lof
communityl and nationality. Current popl hamesl suchl as Travis' and Texas do hot

'TThis_paper_was_presented at the spring seminar_of the Finnish Society for ICeltic Studies in
Helsinki'on 237 April, 2005.
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sound Iparticularlyl IScottishl lor |Celtic,l but imarketing Istrategies 'and 'thel imedia
reception havelmadelitl cleari that/ they do hot appear out of howherel but arel flocal
Scottishlgroups’who have madelit big in/international markets.

InImost Jcountries, 'modern lpopular imusic/Jhas lemerged las la Jresult lof
interaction |betweenl 'national ltraditions |(suchl asl llanguage) land linternational
(mainly /Anglol American) influences.. What canl bel generally said about modern
Scottishl populart music during thel past fifty years is that' musicians havelidentified
themselves with American music styles and onl thel otherrhand exploited thel British
(i.e.[English) music industry. Al strong sensel of being located somewhere between
America and England hasl characterized Scottishl pop and rocki (Wilkie 1991, 14;
Hogg 1993,1369). 1t was not until the 1980s that' groups suchl as Runrig and Big
Countryl ldeveloped formulas, 'whichl Idistinctivelyl tooki imusical linfluences/ both
from[ thel richl tradition_of Scottishl folki songs' and modern/ rock  styles.[ Y et sounds
themselves larel lonly Jone lelement Jof Thow lidentities 'arel lrepresented lin jmusic
cultures.[In Scotland [ already in'the 1970s[there[Werel artists' and groups, évenlstars,
whowerekeen to blend thelocal'and the global.

Weenybopstars: the Bay City Rollers

Stars lare lindividuals 'who, JasJa \consequencel Jof Jtheir Jpublic performances or
appearancesl inl thel mass media,/ becomel widelyl recognized and acquire symbolic
status (Shuker 1998,[282)." Whereas! thelstar is'al conspicuous person whol appears
and Ibecomes’ lavailablel lin[ Ithel | circuit ] of Jal Inumber of mass’|communication
modalities, stardomi lis lan lexpressionl lof la  larger entityl referring tol thel icultural
dimensions of Jthel )phenomenon Jand Imodes lof Istar Jvisibility. 'The lconceptlof
stardoml Jalsol limplicitly! 'raises questions about thel 'waysl Istars function Iwithin
popular musicl culture’ (Makela 2004, 18-19).

Inl light of thesel definitions,[ there is hot much to say’ about 1970s Scottish
popl starslandl stardom. We basically havel fivel hames: Derek,  Alan, Eric, Les and
Wood,[ that is, thel classicl line[upl of thel Bayl City Rollers. Wel imight of course
consider several otherl names. With thel Bayl Cityl Rollersl alone, 27 members had
passed throughl its ranks byl thel earlyl 1970s and many’ morel werel tol comel (Hogg
1993,132)./Welalso havel Slikiwho in' the wakel of the[{Rollermania’’ phenomenon
tookl their piecel of teenybopl cake before the frontman of thel group, Midge Ure,
called it'a dayl andl formed al hewl group, Ultravox.[Inl thel field of blues/rock, hard
rockl and heavyl rock, therel werel several performers/ who enjoyed! critical acclaim
and_cult status_in/ the  1970s:Average. Whitel Band, Frankiel Miller, Maggiel Bell,
Stonel the |Crows, land, Imost_notably, lthe |Sensational IAlex Harvey Band land
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Nazareth,[bothl of whoml also had al following among Finnishl hard rock fans.[Yet
the[Bay! City Rollers temainl the only truel Scottish/ starr hame  of the time.

Thel Bay! Cityl Rollers were established in[ 1965.0 The group, then knownl as
thelSaxons, soon attracted following inl thel Edinburghl area. The defining moment
of theirl career happened in 1970, When thel groupl camelunder the/ wing of manager
Taml Paton. Hisl first task Wwas to suggest that/the band should changeltheirrhamelto
something that would sound morel /American. Someone_suggested_the ‘Rollers’,
whichl referred tol American roll skate fashion, but that' did hot'wholly satisfy[ Paton
and thel group. Legend says that eventually the boysl stucki a pinlina USImapland
out came Bay City in Michigan. Thus, the Bay Cityi Rollers (Rogan 1988,212-214;
Wilkiel1991,113).

Thel Bay! Cityl Rollers, often shortened as the Rollers, had their firstl hit,
‘Keep on Dancing’,[already in[1971.[Forl almoment it sSeemed/that thel group would
remainl just' another popl novelty and sink backl into obscurity.  Deciding that the
bandwould requirel al gimmick, Paton thenl elected to play onltheir hationality. He
hit'the right' chord.[ The grouplbegan to wear tartan edged anklel freezers with bell |
bottomltrousers at half mast, striped socks'and baseball’boots. Tt Wwas éspecially the
uselof tartan/$carves, oftenl tied_ around the[boys’ wrists that'becamel thel celebrated
trademark Jof Ithe /band[Jand, las]a_ imatter. of Ifact, Jof theJ[whole /Rollermania
phenomenon which/burst'in1975.

It should bel rtemembered that Thel Rollers were not thel first' popl and rock
performers/ identifying themselves withl visual signs of Scottishness. In 1958, onel
hit'wonder Jackiel Dennis was_ marketed as_ a kilted Elvis_(Hogg 1993, 22). In[ the
earlyl 1970s, another groupl of Taml Paton’s, al short lived Bilbol Baggins, sported
with tartan fashion (Rogan 1988, 215).[ Yet it was/the Rollers/that reallylembraced
thel clan uniform,becoming thel first' Scottishl popl groupl tol makel theirf identityland
cultural background la” fundamental Jpart of itheir fame. [Opposing ‘the lstandard
practicelat the time, they' évenl trefused to move to London.

Of course, it was not_only tartanl scarves_that earned thel Rollers their nine
Top 100 UK hits[(e.g.[‘Bye Bye Baby’, ‘Saturday Night’ [ “Give a Little Love’) in[two
years_time_and lan/international fan hysteria_ not seen  since [Beatlemania.'Tam
Patonl organised a’ clever publicityl campaign and sent’ postcards' to thosel teenage
girlsswho'had had(theirnamesand addresses printed in popand fan magazines. He
alsoused the services of professional songwriters (Hogg 1993,(133; Brownlee 2003,
63). Most notably, Paton presented hisl boys' as stars_ who  refused to play’ with
whacky imagery of rock’n’roll excess! that' had dominated popular musicin the
earlyl 1970s.l According tol thel official Rollers'image, Paton’s protégés/ werel clean!
living bachelors' who had fun and smiled $o much’ that it made them/ look  fmuch
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more tadical than Zep(]i.e. Led Zeppelin] o1l the Grateful Dead’,[as onel Rollerf fan
recalls (Sullivan 1999, B2).[ This zaniness was accompanied by thel statement that
thelmembers| of thel group were too dedicated toltheirt work! to haveltimel for girls.

Thel Rollers’ puritanical imagel clearly attracted young femalel fans around
thelworld, including fans in Finland, but, of course, it lcould not last. Paton’s
strategy’ 'wasl la_ Ithrowback Itol Ithe11950s lideology lof Iteenybop! Istardom. ISuch
manouevres were hot meant to buildlasting poplstar careers/in/the 1950s, and they
certainlyldid hot do that(in the[1970s.

Onel | of ] thel I main’ | dilemmasl ] of | stardoml | is' | control.[] Thel | wholel | star
phenomenonl s based onl public discourses on’ thel star’s role in society. These
discourses onl thel stari overlap,l compete and mayt alsol collide.[ Stardomlis about
different’ playersl attempting tol gain control over the main/ product, the star. Stars
themselves, promotional machinery, the/media, and fans form alwebllike texturel of
definitions' and power relations, and if onel of these playersl attempts| tol dictate the
game, problems! soonl rise. It is/ particularly’ in thel field of teenl pop! stardoml that
different interest often’ conflict to profoundl effect (Makela 2004, 24).

Thislis exactlyl what happened to thel Bay Cityl Rollers, too.[ Tam/ Paton/was
caricatured as al ruthless puppeteer whilel his  boys werel seen as puppet musicians
directed by' thel Svengali like manager.. The boys_were rumoured_to be_merely. the
private sexual plaything of another gayl popl manager. Thel latter,  however, was
untrue,l as' becamel evident_inllater years_when_ the boys_confessed their bedroom
secrets/(Rogan1988,[216). Furthermore, a certain/ disparagement shaded the group
from/thel beginning of Rollermania.[Rollers’[fans, forl example, Wwere ¢caricatured by
thelserious rockl press’ as'mindless young girls whose énthusiasm/ were’ comparedto
Hitler’s[rallies[ (e.g.” Charlesworth 2004, 132).. What followed wasl that the greatest
teenybopl H lorl weenybopl H istory lof lthel 11970s leventuallyl Icollapsed/ lunder the
intolerable pressures and ¢riticism/ brought by success.

Wannabe[Scot: Rod/Stewart

Althoughltheylwerel a major’ commercial phenomenon’ onlbothl sides of thel Atlantic
from(1975(t0 1977 [ there haslbeen a temptation tolignorel the Bayl City' Rollers.[ The
Rollers ¢learlyl purveyed thel ultimatel youthl imagel but theyl werel alsol perceivedl as
victimsl of another image, musicians sacrificed at thel altar of greedy managership
(Wilkie[ 1991, 111).[Thel Rollers’ success| reflected ideas and practices, whichl have
traditionally | been | considered | inauthentic | in/ | rocki | culture.[] For' I many, | they
represented Juninspired Jand Jmanufactured Jpop, Ithat lis,[ ‘they /did Inot lseem[Jto
exercisel |control Jover thelIstarl Iproduction Iprocess. /It 1is imainly( Ithis /lack’jof
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‘credibility’l that has/ prevented thel Rollers! froml entering thel pantheon of Scottish
popland tock history.

Inl additionl tol thel authenticity of pop and rocki stars, thel other probleml of
evaluating Scottish musicl stardoml in thel 1970s + or Scottishl stardom/ any’ other
time  H applies to the question of what Scottish music might be. Or whol counts”as
Scottish? Whichl brings u1s'to. Rod[ Stewart. When(I told[my' friends that I shall give
a lectureland subsequently  writel anlarticlel onl 1970s Scottishl popl stardom, most of
them/replied something like:*"What would that'be? Ah, [ now I'’know: Rod Stewart!’
Or:‘Don’t forget Rod!’

There certainly’ are phases inf Rod Stewart’s/ career that, according to many,
ought to bel forgotten.. Thecommonl Viewlis_ that Stewart betrayed his  talent, most
famously manifested in his 1971[ folkl rocki masterpiece Every[Picture Tells alStory,
whenl he started tol fancyl disco music andtight leopardlskin jumpsuits. It is typical
for rock histories tol cherishl thel early 11970s Rod Stewart as/ a ‘real thingland
condemnl the 1980s  Rod Stewart asl al caricaturel of al spoiled’jet set rock! star. The
novelist Nickl Hornby! writes inl his collection of essays onl popl songs! that, before
everything went wrong, digging Rod Stewart in 1973 Wwas approximately thel $ame
thing as digging Oasis in 1994 (Hornby 2004, 42).

RodlIStewart lis[still Ja Istarl land  Thelisl not[ forgotten ' except Jin certain
accounts. Brian Hogg, a historianl of Scottish popland rock, provides an endless list
of Jpeople lwhol lin Jonel ‘wayl lorl Janother! Thavel lcontributed to Jpopulari 'music in
Scotland.'Rod Stewart is not onl that list. The samelapplies to' Jim Wilkie’s account
of the ‘secretlife[of Scottish rockimusic’.[For'him,Rod Stewart seems/ tobe a secret
far'beyond national imagination.[ Al recent list of 50 Best IScottish Band of Al Time
(2005) includes_al fewl individuals_suchl as/ Fish,l Eddie. Reader, Lulu, but ho Rod.
Thus, what wel have herelis_ an old dilemmal of whol ori what can bel counted as
representativel of thelhation'and hationality.

Rod Stewartl is_not_counted_as[ Scottish obviouslyl because_he_ was_ bornlin
London.[Stewart is_a T.ondon Cockney. His father, however, swas_a true_Scot and
Rod himself has_announced that his/ family_isl directly related to_the[ Royal Stuarts
and that thel spelling’ of thel name was changed by Mary Queenl of Scots’ mother
becausel there 'wasl no ‘e’ linl ithe ICeltic_ vocabulary. Rod 'Stewart hasl Icertainly
sympathised withl Scotland. Inl the[1970s, it wasl difficult to spot him/ without his
trademark, theltartanlscarf. In hisimusic, Stewart used Celtic_sounding instruments
suchl as the'mandolin. He wasl and(still is veryl proud of his Celtic roots. Whenl his
daughteri was born hel described it’ as an amazing experience, nearly’ as good as
Scotland beating Englandlinl football.[ 1t has alsolbeensaid that Rod Stewart’s view
on spending money is (stereo)typicallyl Scottish: hel canl acquire. mansions/ without
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hesitation but whenl it comes tol his  turn to buy! a' round inl the publ hel suddenly
disappears (Ewbanks & Hildred 1991,224; Bradley 1999, 16).

Inl terms lof Icultural lidentity, [Rod |Stewart Ifell between! twol Istools. He
remained la ‘wannabel Scot’.[ It is lsomewhat strangel that lcompared to his” full]
blooded 1970s[Scottishitock colleagues'helseemed tolbelmuchl prouder of his Celtic
background thantheylwere. When Ilwas young, 1 alwaysthought'that' Rod Stewart
was a Scot’ and Nazarethl a band froml somewhere in/ southern England.[ Nazareth
did not talk about their background and cultural identity. whereas_ Rod Stewart
appeared to melas anambassador of all'things/ Scottish.

Geographicalshifts

Thel question of Rodl Stewart’s cultural identity (which/today isleven morel complex
since hel has forl years lived in California) goes back’ tol thel peculiar relationship
betweenl England and Scotland.[ In popular musicl culture, this| relationship” has
produced ambiguous' starl images’ and identities. Donovan, thel famous[ 1960s folk
hero and singer songwriter, has_often/ been regarded Scottish even though/ he has
beenliving lin [England lever isincel hel lwas_ ten.[ Thel igreat' names_of ‘the[11980s
Scottishl popland rock, Stuart’ Adamson of Big Countryl and Lloyd Cole, were hot
bornlinScotland,[yet they have been placedin'a Scottishl context.

Not onlyl hasl this relationshipl between [England land 'Scotland produced
confusions_in star identities but interesting imageries of localities_as_ well._ During
thelbeat boomlinl thel earlyl 1960s, thel geographical locus of pop music in England
moved from/the Southltol the[North, éspecially to Liverpool.[ Thel basic structure of
theléntertainment industry temained intact, however, and whenlthe[Beatlesimoved
from/ Liverpool to London, so did the pop focus. The Mersey beat wasl replaced by
Swinging Londonl and 'thel South’s positionl las/ la jpromised land for ' musicians
wishing tol gain wider attraction/ wasl reinforced. Byl thel late[ 1960s, thel tricklel of
Scottish rockl performers/ leaving forl London had becomel al major. haemorrhage
(Hogg 1993,1102).

Londonl represented a major’ option’ inl popular music.[ Alan Gorrie of the
Averagel Whitel Band remembers: I loved London. There was/ a buzz about it.
Afterfall [ What should welstayl for?l Another weeklinl Aberdeen?’(Ibid, 113).[I1t was
joked inl thellate[ 1960s_and early 1970s that' there[Wwerel three imajor. Scottishl rock
scenes:_ Edinburgh, Glasgow, and Finsburyl Parklin London. The majorityl of the
acclaimed Scottish/ tockimusicians chose London.

Thel heydays lof thel Bay! City Rollers ‘and Rod 'Stewart’ imeant a second
geographical shift inl the historyf of Britishl popular music. If the first shift took place
during the earlyl 1960s beat boom, the second shift’ occurred inl thelmid 1970s and
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went furtherup North. It is' apparent that the second shift was/not' as'powerful’and
visiblel as thel first onel butf it was al shift in anyf case. It did not changel the. music
industry but it signalled that' therel arel unexplored connections! between modern
popular musicland localidentities.

Wel canl nowl regardl thel second shift as anl overturel tol thel latel 1970s punk
and thel way! London’s control over popular musicl in/ Britain becamel for thel first
timel seriously’ challenged. Punki meant an emphasis onl local musicl cultures. Tt
created Ithel Imusic lindustry Jin' |Scotland or at lleast |produced local Ifanzines,
important record labels suchl as' Zoom and Postcard Records, and, of course, a
plethoral lof bands.[[Somel lof these ‘groups/ I(Simple Minds, |Orangel Juice, |Aztec
Camera,/ Josef K) ' becamel influential in/ thel UKI scenel during thel indiel and post |
punkiperiodin/the early’1980s and even received international recognition.” Onel of
thel lconsequences |of Ithis Idevelopment Iwasl Ithat | Glasgow! Ibecamel |a Thugely
fashionable popl citylin/the/mid 1980s.

Some/final thoughts

Inl Scottishl historyl booksl onl popl and rock, thel Bayf City Rollers'and Rod Stewart
have I not | been | considered | performers/ | essentially | representing | Scotland | and
Scottishness. Whereas/the Bay Cityl Rollers'havebeenl perceived as' a manufactured
and linauthentic popl igroup lunder ‘thel lcontrol lof Itheir paternal 'manager, Rod
Stewartl has_ not beenlcounted s IScottish Imainlyl because hel iwasl not born_in
Scotland and, to this day, hasneverlived there.

To challengelthis' view, it should be hoted that thellatel 1970s meant the tise
of nationalism/in'and newlinternational recognition towards/ Scotland.[It(is perhaps
an’ exaggerationl to say that thel Bayf City Rollers' and Rod Stewart prelrepresented
thel feelings/ of national revival andl the emergel of creative industriesl in Scotland.
Oris[it? For example, maybel therelis a link between thel Rollermania and theltise
of tourisml that occurredlin 1970s_Edinburgh? At least the[ Rollers_attracted their
fans/ to lsuchl lan lextent thatl imany( lof them ran away! from/ Thome  land fled to
Edinburghltolseeltheir'idols live...

Inany event, the Bay City' Rollers’and Rodl Stewart signalled! thel sensel of
differencel froml England. They werel internationally’ lsuccessful performers who
through! Itheiri Istar limages 'and Irepresentations! |of |Scottishness Icertainly |drew
attentionl ] tol] what( ] was[ | happening ] in| Scotland | and ] how! ] Scottishness'| was
understood.In'this’sense, they bothlarguably played important roles/inl marketing +
if nott making? + the. hewl and more! youthfull Scottish’ popular culture’ that was to
emergelin later years.
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