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' Wu:n oy Radenr of the Sex Piswols prodaimed, "if

ponle boughit thie records For the rusic, this thing would have
dicd a death long ago” {Dean & Howells, 1982 po 23] he illas-
rated thie importance and power people place o “the look ol
music,” Taineg all lorins ol mass-media exposure, popular music
has inereasinely relicd oo visual siyle to presend and sell itsell,
The visuals ol rusic have een nuest permaiently stozed and
sl widely displayed oo the packaging of prerecorded musical
products—alburn covers, While the basic role of music packag-
ing remains the protection of the prerecorded medbam, it akso
bucections &% & visual mwmonic o the mrosic codosed and az 3
markeling ool

Diesprite the ubiquity ol music packaging, however, lnile
schudacly material lias veen written (har examines 1he place of
its wisual desigo. Althowugh siodies of [ashion, o and mosic
video exist, nooe connects o the packagineg of rmasic, Wily one
exceplion {2 bouk by Kevin Edge, pullished in 1991} neinher
arie thene bintories ol immsic packaging, Indeed, “packagiog ™ epi-
cally 35 undemensd by Zaos aod sclwlars alike as eitlier deroga-
wory, derwling inautbienticity, or as o Wlalily—tUe sum ol prag-
tices invalvite the visual preseutativn ol ao acist and his or her
anasic. 13 never nnglerstood in puraly functional terms (as the
means by wlich the physical peoduces are protecred and
shippedy, or a5 a borm of graphic design. as we will consider it
Liere.

Diesighers and graphic design are quite Lterally cut awr of
the productiou process i most scholarly treatments of popular
tasic. In Music i the Marker, Don Cusic Jevored ahout three
pages o a discussian ol athun cover art, the mst pages taund
i any popular music studies text. He noted thar “rost labels
allempl w charge 10 percent of sales against the arrist™s account
1w cover this cost (of desigm)™ (1996 p. 451, and he providoed a
brief discussion of the refationships beesween arist, tmage, pho-
lograpiy, and graphic design, In the style of the hook, Cusic
even pave some advice about album cover ars, inclnding the
recommnendalion that “An image tor the aitist should be an

NOTE: Readers should log on to the Werld Wide Web and
point their browsers to hitpFaok.orafcovering/to find slides of
images referred to in the text.




6%

cxtension ol the person® (1936 po 51 Howewver, he pave design short shrife,
nuling oatly that, *To addition ro the photes, there s also the question of graph-
ies and codoms, involving backgronmed as well as clothing” (p 3200 The key ques-
Ly, accorndiog te Cesic, was: ¥ How will comsumers notice this albunn in a storve
[zt of onhers 1sic] and bowr welt does this cover represemt the images of rhe
aruist?” ;e 32).

In Fhe Recording Mdustry (1998, Geofirey Hull made mention of packaz-
ing, locating it within record companies’ marketing enits, alihiagh he said lirtle
inone about il and be did not desaribe the work of desicners or the role araphic
design plays in packaging. Likewise Keith Negus, i Produdig Pap (19923, placed
packaging as 1 process within the lagger markesing of artists and muasic, and
madi only a slight mention of graphic design, locusing instead on music videos
and visnal images aonerally, - Bven Donald Passman (1997), nowhart is probably
the most inflnential of 2l the music busncss “lww-te” books, devored 'ess than
a sing’c: page 1o the ropic of album. cover art, simaly noting that there are several

fevels of artistdc conal over it Orecrall one gets the sense (thal graphic desimn |

Mays 1the least rele anuang the varied indwosirdal processes associared with popu-
lar music.

Bur packaging does play an impontant mole, The best avallable iin fact, to
our koowwledge, the only) text that disousses the history of music packaging and
graphic design in any depth is Kevin Ddge's Tire Arf of Selling Soeas: Graphics for
fire Muclc Hesfiees T890-T990 {1991 ). Rdpe's heak was wrirten (o asrompany a
(9HH Awplay of the same name ar |ondom's Victoria & Alhert Musenm. Hdge
devared a foll chaprer 1 1he nackaging of mosie on wax cylinders, doses, and
15 E The chapter it which he discnseed alhum covers, Twasever, provided e
ortly a surmmary of the histary of music packaging, and did not Zoors on popadar
STERES o

A bwrk by Bric Kohler, fir the Groove (1994, provided a dol pictorial his-
tory <H alhows cover design Snthe 19405 and 19505, 1t also aave interesting bico-
praphical detdils of some of te designers, bt it focosed on the designs them-
selves god only sliphtly embedded the work o artistic, social, and cnliural rmove.
wreuls ol the day.

T shorl, despite a ereat deal of wrting abowut the visual dimensions ot
popular muosic, it is clear that most scholars have cverlonked analysis of albam
cavers and music packaging. wWo scck to acknowwledge this art as deserving seri-
cus scholarky artention, (e goal s ne to prosent @ contonr analysis o albam
covers, bul racher o begia o recover the Bistory of shedr developmoenr as a form
ol art aud cormerce, and as ao integeal parl ol the production and conswmpricdn
al popular music,
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FORM AND FORMAT

whert considering the physical packaging and design assocated with prerecorded
music as a whele, (he albuwmn caver serves as an impartant focal peint for 4
numnber ol reasons. o4 purely functional zense, the sipnificant history of prere-
cordod music packeging lras centered around the presentation of record dises,
whesther 785, 454, 3377 LPs, or CDs, The albim cover remains the rost visible
form ol wasic packaging. In addition, LF atbum covers have niot yvet lost thoir
cultureal status [or desipners and consumers alike. Yisually, the | 2-inch squarce
of the album cover bias proven a feritle [orum for the development ot a rich
serese o cultural, ardslic, and social istory, As musican Paid Smith said, "san,
il you weant 1o see where the word's been, just look through some old albm
cvery” (Recovd Aftnren Art, 1978). Singer Tony Beonewd said in regard to LPs,
“They woere large enough w make vou feel lilke vou were talding home your
vy owe work ol art” (Kohler, T99%, p, 71,

i addition 1o providioga hislorical overview ol the visual dimension of
prorecorded music packaging, we wanl w ask a central quesion: What wil]l be
the cunsequences lor visual design of changes to music medta that are on the
Lorizon? What aciglu we learn from similar transitions in the technologies used
1o diediver mnsic? I new digital [orus, pacticulsd s ones thal involve the Interacy
[orr dinvnloading, become popular roeans of acquiring music, what might be
coeice of the visual elemenis ol music packaging?

We hegu by examining the atliludes and expeclations of copsumers and
producers through the bdstory of prececorded mousic packaging. This will allow
us o arrive al some conclusions as to e futiee of music packaging and rhe
cansequences of neve weehnologies such as the Internet and %1} (and C115 and
DAT just befare thewn) for packaping, presentarion, and design.

THE HISTORY OF PRERCCORDED raUSHC FPACKAGING

Turntables gng Tombsiones

T 1896, Thomas BEdisou established the NMational Phooograph Company 1o sell
an asserlment of musical selections (chosen by Fdison himselty on wax ovlin-
ders, Just as ey media wnday nead content, Edison meeded it 1o scll his cra’s
new tedionl, the phonograpl, Sietlarly, 1o 1901, Cmile BerTiner and Cldridey
E. Johnson fonmed the Victor Talking Machine Company w501 borh flar dise
phonoprapts and the discs themselves, Within a year the sale of disos had made
a setious mpact o0 the sales of wax oviinders. Aroand this time. exeentives al
the Columb¥a Phonograplh Company jindtially a honitore company that sild



nhumographs) realized the advarvages of flat discs and wdroduced the Columbia
dis¢ gramaephone, The Rdison Speaking Machine Companys dedication to qual-
iiv sound (the company's slogan was “as Joud and clear as e original” made
execuiives there more veluctant o carver! 1o discs, and the companvy continued
10 sell oylinders until 1929,

Because of thesrs Tragdlity, e wax oylirnders were packaped o rigel cand-
Lsaard Lrovees e weich el The boxes thermsetves chianged very lole fo design
shirngly thae 092050 Designs were standardized and included slogans aboul the
quality of the prodoct, the cormpany rrame, and various decorative eloemenis,
Eact recording was plentilied by g small siicker omn the bos amd by aninserpeion
o the cylindees rime (Sco Figores boand 2, waw oylinders. al Attpdacir.og’
covering! )

The packaging for discs was Jess sturdy, as manelacrurers placed prorec-
tion lnw on their list of priorities (Thorgerson £ Dean, 1977 p. 9), The garly
discs were even shipped and sold sleeveless, By 1910, sleeves had beecome an
indusmry-wide standard and were available in rwo basic 1vpes. The first were
made of packing paper and imprinted with the marmafacturers trademark. The
second, maore common sleeve was blank with a hole cur oot in the cenger ia
display the label of the record itself, The lakels became guite srvlish. printed n
twa and three colors, one ¢iten being silver or gold, Recards that nsed multion!
oved wax otten made 1 tar what sleeves lacked in design. As Kahler noted, it
waas fmportant to find wavs 1o geir a comsumer’s attention o sell reoords, Tae-
causc A store that sold ohly recorvds was a varity, as thoy wore typically sobd in
msic ot appliance stines along with phonograpns and shect music” §199%
I 1y Blecwes anctioned &5 decoramve framcs forthe labels but, despito attompss
at cnhancing their appearvance, they often wore roferred 1o as “tomnbstones.
{5 Fipures 5-9, record [abeis and sleeves, at Ao o ongooverings’ |

Record staces wore 1he fivst o produce durable steeves (Thorgerson & Dean,
1977 o, BY, These were made of reavier cardboard and had the store's name
printed on them. The lirst covers to be individualized according 1o recording
medium vere classical 78s. Dnue 1o the lenmth of classical pieces of music and rhe
relatively showt Jength of discs a1 the time, wdtiple discs weve used 10 cover The
recardings of wlhole opevas or wnger orchesiral works, These works generally
consisted of three ta five discs and, because ol the weighr of the shellac vsed to
make thewm, requited suonget boxes made of pasteboard, The similavity, 10oan-
pearance and funciion, of these boxes to pboto albums Ied wa them to become
kuown as albums, The eartiest albaoms vsed only tvpography with the name on
the front and spine. Later, tThey incorporared photograplis, scenes, and portrajts
of the compaosers or performying avtists, These Jwa means of packaging, the pa-
per sleave and the album box, continued uptil the 1951
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Thr: Expanding Rale of Cover Dlevign

The first period of positive growth in the rearment of the album cover came
witht the economic recovery alter the Greac Bepression. Following years ot de-
cline, increased sales brought ahoul more agpressive promeatioms and markert-
ing. The eardicd post-Depression covers were nor partienlatly popular. Decea’s
covers Of the lare 19305 resembled abstract wallpaper (Schmitz, [984: . B&),
and RCA Victor used a serivs fonmal incorporating claborare paintings with des-
ignated spaces for the Lithe, composer, and any other relevant infmmartion. 13y
the end al the 19305, gandy colors, drawings, and pichires of artists ahsunded,
The images on all of these packages were printed on paper slicks that were
pasted oo sleeves. These slicks, originally intonded for the album books, were
later wsed o the Hrst [0-inchk LR slecves in the late 19405 (Thorgerson & Dean,
977 0 % mee Figures L 12, posl- Deprossion ora Decea oove s, at Aripsdaoie oy
Coberiil’

T

Tu 1940, i JBS and Columbia inensilicd and refined their narkeing
sirategies. Fai Delan, involved in procietions gt CHS in 1840 desoribed (heir
approach:

Alnums steoaddd be as Deld and deshing as woe can makoe then they
shoad swand oot in dealers windows soreeming fer auention, yet
always relleviing tha spacin of e mpsic side. Color should be vio-
lent and strong. Copy should be pared 1o a miniuwm, zod cach al-
B shueold relleet the qualivy o the Coociobia pare. (Sclunilke, 1986
I 88)

Aloumn cover desipon during this perioce developed inlo a prestpious leld
and attracted a wide rarpe of designers as well as [lne artivis,

Amegican covers of this era were dominaled by theee dislingoisliable siyles,
The firss were the painrerly covers made by RCAL Using wadilioual imapery on
their classical releases, RCA mricd 10 promoie a conservalive, qualily-oricnied
corporate jmage. The company incorporated various geures of paintiog on i
cowvers, alterating fron Surreal or Cubist wo Rorantic, Frank Decker, one of
the more produciive freelancers used by RCA, attempred 1o malch s cover
designs 1o the music histogically (Schmitz, 1986 p. 92 s Figures 13 & 14,
RECA-Victar album covers, at fitpasaoir.orgieovoring’ )

The secomd direction was toward poster-lilie covers, used by CBS Colutn-
bia and imtroduced by Alex Steineelss, wloee work incorporared the pinciples
et varioms Finopean design movements (Sclunitz, 1984: p, 943, These covers
becane the mrdels for orther companies. and REA adapted this stvle [or their



roptlar and jare albums when the palnterly covers hecame romsidered old-
fashiomed. {See Figures 15-17, Steinwetss/Columbia album covers ar htfod
aerangoovering’ )

Fohler noted thal Stenweiss was, Il anany ways, responsible Lor album
caver duesigy becsming parl of the producion process o popalar music

It was Steinsweiss whe came up winh the idea of specially designed
cover arr, .., TLese few Cowers were an instanl suoeess, and Colum-
Bia soomn pealkqed that the exea pooduetion oost reguired was well
vearzh il whien sales ligares ol albuns with the Steinwedss covers rosc
dramalically in comparison Lo these same albums Sssoed carlicr with
conventional plain covers, The popuolaricy of Sueinweiss™s work
prompled Coluntbia®s markeling depaertment (e reguest oover art lur
all subsequent releases, (19949 p, 13)

The third stvle of allum eover, used mainly by smaller. independent la-
bels, consisted of a nwre purely graphic appooach (Sdumile, L986; p, 907, This
direction was epitomized by e wouk of David Slooe Marin Wocking for Moses
Asch, Martin was probably the Dest-Knowwn aod meast edalated of 1he designers
working for independent labels, e anbued his sivlisly covers sl a sense of
sipcial conmscicasiiess (Schinitz, 1936: . %61, Out of his work grew a new image
for "coloyed” or "race” musc, as it was then called, Prior to Martin. the images
of Black musicians, if they were portvayed at all, were sterearvped because their
Mctures were not regarded as an icentive o sales. More commmonly, covers
included abstract images and geomenvic desiuns, {Sew Flgures 1521, 1ace records
by David Stone Martin, at dpsdaoinorgonvering’ )

Technical Linitzliens eestticted the vse of phiowography, which became fash-
innable with popular tousle albuny covers in the laze 19405, But radical changes
were elnerging in Lthe music indosity that eventually altered (e narire of record
cover design and drove cut mnost of the first genetvation of designers. As the
record compamies convinued o become avware ol the potential impact of the
album cover, designers soon had to present proposed design solutons to com-
mittees, As the recording artists came o wield more power over visual matrers,
early designers felr a further lazs of comtral.

One ol the cajor changes thar emerged i the mid- 19404 was the rise of
sell-service sulection ab recond stores. Shehves Lthat displayed only the spines of
recuaeds were replaced by racks That beooghn customers face b lace with covers.
Slorwely the mportance ol 1he cover as a “stlent salesman® was nolcod by record
commpany cxcculives and markedny personne. By 1943, nearly every popular
record had a desipned cover, allhocph ouly aboul 13%. ol classival covers were
designed (Schunite, 1986; p. 907
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The record indusiry sianed to change drastically after June 1948, when
Columbia nroduced the long -playing recond (LPy By the summer of 1949, the
I'F secmned o be the dueice of oy the poldic and the industey, Edge (1991}
nated than Colurrbia’s LE, with 115 “delicate surlaces and troulbiesome static called
[or the development of a dilferent kind of package” {p. 93}, a slecve within the
record jacket, The transition wo a [orm of packegiug thal entirely hid the record
lalrel was camplels, and the new LF packaging “gave companies plerty of space
to print &l Kinds of subsidiary copy ™ (Fdge, 1291w, 933 Labels thomselves were
hencelorly desiguned Jareely 10 carty perfonctory iInformatinn welevant b copy-
vight and ownership, (Bledre 22, Bronswick “scandardized” label, ar bitpfaoinong’
CovVOrnGES )

The: 45-mpen record did not die wirk thae TP rise o prominesce. aod BoA
spienl 2 torlune promotiog it as the preferced speed Lor popolar muosic. The RCA
carpeign suocceded, and e rest of e indosley {including Cowwrmbia) adopied
the 45 for their poapuolar muosic caralogs. During twe next 10 years, moosic aimed
ot the youth marker appeared primarily in the [oom ol eicher 455 o EPs {ex-
tended-play dises), while LDs were scen as a more substantial investruent for
serious jads andd classical collectors, (See Figure 23, 19408 45 -rpm records, al
Hitpdaoin.orprcovering’

Uil eack music gained a sense of fts own relevance in the 19605
(Thorgerson £ Bean, 1977 p. 19), jazz inspired the most sophisticated and var-
ied group of covers, The progrossive natuie of yazz as it developed in the 19508
was teflected it avant-parde appreach to photosraphy, illastration, and ty-
PoRrapHLY. Comtscorls attennpts were made ta link visaas and minsic. Jazz covers
maintained a sense ot integrity and dedicationt to the mosic, 'This was doc in part
to the fact that oauch of the jaze being redeased camie e smmall labels rune by
individuals with a stromg sense of musical history {Thoraeeson & Dean, 19772 ).
L), When jaze consumers, whoether inwelleeieals, bohoriians, or aoviees, hoogbe
ar album, thaoy slso bought intr a seose of histony, stele, amd colore, as Dick
Hebdidge (1979 noted,

Jazz album covers generallv have conlnued to avold crass visuals. Most
indicalive ©f Lhis, according 1o St Thorgersan of the British design group
Hipghisis, 1s i their treatment ol (9pe, Headline-sized pames ard Gtles are not
simply slapped onto covers; instead there is a feeling of discretion and subtlery
on jaze albuwmn covers {Deau & Howells, 182; p, 9}, Portraits of jazz musicians
gre also more stralghtlorvard and less supecficial or commercial than (those of
rock rmusicians, Classical slerves hiave nat developed an overall seasze of style as
have jazz covers, alillough 1he category is nod without {ine ezamples of design,
Mlustration, and phatography. {(Sce Figures 24-27, jarr album covers, photogra-
phy. Arpanirorgicavering’



The Emergence of Rock

The [irst rodk-and-roll sleeves were ol mudch different fromm cheir jass couner-
paris, bud hows theey conerped and Dow ey wene rrarkeled cepresenned A boe-
remdous departure lrnn the past.” Most rock music o die 1950 was seld oo
45, and rowk allruns luoclioned peiwcarily as @ nweans we collect Lt singles re-
corded by successiuh stars inco one package. The markeiing of early rock was
intrinsically tied o 1he mowvies, so inagery for many covers emerged Irom Lhe
mavies and movie posters. Widescreen lace shots Pecame fixiares on record
covers. The best exarm pies ol 1his siyle aee Elvis Prestey™s albums. (See Figure 24,
Flwis and Lhe meowies, al AllocdGolr orgnovening’ )

Face shots still dominate the album covers of many genres of mnsic, bt i
at least one fase  that af Chanmpaimn, a vaclally intestated | 9805 pop gronp -
record company executives deltherately chose not o show banod moernbers’ faces.

The comuem was that 0 do so would also show the hand members® racial mix,

making it difficult ra posttion the proup as cither a middle-of-the-road pop band
or an Rilifsonl acr (Jhay, Y3 ser Fiqure 29, Champaign, ar fbpasdaoinong’
covering' ).

It the 19605 with showws like ~American Bandstand.” telavision beygan o
replace mavies as the showease for emerging stars, A carch-22 sitvation affected
ihe packaging of rock inirs initial stages. Iow could tne raajor companies pack -
age sameathing so shocking in irs sexuality and vaurhfn repellionsness in aman.
ner acceptable to the social climate of the time? Bur eventually, rhe rawness of
ghe vock of e mid-1950s was repdaced by the hiomopenized somnids of Fahian,
Frankile Avalon, and Paul Anka. and rack presentation follovred suit. *Technicolor
retouched mdns” (Thorgersan & Dean, 1977 . 103 tapidly becarme the toromla.
Thanks to rock’s predominance # the voarch mavker, atrer the (95405 the desian
of Albure covers for other forms of popular psic gemerally tock their que tram
the graphic design of rock allnim covers,

As the markel for rock music grew. recoeding aclisty gained mare leverage,
drd clawses [er artistic conloe] hegan appedriong o coaliacts, indoding oontol
vver packaging. Speartreading 1the teend were thie Beatles, Moareover, groups no
longer peeded several Ll sinples belore inaking au afbus. The rise ol the albam
precipiiated Lhe steady decline of the 45, By the mid-19460s the pop record in-
dusiey consisted primatily of LPs In 19460, 454 congtituled 20% of the total ex-
pendiiure on records, and s share conlinued 1o decline steadily. By 1975,
siingles accounted foc anly 8% ol the market: and in 1928, vinyl singles ac-
conmled for 2.8%, wheteas CD singles comprised 22.8%. according to the Re-
cording Industry Association of Awmerica (RIAA).
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During the ear]y and mid- 19605, artschod fricnds of Britsh bands ke the
Beatles. the Roling Stoncs, apad 14nk Floyd began o get involved o album cover
design. Young destgners who wore nterested In the mosic began developing
the magery thm s sill associatod wirh rock and moll. o London, rock omsic
irrermingled with e worlds of tashion and fine avts, and UK, an schools pro-
vided a lenile grooud for art and design o mix (Frith & Hornwe, 19870, The most
faapiliar early examples of tine arrists” work on rock covers were e Beatles’
Revolver In 1966 by Klaus voorman, and Sgi. Pepper s Lonely Hedris Olub Bawd 10
L9987 by Perer Rlake amd Jann Howarth, (see Figures 30-31, The Beatles, w
ft ol orstovering’

The invalement of thewe artisks lenk anartistic credibilicy W@ e field of
rock albmmn cover design, Since thop, many renownod aclisis bave heen -
valved with sleeve designs, including Larry Bivers, Jion [ine, Richand Hamiltan,
Robert Ranschenherg, and Andy Warhaol. (Sec Flguees 32—34, Richard Hamilion
and Andy Warhol, at Jifpefanirorg/irovering’

Ln the mid-1%a0s, hall of the LS. poprulation was woder 25 and, by 1987 —
the “Summer of Love = drugs ol all sorts poevailed o yourh culiure, The first
sugpestion of psvehedelia o an album cowve: was the Beatles” Bubber Sl re-
leased in 1966, with s hallucinatery phote of the Gand and disrarted Art
Moaveau-derived letering (Thorgerson & Dedn, 19770 p, L3 see Fgure 33, Rub-
Ber Sowl. al Plp o orgfcovaring’ ).

Al e samwe e, i San Franciseo the thriving live music scene praduced
a slrung sense of comenuniry hetween groups and their audiences. 1ol groups
started turning o heir friends fo arodoce posiers for concerts. These artisrs,
who began by sualdng posters lor daaces atl the Fillmore and the Avalam 1$all
roor, atftenned fo cregte a unity of wisvals ond miesic. Just as musiclans inves
tigaled and drew upon musical sources arcund the globe, posrer artists exper
mented with visual possibilities from the world of art This, of cousse, was noth-
ing new foreover desigiers, Postors lor the Fillmore dnparticalar diew apaorn Art
Nowveau and were filZed with switling lines, shapes wilh faces. and fpures cmerp-
ing [rem the flow of colors and forms. (See Tigures 36-37, psychiedelia al bt
AOfr.CrEACoveringd

lrn L9687, Sqt. Pappar’s Lonety Hearls Club Baad <ot the seondard for osmeri-
tneatation and artistic accomplishimenl sgains, which subscguent covers would
b judged. Among 1he many [icses establistied by che cover, iwas first 1o have a
desigmed mer sleeve, frst (o contain primed lyrics, and the first gate-fold o
contain a card with oul-ouis, As Waller Evereu noted, “Rather than depend on
EMT's staid ari deparunent, the Beailes ook uver the cover end. through
MoCartney's friend Robert Fraser, Lired a wann ul pop Jesigners and phiotogra-



I

phers o break new ground” (1999 p, 1231, As they had in other areas of popu-
lar music i the 1960y, the Beatles broke pevw ground; hencelorh more and
e bands gained condrol of graphic design in e packaging of their muosic,
{See Dlaure 38, S9t. Peppetr's Lonely Hearts Club Band. a1 htlp faoir.orgdcoverning’ )

Psvohedelic eovers, with their intricacy and visual pandoeioniuim emninis-
cent of the music they packaged, worne an sctive part of the overall muasical
“adventure.” The cover and the record ogetber aded a4 & kind of complete
audio-visual exporience. Tt was @ matler of “getticgg inwy” boch the muosic and
the cover, with or without the belp of doogs. Legibility often becaine secondany
au bigarre itnaues, Lwisting loes, and swirling colors pooduced podsazing, thyih-
rmic clocks CIhorgersom &8 Dean, 1977 po 13 Phocegraptey [oflesed floscation
aral cillage in expliraions of new ases and annbinations. Bnigmatic mages
replaced the inlormative and docanentary nawre of the ypical phuostegraphic
album cover. (5ee Bigores 39-42, cxamples of paychedelia, at hipsiaoir.ongicoy-

ering’

The pychedelio explosion unleashoed a3 wheole new visogl vocabualary o
b prresseenirations of oo k-—rseyy breabimesis o fxedsting icehmidees ot well as alio-
gother now micthods, The unexpeced coenbinations of seeosingly conrasdiclory
sulyjects ferst rmade i psvehcdelic art later becarmee standards o Lhe way rock
widh dhe it

The venal excesses of psychedela later gave way oo more conitralled, Toss
comfasing approach. 'Pypography treatments heeame maose stable, oore geo-
metric shapes replaced organie boras, and At Deeo ook e Troms AT Nossves s
ay e lustrative sivie of chotoe (Thorserson & Dean, 1957 po 14), One rend
that continued o grow was the imporlance record comepanics aed bands alike
placed oo claborate packages. Album covers Incorporated die-culs, conbwossing,
waltiple gatc-tolds, books, posters, and assorwed pinunicky constroctions snd
novellies, Ooe varicly induded eovers shaped aller ibe paraphiernalia of ek
spoakers, ancps, concert tckers, record players, and so o, Slightly mwere elabo-
rate wire single gate-Tolds, such as those ou the Who's Temey, (See Figure 43,
gatcfuld designs, at flpsdaoinomeoveriog’ )

Even more fanmastic were elaboarate covers such as Alice Couper’s Sefoed s
ut, a tald-oot schaol desk complete with nudoerwear: Led Zeppelin TH, with a
rmovvahle pioture wheel in the front coveer: and Warhiol's zipper desiga Sor Sticky
fingers by the Bolling Stomes (Thorgerson & Dean, 1977 p0 14 sec Figuares 44
48, special packaging, ar hipdaoin orgdooverring)

These covers ilhisirate the comtinning importance hands placed o visual
design ns an integral part of an overall comcept arnd marketing stratepy. I the
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case of Sticky Fingers. (the zipper construction beoughl the prinzing and assembly
cost o 25 cents per cover, 1 cends highier thar average. An increase of this sort
could be jusiilied (ora “supergroup” like the Robling Swmes, zrd the band thougin
the comcepl was important coough o cover the cost with e rovalties il the
recard commpany waould o pay the price iag (Srabods, 19871, Piclure discs—in
sounie weays a revisiliog ol the use ol colooed wax Irorn very carly o1l history
of phuonograpl dise pressigp—were alvo comnonly ssued [oom (e 19705 o, in
slegves with die-cul holes allowing the purchaser 1o wee the bnage oo the record,
e will not consider these al lenglh hiere, as they do ool constitute an album
“cover” as such.,

Faulastic jacket consiroctions bl their peak io 1973 Shocdy therealler
reperiussions foern Uoe o1l crisis Torced record companies wocul hack, As
Thorgerson and Powell noted, “special packaging in the record business is a
thorny issue of cost versus return arud of effort versus effect™ {1999 p, 33), Cost
and etfor were perceived o be more readily and spesdily measured than returm
ard effect, and special packaging swaned from the 19705 o the present, with the
exception ol baxed sets ol recordings. Typically high-priced collections, for some
buxed sets the higher cost reflected the cost of packaging as much as the cost of
the music, {See Figures 19-31, special packaging and boxed sets, at htpfaoir.ong’
CrAering)

With the rise In oil casts, the peocess of pressing alboms became mare
expensive. Contrary ro popular beliel, the cost tnoreases were 001 due to a rise
in the cost of vinyl but in the cost of the heating oil vsed o hear the record
pressing machines, The major labels stopped pressing all bur their owm releases
at their owm plamis,. The fnancal consequences were reflected in the $50 mil-
Hon CRS spent o1 the constraction of thefr awn pressing plant (Frith, YR p.
| 39},

The consequences af increased ofl costs were felt thronghoat the record
production priscess. For example. the process of prnting emto paper slicks,
dropoed by st companies in Y6, was reintroduced to help lower cost. Print
ing directly onto baard assured higher-guality printing, bt the storage of 1
sold or mnused paper slicks cost Tess than storage of the pulkicr board.

These chanacs required record industry art departments and albwom cover
desipnets 1o rovamp their attitude toweard cover desipn, Divecttiess and simplic-
my were 3 result In the nwdustry i was forther belicved that a dircct visnatb
approach encouraged impnlse buyving on the pant of the constemer (Thorperson
& Dean, 19772 po 14). Many themes of carfier covers aomtinnned (so0-10, Tamiayy,
nupsticiseey, and sooong il ofen in formalived, vapid cepeition. Soome batids
developed an individual sevle For thieit covers which they repreatcd theouph soe-



74

cossive releases. Sometimes, this wolk the foon of stylized Ienering tha becanee
sitnilar 1o a tradermark or lygo for the band, as In e cases of Yes and Kiss, Such
trade-marking or branding was alse achieved throeeh the ase of interrelated
phommgraphic or dlustrative techiaigues, exemyplilied on the covers of Jourpey,
Flectwond Mac, Chicago, and Eacth, Wind, and Fire albums, (See Figures 32—
53, hand logos, and Flgures 54-35, hand losos uved in design, at Atpfaair.ongy
coverngs’

By ke late 19705, six major 1.5, labels (CES, RCA, WLEA, MCA, PalyGram.,
and Capilal)y accounted for over $0% of the record market o sales and yolame,
The saim: situation prevailed (o Britain before 1976, a5 six major labels there
(HML, CHRE, WEA, RCA, Decca, and PrelyGram) cennolled owo-thirds of the mar-
kel Thoeir invelvernent damninated the realms of signing, manufacturing. and
disteilionion. EME also was mvolied with eetail sales theowgh ownership of the
HMY stares. During the decade. expenditures for these compantes soared. Pro-
midianal campaigns [oe big artists, which costabout $50.000 at the beginning of
the decade. rose to between 5350000 and $500,000 by the lare 12%0s (Frith.
1985 p. 115, For musicians, a gualiny atbuim meant an expensive alhum. That
beliel was challenged by the explosion of pank

Prnk o the Bresens

The punk rodk movement began al the end of 1875, hit jts peak in mid- 1977,
and by the end of tha vear was over, The eifects of punle, however, proved
mare Jasting and npened the door for hundreds of bands and scoves of small,
independent labels,

Punk aesthetics apposed mafnstream attitudes In a number of ways, After
vears of watching the major groups become increasingly self-mdulgenc and re-
moved from their audiences, punk mmsicians attempied o turn music back 1o
the audience. Punks dennunced multinational record corpotations, and dozons
of small labels appeared 10 recard and rolease the new music. Bor these latwels,
the music and the mnsicians were the reasons tor the label’s existence. not the
fulfillmerzr of a profit motive. Punk attempred o tormmlatg its awn tules, which
aften apoeared in the pages of hasrly assemblod fanzines. The hiest lanzine
appear was called Swiffin Glie and was edited by Mark Perry. in Seiffin” Glue 35,
from Sepremeher 1976, he wrote:

Idopn't wanma see the Pistols, The Clash, cte juemed Inte reore ACH
DCs and Dootors of Madness, This "new-wawve” has gol 1o lako in
everything including posters. record-covers, stage preseritation, Lthe
B! Yo know they ' be comning soon, afl those big companies ool 1o
make moeney on the *now, young bands,” Well, 1hey can piss oll if
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they re hoping o tidy up the acrs tor the “grear British public.” The
Pistols will be the Hirst 1o he sigmed and | know chey'li stay like they
are—ommpletely independent. [Perry: p. 1976

Perry was tight in his peediciion about ihe maiors” antempts to assimilate
and clean up pomk, bur not hefore the movement made an important impres
siom ot its own in the realm of visual desian.

The teshion of pimk conststed of brighre cnlors, dved hair, teen clothing,
leather, chains, and safcty pins. The covers of punk records followed: Brinoming
with day-glo colors, tom and shoddy etieiing, tecycled eleraents, ard shocking
imepes, the covers were designed (or “nor desismed ™) with the vse of cheap
maserials, Jamie Feid's art direction for the Seg Pistols jencompassing recond
covers, t-shirts, posters, and so on) produced some of e Bast and maost lasting
cvxamples of punk desiyn, (See Figures 36 & 57, the Sex Pistols, at ffpfaofn o’
cenering )

feid founded much of his worls on the prinvciples of Stroationism, the an-
archistic, French artipolitical maovement. Covers for Never Mind the Fallecks and
1he "God Save the Queen” single are prie examples of this Situationist-in-
spived desism, with hold calors; ripped paper: rarn ont, ransor-nate letrerimg
and provocative magery (M one hammed version of the single, a picnore of the
Oneen had swastika-shaped aves),

The redationshin hetveen 1ritish pop music and armschoods contnured with
prunk rock, aithaongh new parallels and manifestations arose. Much of the shock
appreadch of pan was predated by performance arvrists sueh as Gina Pane and
Riudoll Schartzlkogler and had even deeper ronts o Ddadaism, As Simom Trith
ard Howard Horne put it, “punk performances were . - . intormed by avans-
carde argumoents abat shock value, multi-media, momtage and decanstraction.
Arsls . suddenly lound that they coold apply cheir ideas ioa pap club seeing
and getl a wwch more vita! reacion tan they ever @t ina gallery” (1987 p.
L2587, Punk music o turn became an oudel o actist thesnselves, as in Lthe case
of Geuesin T Orridge and his suvseguent band Throbbing Gristle, which, as he
deseribed i, was “dedicared o non-allicd political mischict” idchermodr, 1987
pp. a0-61].

Although punk is koown pritnarily as a British phenomuenon, je oo lay
in Lae masic o Anwerican baods ke the Raneones, the Stoopes, and Bichard Hell
and the Voidoids. Io tuen, thie British puok movementinflucneed a similar reac-
Lien o Uie Unided Swates, encovraging larther innovation. Howeever, puok youth
i e United States and Britaio dillered, The ~do-i-yoursedl, " indepoodend la-
Lels in ile U5, did et have Uwe saroe impacl as Lheir counterparis in Bricain,
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This was doc in part to the amount of capilal necded 1o access the American
markel as well a4 o more tesicicve radio programming. n britain, BRC T
Jolin Pecl continues 1o present emerging new handys 1o a national audienve. In
the United States, neoatlet has been available wo mdependoent bonds om o such a
national scale.

I both Britain and the United Srates, the major rocond companics at-
temuted to absorh itk both musically and visually. As desoribed i the boak
Hard Core Califormi:

[The wppar sirata of society 1ook Lhe drama and exciremment from
underground rovemenis inouw underside lavers and weesd it to sell
products in the middle: exarmine the new pages of Vogquee over the
past couple of years. the use of punly images in ads for perfume. cola
amd cars on network TV, (Belsito & Davis, 1983 p, 4)

Similarly. In Britain punk stvle was absarbed quickly by print media and
markoters.

Fronm the remains of punk greve a wealth of new sounds anc styles all
leosely placed under the vague, overased heading of "New Wave.” The hastily
assemhled fook of the first punlk covers gave way o an emphasis on design,
According ta Storm Thorgerson, a number of distincsive styles geew out of punk,
somme o1 which recall thase of the previous decades bur with the infusion of a
trew visual vocabulay, These included a movement back 1o consirucive Ccorvers
ani the comcept of covers as possesstons with which the ndividual “played”
while [tstening to the albunl. One example of this was Arwed Forees Ty Blvis
Costelln and the Artractions, designed by Baey Bubbles, iz which the listeaer
had to litt numerons folds of diverse, colorful magery 1o get ta the cecord, Fur-
ther suhvering raditionai design were sieeves of 247 by 247, designed to be
doubde the standard LP-size. 127 e 127 cossette Lolders, and a design [or a Gang
of Bour album thar had sandpapet slocves, (See Tigures 58 & 3%, Barney Bubbles
and S4itf Beeards, at hitpgdaolrorgonuvering )

In another divection. a more conscious use of empty space produced alaok
of ¢lassicism and sioplicity. Peter Saville's vovers [or Joy Divisieu are prime
cxamples of this, with a clean wsc of space and geomel-y; eleganl, restiained
lyplaces: and dramasic, black-and-white photos, (See Tigures 40-63, Peter Saville
lar Joy Division, at hapdhoirong/covening |

A thitd direction showed a slift toward a more ant-hased approach. cen-
Lered arpund the use of painterhy techmiques inclading woodouts, paintings,
warioms printing processes, and sculpted objects. Photographs, wlien they were

a NV

SINOI

4354 0SS

DN T YA

i W

5

)

“



1Yy NdTOT

0

4% 111 40 d k|

5 M W

J

31

uged ar all. tended 1o be ephwmeral, and fmapes produced by all lecbniques
dizplaved "more & sense of the lecting than the dearly secn ot permanently
timed” {Thergersan & Thean, 1977 po 32; sew Figures 6d- 87, art-based approaches,
aT htipanin.ong'oovering’ .

In Britain espocially, the musical Hlavor ol the week along with its accom-
panving fashion sense was evident on record covers, Thorger:on noted ao "un-
ashomed cobbling together ol old 508 suyles. brighil gavisty colers, lnes and hars
from the “30s and the quasi-Lechnical graplics of the compuler age” [Thoogerseo
o ean, 18977 p. 24). Nutnerous covers derived their imagery [rom Russian
posrer graphics and Chinese propagauda material, The ska laoel 2-Tooe devel-
oped o distinctive style ol stark black-and-whilte sicgslicive lor all thedr releases.
Mostalgic graphics and the cloies o mawch adoened the covers of rockabilly
bands. (See Figure 68, a 1-Tone cover, and Figures 69 & 70, 19804 rockabilly, a1
hrpsioin orgaovering’ )

Sommeetimnes. the graphics assocdated with these trends [ell inw sell-mack-
ing vacuity by following a fashion o closely. Assorted sales zinmmicks were
ernploved o boost interest, Some examples ncluded different versinns of the
same cover in didferent colors, as on Cool for Cats by Squeeze, the laser-etched
discs of Split Tnz's "Une Step Akead™ single, the embossed metal tin for PLLs
sevard release (three | 2-inch 4%-0pm records thar harely tin for the vinyl), and
the dispnsable bag designed by Maloohm Garzcetr for a 19840 alboum by the
Burzcocks. The cover for XTC'S &0 2 went ao far as o madk self-mocking album
covver designs by using a vvpe-only apprnach, decomstructing design and mar-
keting. (Sco Figure 71, X105 (o 2, at Atpdaoin.omgicowening .

With the cxplesion of the independent labels in the late 19708 caame a
resuragsnee 0 prissction of the 45 single. The relathve cheapness involved in
the materials and printing of sinales made releasing them an artractive oprion
for radge- minded independent record labels, Singles were and conrinue 1o he
{evere in GO torm, and moce particilariy in the form of MP3 files) appealing tor
irbicr reasony as well. Thoy still serve as an etechve way o promete individoal
cuts, and the use of 45 mon 127 recards (originally infended for 130s onkvy as
sures boetier sound goality due 1o wider groove spacing. line hecause of the rela-
tively unprofitable nature of singles, loss money s available for designing and
printiug. Despite, or perhaps because of this, many 45 single sleeyos ofien secm
twre sperlaneons and playhul than expensive album oovers.

By the late 1980y, mosts of the visual excitement of punk and new wave
praphics Lal worn oll, and cover desizgns that onee scemed innovative appeared,
Uiaugh eondless interpretations, backoeyed and ouidaned. Fiow art continmed 13
Be a major suurce of ideas and iingpes, as shown in sach cxamiples as the surre-
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alisn on Martin Briley's Fear of the Unidorowa, The use of Distijl on PolyCram's
debat for she group Cenrral Line. and Pauda Scher's label for Manhatian Records
inspired by Mondnan's “Broadway Boogie Woogle,”

The dehut album by Smaash Palace o CBS Records showed Uie continua-
tn of tweo ether dicections: ginumickny and fine aist involveent, This albon
ws releanod wizhe Four Jitferent covers, e#ach a photo of 2 hand memnber taken
by pholographer Duane Michels, Partraituce continves to be the most prevalent
covet satucion, and while the Srmash Palace album is a competent example of an
albrrn caovver clic het, most portraits place image above content and concept and
suller becanse ol U1, (See Flgure 72, a Smash Palace cover, at g aolr.ongicov-
ering’

FIORM & FUNCTION
COVER DESICN  FORMS ARD FLINCTIONS
LFa

Thi lang-plaving albn cover is die historical commerstone of prereconded music
packaging. The once-commen practice of first concepnalizing aud developing
LF graphics prion to the grophics for oilier forms of music prese ntation {casseire,
Ch, ere reinforced 2 Smpomtance, anicelly, the LT 5 neitker the most profit-
abile nor cthe biggese seller among all types of preveconded music, By 1986, ac-
crrding e lighres Trom REAA, 1252 million 1 P units were shipped ro retail our-
lels, resulling in sales of $983 million, By contrast. cassette sales amaounted to
L2.5 billwmy, with shipments of 3445 million unis.

Thie music industry. Howover, maimaing a dedication wo the LF (i only
thirough tie nodon ol “albums™) and, comsequently, W the presentation and
production ol ailrum covers. The prosent generation of prorecorded music con-
sumers amd record company persannel are sl acoustomed o the 1R s minde of
presentation, although the vinyl mecdinn has been supplanted by the €13, And,
althurugh technolopy bas changed the naiure of the prerecorded marker, the
viny] disc is far fronn cbsolete.

Some ol the lunclional paramwetess af the allum cover are easy {0 estab-
Haly, According 1o Bob Delring vice prosideni and creative divecror of graphics ar
Atlantic Records, *What an albumn cover docs is give an identity—the star or
group identity and the corporale sdeotity” (Neshite, 19877, A commonplace is
thar the allwm cover shoould say sameching about the produce inside. T. Sarton,
of Rough Trade in San Francisco, says Lhat U the cover “laoks cheap, itUs easy to
azsume the wing? is, oo, THito with stlly, pretentious, wacky packaging™ ¢1987),
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Suitm1’s comment echoes Keith Nepus's doim chat * Dfferent genres of music
have become associated with and signify difterenr images, which in turm con-
nore particulpr attitudes, values and beliefs . {and} visual images denate par
tcular sourds” [p. 665, 1t is important to consider thar genres of popular tmiasic
are not entirely musical but alse visual, and thar music stenors typically bring
with them a good Enowledge of wisual stvlcs {a know cdee quite possibly hroadeor
than their musical knowledzco),

Many record companics are corcermed with presenting products Lhal are
everly commercial and salable, Inecche opinion of Carod Bolads, art direeior 4t
Atlanric and Rlektra Records, rifce graphic treatments can be lost when markel-
ability becomes the overriding comcern {Bobals. 1987 ). Put rmare Bluntly, Hen
Ponton, of the stoup Zoviet France aid theic distributor Charm, said that pack-
aging is ofren tsed o “provide a sedietion o potenrial bovers by making the
nackage as atrractive {and ofren as inoffensive) as possible™ (19871

Tudeed, designers theneselves oflen iake a disciction beoween major eecord
lahels and independent record labels, To reality, e distiocden beoween major
and mdependent is nol clear-cat, as many independent recend companics oper-
ake: 4 similar lines to 1hie majurs wilth corrospondiog motivalions, siesng poli-
cies, and s0o0m: Py even have some form ol joind operaling agrecoenl. Bol,
typically, independent labels pdmarily desire e make stheowise anlikely-lo-
be teleased music from jorz to experimental cock Lo fulk-- available, Debiice
lafte, ot the cassetre lzbel Canse and Efleot and the bands Viscera and Master!
Slave Relarionsaip, noted that the empliasis is on “geeing the muosic oud, ™ and
her omly goal is “to have as many neople as possible bear the nousic” (19877,

By and large, dillerences belwee:t i and indenendenn labels little at-
leot spedilic desige solutivns, TU el be stressed tha there is no exclusivity in
thie procdaction of guad or bad desigu—>batl esist ibraughiow de music irdus-
ey, o many ways major labels and their avt deparmnents are subjecr to more
prossures thae small Jabels in the seoduection of packaging visuals. One reason
[or this, acoording 1o Jobnine Lee, arc director and designer at Clekrral Asylum, is
bzl “as & gronp’s repulation gels bigeer, they begin to have more conmoel over
thi covers, amd designees arear’L se successful” [Kner, 19820 p. 41). Many of the
miast creative covers lor big labels siem {rom small groups and first recends, One
"prablem® comlronting designers is the musicians” desire to be on the covers of
their albucns, Bobolls ceported that, in her experience, 700 to B0 of allbands
wanl Lheir lacos v the cover (Bobaolts, 1987, Marketing departrments also pnish
Lor portrail covers. “Mejor labels are nent on selling the musicans & pubhe
ligures,” wowed Vauphan Oliver ol 23 Envelope, the n-house designers for 4410
Euconds, “ard as such, package dilferent anises with the same coneept, i, grin-
niog face packs and posly logo (Oliver, 1987},
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Thore are pittalls io dealing wirk such an overused formola, especially
when roaanbing ariiss aod marketing barth posh dor i Scch matlers most be
frandled withy care and style, e rugjor Tebel arr departmments do ol always nd
1his possille ecanse they often lnd thenselves resericmed, Do example, pam-
Blirge o an nkravan, Tess expoericeosd phorosrapher could create disasioous
cunscacenoes, cspecially when they are working around rime limiations and
sinzller budges o major labels) of $4.000 1w $5000 per cover, In e same
reprect, an estaliished and mwse expensive photagrapher could easily drain a
Budpet of this size. As a resull, ey olten ope for the ted and nue, zared the
results are penerally less than slimuolating,

Tior every desiplr “rlee” Someone se1s to ensure setter design, such qs the
nead to place type an the upper third of the front cover, a cover evists that flouts
the rule and works neverthaless, One such exvample, although by no meeans the
first or Tast, s Fink Mevd's WEh Yau Were Mere. The acroal alham cover, desioned
Ty [Himumasis, comtained oo ndicarion a5 the artist ar 2l To ceparvate the an from
the conmmmerce, the album jaclket was cavrerad (in retrospect virneally g la “Spinal
Tap”) in hlack shrinle wrap with a stickear indicating the gronp name. (See Fig-
ures 73 b 74, Wish You Were Nere, at hfpacinorgsconsoring”

While atl major reledses are puaranieed some sorl o album cover treal-
nerl, independend releases rure the pamul o nonpackas®ng, (o photacopics
pasted e blank slecves, o the extreme limils ol creativity and eapense. As
Robin Jares of Casscite Mythos said, “[Mlajors have less dioice about qual-
ity —they bave 1o be shing”™ (Ja:es, 1987),

Cremerally mam o a mnch smaller scale, moestandeperdend latels have aoly
o answer 1o themsalves and are thevefore move oapen to expetimentation and
risle-takimge. But withont the guality comntra], money, and wop-flight desigmers ol
higger companies, independents also prodoce a lol of shabby prodacts, = JowvEal
amateurism is hip, Music bee kids for kids,” according 1o Gary Levermore ol
Third Mind Hecords (19871

Soquee of Lhe more extravagant releases oy independent labels swould nuot
b leasible an a major-market scale. The reasons, williool even cansidering
marketing cancerns. are primaily related m the smaller reicase mumbers aned
Ure more Blegihle lime allotted Lo prododce 2 cover.

In addition tanse distinetiony foumd hoetween major and independent Ta-
hels, T also finds distnetions made berween oovers prodoced 0 the Uaited
States and those produced in nther countrics. A qalitative dillerence exiaty
hevween domestts and impeerted albom covers. with poorer qualily covers onig-
nating i the U.%. Specifically, desioners mention things such as rarity of “hour-
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colored mners printed on good qualicy board” in American albums and the su-
perior typography, better artwork and phowo reproduaions, and the higher qual-
iry and better diversity of paper and board siocks for import covers, As designer
Neville Brody coonmented. “American slecves . | wend oo to orfginaie Wdceas”
(1BET).

Thie use ol difleren siacks amd papees is guite tate in the 005, espoecially
g ruajor labels. aceonling 1o Bobelrs, companies aro onove likely e use
prinusl esinres than pring on ditterent paper stocks, vammishes are also used
diflerently. Many imported albums ingorparate spot varnishes 1o the design,
whereas i Lhe TLE, wamishes are typloaily applied overall, Some countries singled
il oy dersiemers for quality design incude Britain. Germany, Japan. and France.
Brilish design in general is considered more decorative and stvlistic than T.5.
coveer design and concentrates less on the musicians and mere on the “rexmires,
atmeasnheres, and ideas in the music” (Roholrs, 1387,

The miore siylistic appooach, cpilomized by the work of 23 Envelopue, is
received Doth positively and aegalively. On the negative side Act Black, cdiior
ol Awery frove the Pulsebead, tumred thal che “drab coneepmal covers from England s
AAD and Factury labels (arch all basically intevehacgeable, insinuating the same
aboul the rusic ineide” (1%57). On o the other hand, Jrivish covers are singlod
oul [or their superier Eandling of typography. In partcular, the work of design-
crs Barney Bubbloes, Nevilie Brody (including bis aoe direoton of The Face maga-
gined, and Malcolm Garredl have belped establishe a cradition o inoovative tvpo
lreaunents, (See Figures T5-78, 4AD and Factory; Figures 79 & B0, Neville Brody;
and Figures 81-83, Maloobm Garren, ap Afpzyaoir.omCovering )

Cassotter Tapwe

Owverail. the ciements selccted most allen by destaners as produciog wood album
covers revolve around those inwhich a persanalily emerges- -a package appeo-
priare only o that band or imusician [rem which soimething about the recording
artists can be grasped and remembered. The opporlunities W create such a pack-
age have [terally shrunk simce the 1970%, since the debul of the prececorded
audio tape.

Perhaps the nosy mporiant recent form of music packagine is 1he cassette
tape sox In e edrly 19705, cassette sales competed wildi these of B-1rack tapes;
Lritt siowee the ealy 19805, 3-wrack tapes decdined steadily o sales and availabil-
iry, evenmally disappearing aliogether, while cassertes became the higgest sell-
ing form of prerecorded music. {See DNigures &4 & 85, &-track packaging, at Aty
saofr.orgdcavering”
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According ta the BLAA, in 1987 casseltes accounted foc almost 55% of the
tistal value of prerecarded music sales, bul they have sivce Joest market share,
talling tor TR.2% in 1997 and F4.8% in 1998 That shitt in market share meos:
clearly indicares changitg paterns m the consumgption of prerecorded toosic,
largre:ly due 1o the introduction of now media fonmats and development of new
tochnologics tor music lstening (eog., some of the casserte™s snceess can be ai-
tritmited tor the introduction of personal cassette players).

Although the continuing near-rerm futere of the cassette iz assured, rhe
cassette package has not eseablished itself asan inmiguing and sustainable ferm
of ¥isual presentation. The biggest crawhack, the size of the casserte box. is one
af the reasons [or the success of the cassetre itself. insofar as it permits easy
storage and poriability. The size of the casserte box puts constraints on hoth
desimaer and consamer. For the costomer, the main prolem is an imahiliry o
browse casselres, The dimensions of the common cozsette oy are 24" x 414" «
AT, Th coanparison 1o the 1 M4-inch square of the allwom cover, this is drasii-
cally limited space, J-cards. enclosed i the Hd of the box, contain all of <he
araphics and information- The o panels of mase impaortange on g §-card are
the spine (measuring 4° x ¥*) and rhe face panel fmeasuring 2047 ¥ A" Varying
numbers af tobds or the j-cards comrain song ritles end osher informarion, sonae-
rmes inclading lyrics, The nmimber of times a J-card can fold and srill fivintoe rhe
brox with the cassette is one of the restrictions Faced by the desicner. Moreoner,
many record cornoanies do not feel the need for four-color printing, sspecially
om the irsides of the msetts. (See Fpure #6, cassette packaging. at bt sfacin.ong’
ervering’

I retail stores, the inlonnation visible Lo tbe consoaner in casselle displays
usLidlly corsies al tial oo the spine, altlwogh Cie Dront panels of Losied selec-
Livws dre disnlayed. 1 ey stores, casselles are ke seliind locked doots ta
dete: ehell, turlbwr separating the casserte [rom e custosmer® The j-cards of
mast casseties orngist primatily of graphics reworked from thinse o1 the LP cover.
Some examples mercly display a vastly reduced picture of the record cover:
although this direction is less widespread than in the 1970s, it still persists, The
spine usually contalns a perfuncery tvpe neatnent of the group name and
aibruam ritle, A combination of all of these laciors makes searching through cas-
setie selecions. as displaved in stoves, an exhausting process.

Yarionus attempds atl improving” Lthe cassette package for in-stone conve-
rience have been made. Tour-inch by [2-inch boxes containinge the plastic cas-
sotter boxes were attenpted for IP-leopth cassettes, but disconzinued. Experi-
rrents with casserte packaging coincided with the introducrion of cassene singles
ard maxi singles by a number of the major labels in the mid 19805 This was
not the first attempr at releasicg cassette singles, but the riming proved o
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propitious Lecause of the Walkinan, Surveys of the day indicared that mare
than hall of 43 singl: buyers would vol puechase the same neasic on vioyd i jt
was made available on casseie (Chin, 1287 p. 19,

Cassette single packaging ofton conslsts of a casscle that slips intle a 247 x
4" paper sleeve. The appearance wnplies disposability and complics with (e
industry’s hope that customers will opt for the LE o7 D alter 15 w0 20 plays
{CRin 1987 D, 49). The paclkaging Tov cassette maxi-wingles s sommvwhal siue-
dier, similar to the diffetence in the packaging of 77 and 12" vinyl singles, The
same paper sleeve used for cassetre singley is packaged in disposable boxes mes-
suring cither 285 v 127 ord” « 127 The dosipn o these boxes generally consists
af the label name with tho music information yisible goly oo the casseile siceve,
ar. a5 G the case of the U2 meaxi-single “Wheore the Siceels Have Mo Name,” g
.15 graphiy trearmicnt similar to the packaging of the other media (LF, CD, e1c).
¢me problemn srith this rype of package, alsa nsed tor Cs, s chal the box with
tac major display praphics is meanr 1o be discarded,

While the major labels ccnded o trear the cassetie a5 a cheap relalive ol
the viayl LP, many independent labels and artists dealt exclusively with cas-
sette-only releases hecause of the commaratively Towe costs involved in produe-
tiom and duplication. Ouher benefics of Uwe casserte included guality soaod, ap
for 90 miintes of meusic per cassetle, and rhe abilily o keep the whole produc-
tion procesy uider the supervision of one person. Granted, maony of the prod-
uces ar the independent level are not practical [oc wajor labels, due 1o el
tonrvd live conmtowctiv, b ey aee worth noting lor Ueir Unaginatien i le-
elining cannelie presenldlion.

Miost independent cassctres coritorm to the ndustry norm ol the plastic
box, bur achers incorporate much more elaborate foroe of presectation. Some
of the most beaurisnl and intriguing examples came from Britsh-based Touch,
Altbicsugh Toneh alsa released viny | ceoerds, many o twedr prodocs were avail-
abile only om casscie. Mostaf the Towch canserle refeases wore acconprticd by
packaging and graphics eiber than the wsaal paastic os aod J-cerd, Oue ol te
MIosL eXITAVARATIL was Magnetic Norih Thie audio canscile wds packaped lua 9% «
i 1% cardbiard chvelope, which alse incuded a [08-page magazine printed on
live dillerent wypes o paper and conlaining inlormation pertaining to some of
ihe peoups on e tape as well as assorted srtweork and lizerawre, Another Touch
release, Trtved, consisted o 2 1ape ioside a PYO pouch with four fold-out poster!
miaps will commments and stories oo various “wavelers” of the world and mind.
These Toweky releases were alwiously soore concepdoal that most cerrent muasic
redeases, bl they did have o sircdacity W the elaborate LP packages of tle late
1960: and carly 19705, when Lhe lswenen/ vicwer went Lhroagh the process of
"potting te® the mosic and the accorupanyving cover, (See Figure 87, Touch, 2t
hipaoi orpieaverfas’ )
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tme of the most elabotate cassette packages was Paprlar Sovict Songs angd
Yartls Muysic by Zoviet Frence (see the section o LP covers). The process of pro-
duction and interr was cutlined by Ben Ponton:

Two cassettes, four LF's worth of music in a ceramic box, Ar feast 15
separate stzges of manufacture. It took us five months wo put s one
into production; we knew next to notling about ceramics and had to
teach curselves slipeasting, glawing, and firing. Among the adomn-
mepls on the bow are teathers we collect brom s beach i from of the
world's firsal comimercial nuclear reactor al Sellafiell in Cwwobria.
Sellafield is renowned for leaking like a sieve, making the Irish Sea
the most radicactive area of sea inthe world, Since i's fairly certain
that the fealhers are contaminared to same extent, this nakes as the
anly oon-govermuncnl agency (0 successfully exporn nuclear waste,
(Ben Portton, Tetter 1o the awllior, Avpas: 1987 see Flgures 83 & 84,
Zovier Trance cavers. at Atyrdanitongtovering i

The releases by Touch and Zevier France—as well as many others from the
likes of Silent But Deadly, Cidzens lor a Non-Linear Future, and ROIR—extbib-
ited an approach thar showed a concern with the packaging as niere than o
medium o further provicte the face of an attractive singer, They held the aui-
ade thar the packaging should be inttinsically connected to the music on a
more substantial level. The fact that much cassetre packaging is second rate, in
terms of borth material and graphic quality, is more acceptable for small labels or
individual bands that are operating on shoestring budgels, bur the failure of
Targer Ialwels ra adegnately present the hest products possible sells the ronsumer
sharr.

Digital Technelogy

It the summer of 1983, the introduction of the compact disc brought the age of
digital somd to tne consumer and, with i, the digital funire of prerecorded
misie The D1 not only affecred the comsumpnion of music b, ke presions
advances in andio technalagy, it necessitated a new torm ot packaging.

In the tnair, G packaging has come 1o consist ot a clear “jewel hox™ mea
suring approximatcly 3° « 3v:7 Most Clis inchide 2 booklet, which fits into the
lidd oof the b, Boeyers of the indtial (1) packapes complatned thar, dospite paving
mmch more money, they were nor getting graphics and intormation compa-
rabsle b those inchided with an LI {dobalts, 1987,

As Hob Chaprman pat it
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The ew tochioodogy tay come gill-wrapped o ils ow: ideclogy, it
rmay have given us pristine sound guality. it may have equated our
all imperfections and delivered ciarity i abundance, but at the same
tme it's (sic) has reduced all cover-act W a logo and has shirunk our
comsumeT dositis wthe size ol a bar-code, {1997, p. 4)

The lwoklets have sinee impreoved, even indoding CD-only artwork, but
Tull-color priting t5 ofter: lmited to the cover, witlh Lthe insides printed in black,
while, and sometines geay. dany designers hiave claimed that G0 packaging is
worse than that of LPa, For example, Thorgersan and Powell noted:

[T design part ol a O s nowliere near as wiraniag as the physical
parl. O jewel buxes are neal io size anly; otliervizse they are a com-
plete paio—Ilots ol cheap plasic amd an alanniog tendency to crack
or break at the hinges, (1990: p, 34)

Barbara Wajirsch, geaphic desipner for COM Records, is safd to bave re-
acled suomngely against the “antisepric. plastc Jewel-box' foel (thaty resiricts the
play of sarface wextares, of cardboard end paper, the tactile stimulus, the print-
ing intensity, the washes and coatings”™ (Kempet, 1996: po 10; see Figure 90,
ECM approaches to texTure, ar mgryaoinogcoveriag’ ),

The majoriy of C0 revall packaying initially resernbled the packaging of
cassette maxi-singles, with the C12 jewel hox placed in alarger, partially conply
display bov or holder referred 1o as a “lomg box. ™ Tn some cases, the enline space
om the C0 baxes incoroaTated a form ot the albaien zraphics. (Sec Figure 21, CD
lomg bax, at Mfpsranirarginavening’ )

[owerver, there were serions problems wich this sorl of package. These
hoxes hiave the same nherent funcdon as athwer types of product packaging,
such as soap or spaghettd, in that the box s disposable, One of the elements
particuiar to the packaging of 1.t% has been that the package on display at the
store s very much part nf the purchased product and becomes a permanent
nossession. The use of these presenation boxes owed inore wo the atritude of
packaging as advertisgment than wy packaging as prodoct, AS an execulive al
i Records putin, *rhe 13 long box .. wassiricely a markeling (ool (Keegar,
1999 p, 191 And what steres gain in widih they lose in depth; Since jewel
hoxes take up a liorle loss than babl the widdh of an LE, b two o three lmes
their depth, it is not lkely that stores can suock many more GO itles than Lis,
The smaaller stee also makes it harder w Hip through CDs o a store. A Warner
Media Services excoutive lamented the difficulty witl which CDs in a jewel case
cam he pensed: “The GO jewel box has virtwally elicninated e ‘browsability” of
the product—where you'd be looking at e graphics that atleact yvou 1o pidk up
the package” {Kecoan, 1995 oo 195
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Another tvpe of packaging, emploved by Vox Prima (o a seleclion of clas-
sical e releases, resembled a mimiamire, ©17-sized gawe-{old. These packages
were sold unfolded and had basically the same amount of display arca as the
boxed CDs ard, becanse they were constructed ont of cardhoand, woene casy 10
fold afler purchase, These CDs were alac priced a fewe dollars less than jowel
box-cncased CDs. The graphics on theie sleeves were mediocre and did now cx-
plore the possibilides of the foemal, which owed more o LE packaging than the
jewel boxed CDs, Touch Recards incorporated larger granbics by using multiple
foolds for the jewel box insert. Many independent labals found creative CD pack-
aping 1o be a lonn of expression itsell, Yariarions on the jowel box conlinue 10
b develuped. Chy iewselves hiave been manufactired using die-cut inethods,
resuliing in dises bl esemble e die-cut vinyl picture dises from the 1970s
and 1980 (Sve Figure 92-95, allenalive CD packaging, at hitpdaoirongcover-
g

A second form of digital recording emered e marketplace shortly after
the CIk digital avdio @ape, or AT, Fressore from recond labels regarding home
1aping and Foss of revenues held back [DATs polential as a consomer medium
{although as a prafessional medium i continued 1w liod wse) (See Digure @4,
digital audio tape [1I3AT), ai hitpsfanir e uvering” )

hini-dise (M) recorders and plavers, heavily markered in the late 1990,
and C3-regordable (C13-R) mwedia signabed o new epportuniiy for consutner digital
voonrding. Namrally, only the lormer mediom has secn major labol releases. n
terms of visnal design, a numnber of problems [ace MD packaging. The size is
smallet than the common analog audio wape, This means that. if the package
relates similarly o sive, even less room exists for graphics, Moreover, changosin
packaging olten resull in nosproportional changes in format sire. This Jeaves
tywis erplicns Tor revision e design of back catalog. One is to simply reduce or
crilarge exisling graphics W acconunodate for “leftover” space. The other 1y to
redesign a covers but w do this adds expense and may meke 3 harder e main-
tain a consislenLimage acrogs a single release In multiple lormats, For example,
as Howard noed ioregard o a classical music release, “Thae shape of the casselie
case necessitated a differem cropping of the original phota, and a tealigooen i of
wext” (19%7: p. 168). Graphics incorporated into the manufacturing process, how-
cver, have allowwed for the very shell of the medfum to be highly calorul. {See
Figures 97 & 938, mini-discs [MDs] at hapraoinongoovering’ )

The introduction ot Digital Versatile THse (or DVD, sonwliones referred to
as Digital ¥ideo Disc) still seems to largely incorporawe CD-style visual design
and packaging, nerhaps as o way to ease conswoeers” transition oo €I o DVD.
A mew torm of bow, the “Snappaer,” is the st packaging model for DVD. Lis
format derives from the heighe of the box used Lo store VHS video 1apes and the
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width and depeh of o D jewel case. and "is created oot of a wraparound card
board stock which is held in place by a sivrene plastic frame” (Hollman. 1999 .
41} The height and widlh provide a greater area for graphic design, although in
SOUIIE Wavs Wl il comes ro melsic pacaging the Snapper is more sinilat to the
rectangular area ol the audiu cassetie than the square area of both TP and <1
peckages, DYVD- Audia has prealy lagged hehind the iniroduction of DYD-Yideo.
As Iollman noted;

W packoning began ils | .. evolutionany process as early as 1995,
when the ¥idéo Soltware Dealers Association (V3D A} assemmbled its
B Packagitug Task Force, The Task Force consisted largehy of nome
video retailers . . . [and] woiced its concerms abour lsow [DVD] shonld
be baxed as compared t the VIIS tape standard. (1999 p. 12}

Given thar DVD and CT media look virtaally idenwical to the unaided eye,
the DVD Packaging Task Corce claimed to be “looking for a differential at o verail
Irvwel, so that the consuamer coula [ook at the producr and knosy that it's DY,
nat G The best way 1o da that 1s with a size differential” (Tlodhman, 1996 .
42y ‘the vulnerabiliry of the medinm itself added to packaging comsiderations,
nsafar as a 191 acmally consists of mulriple discs “sandwichad” mopether. Cone.
sequently, excess foree om rhe disc conld racse The peces 1o slide or come aparrt.
Excess force trom the spindle on which the dise rests in its packaging could have
the same derrimental effect, and, of course, a DV is vulnerable 1o scratches

just like a 0 e an [P The task {orce met in 1997, and Warner Media Setvices

propased the Snapper, which was quickly adapted by the task force tor being
cost-eftective, easy e mamifaciee, and versatile (Hollman, |9499).

ber forrs of VI packaping hove heen developed, and itis oot yet clear
wich wil be most widely adapted for DY D-Audic. Un one hand, the nstalled
raracturing hase for 129 12-Video packaging mav mean the format will be
cdopred tor 1PII-Auidia. O the other hand, it wil then be ipassible to easily
distingoish botween DY I-Audio and DVR-Yideo tronm packaging alone, rooe-
atita the problem that initially vexcd tho YE1A tass foree. [Sec Tigures 99- 101,
1Y packaging, ar himpraniv.crgdoovering

An aicresting approach 1o thwe S12% digital fommat was rhae inchision of
sraphics and nmuwing images o CI-interactive (o G-t media. The tormat,
howeever, has not caupht on wath consiimers, and ic hivers on the fringes of the
prorecorded music markel as some bands opl o inclede graphues and solbware
aeeessible mp comsuroers wher use oompoiees Lo play Cs Uhe elTern e el
vistal images ard audin in one lormal conginues withy DV aliturgn it s Teo
carly wr el whether it will fodd acecprance arnong cithor arlists or consungees.
An ncreasingly common approach s e iodludy solbware thad links e Sounds
arwd pietures anoan ardsvs world Wide Woel sie, as David Bowice did lTor his
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Howrs CD. (See Figures 102104, David Bowic's Honrs C11, ar Wftpgianin oz oo
ering’ )

Music (nfine

Dorn Cuasic's question, “How wdll consamners notice dan) afbuor in a store?™ {1 994:
o320 can casily beoreconfigured Tor e-ceneeroe: Hose will consumers nosice
msic online? As o weriter pod i, lar are artist accuscoeed Lo being reated
ke royally, the poospect ol gecling youar name oul chrough the disial grapevine
I daunting indeed” {Cavanaugh, 1948 . &87).

Cholire, there are nosales clorks, no “store Cs” playing in the backroand,
andd ner all-aronnd visoal displass o ivonic comirsse to the widedy nsed phrase
el brovesing,” anlowe comsurers typicaliy shaogy quile literally and deliber-
alely tor specilic recordings amd do nol bramwse as rhey wonld inorecord stores
chuplter Communications, (998 A Warner Communicatinns sumey frvm
Abwe 1980s prowided fuether cvidence tor that claim (1881). 1t {found that, onae
nside a rocord swore, e prinary aclvity lor 63% of consamers is lookiog hor a
specilic sony oratbum. Oibwer popuiar in-swere actvilies zcluded general banysing
and looking throuph e stere (53% ol consuners), looking at albm covers
145% ). browwsing through a parlicular type of music (44%], and reading albu:
Jackels (43%:. Only 9% of consumers reponed Jooking through the impott sec-
tian (imporls acceunt foc only 2% of all music sold in the Uniled States). The
picture of the typical prerecorded mcsic cotsumer tornwd by e KIAA%S ve-
search amd the WET survey is an individual who purchases ok orusic, is very
selective o purchasing. is geoerally wiowilling W gamble exoept on low-cosd
frems, usuelly knows what he or she 5 going o purchase upon enlering zhe
store (and will go w anolthier stone w lnd i), yel enjoys spending lmw in the
staze woking a record covers amnd collaweral prosoolions material. (See Figures
103 & 106, WWW, al Atrdacin.ongioovering )

Lo tradivional poin-ol-sale practices po by the wayside online, and with
them o tradidenal mosic pedckaping ssoes, Tusiead, soreen sice. resolution, band-
widih. broswser 15 pe, connevtion speed, computer display type, IITML, and ey
atlrer new elenents puavide the consrainis ova e visual means by wluch mo-
sic 1s delwered o cousumers. I s Lo saou o hnow whai the couseguences, i
any, will ke ol the culine distibution of nosic [og musie packeegiee, Acoonding
Lo the BIAA, online sales account for just 1.1% of music sales overall. One can
imagine all so1ts of changes o packaging and design. including the poiential lor
consumes to design their owm visual materials to accompany their downloaded
music, The issue at hand is not so much whether packaging wil change, but
honw it will change Do serve functiens other than protecting a physical medion,
capturing a buayer's attenrion, and providing a visual experience (o the coo-
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surmner. Persomalization, mmsieriration, and the ongoing digitizaiion of music
may lead toa siruation in which music becomes netwarksd content, as much
siftware s presently. One can imagine thar albums may become less tinizhed
prodacts and mare open to “opdating,” as soffyeare is. Buc such & praciice would
call insy question the album®s status as a work of art, nsofar as its awea is co-
nected toits existence as o completed and therefore “intentional” authored work,
The album’s status is alveady in jeopandy given the Locus of wp3 file traders on
single sonEs.

I should he clear from what Lan Apderson (ol Designers Bepablick called
“rommixism” that today's new media may provide ~“potentially lunitless opporiu-
niries foy absraction and diffusion, playgrownds [or experimentation. . . Belore
ir is anything moaore, music and visual art ace simply arcangements of soumds and
romes and shapes and colors, Foo e rerminer tie resteuclacing of these conpo-
tents creates a4 preater focus than the whele” {Anderson, 1999 I may creale
anirreressing dilemra for e sellows collecor, as svell, who will need 1w kuosw
at what poin to collect, and 1wl medivu,

Muoveover, there s el trsde belween consuiners anline thar entirely
Clts gl retal asinesses, wiether bricks-and-mwenar er “dicks-and-mornac” L
a recent atticle about music and the Intemnet it was arpued 1hal “the connec-
nions and re-cennections typically experienced in heating and lisiening w mu-
sic. aleng with the attective dimensions of thal experienoe. have been
recanfigured” (Jones, 20001, One muast include i1 thar reconfigueation a com-
ing shitt in the visual aspects of popular music, The conmumercial success of boxed
sets of music. special editions. and ather ‘orms of special packaging may also
provide evidence of a reconfiguration. pointing 1o wavs that popular music con-
siThers may oot fust be in ¥ for the mwsic” Whether thev will have amything
affter tham the music 1o get o in the future remains to be seen,

CONCLUSION

Throughout the hisvory of the album cover, visual changes have been bom, Tor
the oo pard, [eomn the music iecl. Bor cxample, {fertile periods of cover desipn
i the mid-1960s aend Jawe 19708 were Inspiccd and deiven by the music of
peyihedelia and puk. Yer designees bave been, and will cormzinoee Lo be, inflo-
enced by artistic and social inovernents, the media, and the techotogies of art,
printisg, music, aod iodusuy, Innovation and invelvement have often been
separaled by pericds of assicnilation and of the rehashiog of concepts.

BMarry ol the poiuls 1l hold troe for slbose cevers apply 1 other [orms of
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music packaging. With e exceplion of some independently released cassedles
and CDs, the vast majority are inferior in quality and cormpleleness W most LP
alburn covers. Overall, cassette and CI packaging lalls [ar shoo ol LP packaging
n diversity and quality of graphic reprroduction. The shoetconnings of opost of
chose provducts relate directly 1o the packaging vomainess, Hor Uie mmosl part, the
graphics corceived and produced tor LBy are forced oo sanaller and smaller
trrmeads. The possibilitics open w OO packagiog have i been explored exien-
sively Ly jnany indepoeideot arvists wiaiuly because of the Bigh cost ol smiall-ren
GO pood i Lo

Crverall, the space availablo to dosipners has itercasingly shounk, e the
point that designs for Mivi-Disc (MDD} rcleascs negatiate 3 space barely largoy
than a matchbook, and it may well be that future gencrations, unaccustomed o
[LP-vi7e graphics. may not vadue 1the graphics and desien clemens ol mnsic pack-
auing, And, wicthout a doodt, the mrermer as a medinm of masic distriliagion
porrends ercrmions potencial changee to the link {pon rendedy beowesn puop -

lar erennsic aned the visual art. Sinee the digital, neowearked disiribution ol mosic

cloes away with o physical prodece, aoe of the mast important reasons Lor pack -
agine msic—protecting the agtilact thal “carries” it—is superfluews. OF course,
visual disign will eomtinue v play an jmportant sole—- e wery use of ihe Wi
1o make musie available means there is 3 visnal dimaension o muosic's presenla-
ticn arnd markering And consomoers will lilkely stoee mpd and edbuer audio les
om exleral storapge media and probably create thear own desiegns Toe packaging.
Bt whether designers will continue o work hand-in-hamd witk recond lalaels
ur bands remains o be secn. 'Uhe Tarernct 15, for many, a very “DIVT iedioie,
arel it is to carly o know whelher visuals will acoompany the masic that is
mived as data.

Eecardless of the Intermer, we are far from do'rg away with casserres, 135,
and vinyl records. Alrhonigh it is predicred that the market for online mose will
greathy expand in the nevt 5 vears, one can also predicr there will be an eapan-
sion of the ndependent CIY and vinyl matket as the major labels concenttrale on
new digital technologies {Cnialen, - 1945 povitd). And nes formars such as DD
wiill requiire new packaging and design. Itis difficuln te Imagine that an industey
which at various rimes in its histnry has undertaken such extreones in the pre-
sentation of s products svould be satisfied with omes thar, although puportedly
berter in sound and preterred by custoneers, are 1o amenable o desipn ansd
packaging wispalhy and tactilely. The major companics can cither take advan-
{age of the early stages of transition and cxperiment with new methods of pack-
aging or contimne on thelr present course and stumble into the fJutore, chaoging
oy when conhoented by a oritical sitnation.

The pumber of tecords thar actually atrain a level of commercial suecess 1s
surprisingly low, According 1o Warner Comumunications, only 17% of all popu-
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lar music releases aud 6" of classical releases Teach the breakeven point {Warner,
L9B2: p. 45). I'he majority of mustc made available to the public is underwririen
by the pratits of a few epormously successful groups like 112, Britney Spears,
Sean “Pulfy™ Combs, and Medorna.

(iven this, how important is an albwoe cover in the sales ol cither the
creweest wiichael Jackson albuon or those of a less profiable geoup? For “super-
star” artdses such as wichaci Yackson and Bruee Sprivgstecn, album covers, good
o bad, probabiy have a negiligille eHect on sales. Music comsaatiers, [or the inost
part, are bighly seivodve in twir purchasing babis and bay wosic with whick:
they are Gamniiar, Bepandlows ol their gualicy, e covers Tor these recording art-
iss onennst caepy wilda the cseatslintred enage al he muosic and the perlonacer,

The broader mporance and impact of album covers can be seen in the
approaches 1o packagiog music {and i some sense musiciansh. Album covers
are an element of a complete package, an essential part in the total experience
of purchasing. owning, and listening w music. The early 19705 may have becn
a peak of crearivity, ntelligence, and skill, The covers produced by companics
snch as Pacific Fve and Far For stoups Like Alice Cooper, Black Sabhath, and Lon
Reed have hecome classics, Trmy Grabois, formerly of Pacific live and Har, re-
flecied thar, althowgh tielr covers were nor major faciors ™ the success of the
albums, they did have the porenal to copsribnte. n one example. Urabols re-
called thal ihe campany received several requess for an album {minus the ac.
tual recard) by Captain Beyomd that ncluded & 3" % 77 image made of lentioilar
plastic on the coveer { Grabois, 1987, An reresting cover may povvihinee a =ale or
simply prompt an adventurens conswner 10 find ont more abont a group, al-
thawph ooy 12% ol all sales are nnplanaed. Par a fanatical fowe, the caver can
he everytling, "t may buay scrmething purely nm the cover,” wrne desgner Nevillo
Bragy, “and thross the secord away® (LY87].

Fan curnruierts on the cleon ot covers are commonly along these lines: “il
Llike the band and the cover i haot oy, or 75 hate the ol allum soundwise
but the tndde gatetold is bitchin®.” Bur anothier ienportant fouction or an albam
cover is to bring attentian o a specific release, group, o label Two growup: Lhat
play a role i promoting olbens are music reviewees amnd radio s, and {rom
those souToos awareness spocads in pring and over the abwaves, How g cover
affvets a veviewer may he a governing tacror innwlether an allan geis revicwed
oF et Syron Codey, editor of tbe magasine Forced Exposure, wrote: “Tve been
krinan to werite reviews just about the cover, and Ive got o many recurds tr go
through thal a lousy conver can result in an album getting pushed Aoward she
back burner for months” {Coley, 1987). Robio Jantes, who only coviews cas-
setle releases, wathfully admitied thar a cover ingppropriate 1o the muosic coruld
ncgatively influcooe his approach 1o a rovicw. As rthe music adage voes, “I0 i
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Fin't i the grooves, i ain’ going 1o scll.” B it the cover produges negative
inprossions on Lhe people responsible lor spreading awareness of the music, it
may never gt heand. For some record eritics and radio progranmmers, a glance
at the cover may be the unly inpul belore deciding whether to review or pro-
gram a record.

I is hard to detenning che acmal value fans, musicians, artists, and record
industy executives place o album cover design, athemigh it is clear they lind it
of value. Par instance. from thne o dmae, copycar alham covets appear. Somne-
times, the pnpose of copving & cover is sative, as in the case of Frank Lappa’s
comnment an the Bearkes' Sai Pepper fand the Buifes” salsegquentd connnentary
om bothd: soretimes i s tribuee (the Clash's copy o] an early Elvis Presley cover;
and awher thines i may have ocearred accidentaily {as happened wildy Swowe
Terple Pilars and Power Ploydd. What is paciculacly interesting abourt instances
ol capyeal covers is (han ane oevitaldy linds acguinents abowt them spiliing into
the pages of magazines and Tangdoes. Thus they give ug insigiw into the degree
o which minsdclans and geaphic designers are attentive w and invested in the
visndh packaping ol thoeir music. LS not aocommon o hear performers talk
aboug 1ashion ar about video, Ghn, and TV presenlations, hut it is oy rarely. as
in the case of copyoal covers, 1thal we get a glimpse into the ways and means by
which alhum covers matler Lo musiciars abnd setists. The passessiveness shown
toward dosiuns, siyles, ad svinbaals shows, 1 nodhing else, that misicians care
deeptly about bonw Lhwir music will ook when packaged, (Bee Figures 171,
WY, atl htipaoir argicovering )

Indeed, as Jane Goines wrore in Ceeested Culture, “Thonograph recards
and magneric tape have tn sme degres splved the problem of huss 1o [ix and
package sound” (199 1 p. 127 3y extengion, albuo cover design is sbout pacls-
aging music (and, 1o a lesser depree, perlotmers), impaning the vepe of unigue-
ness CGraines Saimed leads ro the commaodification and asseriion of personhood
and oroperty associared with modern copyright law, Withoul a singular visaal
element (whether graphic or nvpographic), would consamers be able 10 distin.
uish one record, tape, or C12 frivm another by sight? And il oo, seliatl would be
e pplications tor law, for commeree, tor tandom, and Lor e star svstem?

IL staukd be @ poai of fature research into the role of graphic design i
iwnsic packagiog o discover what elements of art theory, visuval communica-
ilon. act history, markering, sepniotics, and mredia studies can add ro our under-
slanding. As Rob Chaphean noted o an essay on the place of recard sleevies In
the consutnplion ol music, ao matrer dre changes in media that shrink e spadce
availabiv lor praphics, the mere [act of change will evake nostalgia: "Senlimen-
tadivy will once maore hegin o seep through the cracks and we'll go all dewy
cyed rermembering proper plastic CD cases” (Chapman, 1997 1o &) What are
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Lhe atfective dimensioms to purchasing, owing, looking at album cover art? As
Thorgerson and Powell made clear, sometimes albiumn covers supersede the mmsic
“People _ - . remember album covers even when they don't like the oasic”
(1979 1. 9).

The comnection of music packaging Lo that of othwer prodocts aod other
medin will also provide interesting insigh: imo the conswuoption of popular music
renerally. Sunply the variety of music, as Thorgerson and Powell noted, means
thml music is “rel lke other products,” and thus i *ssimuolares and allows an
equally varied and individual werld of design” (199%: p. 10), The produnion of
alhaim cover art is equally imporiene for aualysis, A sipnificam point made by
Thorperson and Powell is thal “allwum codeers don’l have o show the aciual
procloct,” but nstead

can refllect all the [eelings and ideas tat the prodoct enteils, Cover
desipne depict sl die product means, not wlal i phveically s, ..
Sonuds alvwious, bur what a treat for the conunercial anist. ~No beer
cans o1 cornflakes ro show, Do sneakers or todlet paper. What a plea-
sure, (p. 10y

Gut, as with packaging for ether products, the album cosrer arr is a jump-
inge-off point for other design related to it what Thorgerson and PoweelE called
the “allied pieces such as single bags, poster, and press advertising (and of course
The proverbial T-shirty. Thess iterns require different text and different desiym.
yi't are related toy the principal rage” (19949 n0 &3], O alhum cover arr Bas heen
orverlonkser by scholars of popular music, such allied pieces have pone entirely
unnaticed.

And it will be inscractive to concinue o fallow the changes in the media-
tien of popular music from plryvsical product to digital stream and o examine
the ways in which visual presentation will cllange with it. To separate sound
and vision in popular music would seem npossible, o mattetr the techmelogy
in question. rwill e Fascinating ro observe and study the shifts iv the indnstryts
and fan's interess in the propotrion and type of attention paid to each,

As Chapman put i albom coeers may “1ell us as mach abioot the oolluee
they come Tram as they doaboud desigh values o innosvations in echnigue”
(192 p f We bope our ellon will provide a [ramework [rom whichy owers
can build vur collective knowledpe of albui vrvee acl aud ol the culeures of
raduction and conswnplion in which they are cunbeddied.
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ENDNOTES

1. it is worth noting that the marketing of artists and wuosic is tself under-
studied.

I 1M significant interest but outside the scope of this artide ave the book's
eavher chapters, which discuss, amaong otber things, music books, sheet music,
mosters, amdd concert tickes,
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3. According 1o Madina Schmitz (19286), in 134 Alex Steinweiss, Cig

4.
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Columbia’s (irst arL dircctor, said,

What they used originally was either brown, gray. or tan paper, and
thoy would starnp in the gold name of 1he record, and it would just
lic in the window of the vecord stone like a tombsromne: nothing ag-
tractive about it It bad no color, na personality, . Somctime areund
19335, thaugh, some ot these “tombstonc” albums, as thoy came toebe
caled, appeared ywith cover designs.

Aostuddy of Ginecki’s Third Symphary by 1Luke Howard {1997 pointed to the

goreinued importance of secbe "splent salesn:

wWhit cnthusiasm tor the Third Symphony Legan to suryge in Britain.
the marketing divector of the HRMY rerall chain remarked concerning
Tho dise, "1 o8 a matter of displaving it prominently, The thing's
selling itselt” The eloment of display, of not only making sure the
music was heard but also ensuring that its cover was seen, conrib-
uled o the sales: with this dise in pattienlar the cover design pro-
wided rrany comsomers with an easy means tooidentify what they
wantied (p. 1Hd.

Howard alse noted ihat the cover drew cnticise Toem classical music tans,

whio comsidercy i toe pop-like o appearance.

Whar tollowes is drawn it broad strokes regavding rock’s hisrory tov the pus-

poses ol illustrating visual, rather than ousical, evoladon.

Iranicaily, the band managed a top=-340 crossover hit sith the single “How
"Bout U577 3 fear for which the excoatives at Columlia Reconds who chose

tor not show the hand menchers” faces kel took credit,

The wipper oo the front ot “Sticky Fingers* untortunately damaged thow-

saridy of copics in shinping.

Foriability ia tbuss & double-cdged sword.



