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Introduction

The sixties in the United States was a time of enormous
cultural and social changes, sexual revolution, students’
protests, anti-war demonstrations and assassinations. One
could say ‘America’ in general was confused, unable to
embrace the chaos and overwhelming changes of the period.
During this time a new group of writers appeared. Coined
the New Journalists' they tried to make sense of an
increasingly chaotic American culture and impose some
order on the mayhem of the time, interpreting the changing
social norms of the early sixties to mid-seventies using
seemingly liberated styles. They presented facts, commentaries
and analyses of a complicated American social reality in
non-fictional accounts written for the press, at the same
time providing readers with entertainment achieved by
means of novels or short stories. The New Journalists
described a fast-developing popular culture and became the
main chroniclers of the counterculture and hippie revolution.

! This category of writing is not well-defined and the many terms are

used to describe it: art-journalism, literary nonfiction, factual fiction,
literary journalism. However, the New Journalists or the New
Journalism are the most widely used terms.
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My study is an attempt to facilitate an understanding of
the American counterculture’ of the 1960s and to re-
examine its social and cultural dimensions by means of
works created by the New Journalists, who combined
techniques borrowed from fiction with the detailed
observation of journalism. Their work is used as a window
through which the cultural milieu of the counterculture is
captured. New Journalists’ texts were not strictly literary,
they also connected with the reflections of social scientists
and historians. Not only does the analysis of the texts allow
for the characterization of the counterculture but it also
permits us to see the situation of the time in a more visible
and direct perspective. Suffice it to say that in contrast to
the counterculture press, New Journalism was not lacking in
quality, was not self-celebratory and did not angle the
context of its works toward the tastes and preferences of a
sympathetic audience. New Journalism spoke for an era,
illuminated ethical dilemmas, conveyed major concerns of
the counterculture and affirmed a moral position of society.
Its vivid, subjective, lively and engaging prose may in fact
prove to be of greater force in presenting the counterculture,
more so than any official history.

Counterculture criticism focuses its attention largely on
strictly historical and sociological measurements of the

movement while often ignoring equally important literary

2 Terms such as cultural revolution, the hippie movement and the

psychedelic movement will be used interchangeably in this book.
The term ‘counterculture’ is used in this form, but some of the cited
authors use it differently, e.g. counter culture.
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manifestations of the period. In view of the postulates of
new historicism, the study of counterculture would seem to
be limited without the perspective of literary works which
are artifacts of those times. New historicists tend to read
literary texts as material products and components of
specific historical conditions. By refusing to make the
distinction between literature and history and claiming that
they are inseparable, they open up a dialog between them.
These critics postulate that creative texts mediate the fabric
of social, political and cultural formations and argue that the
literature of the period expresses the spirit of the age. For
them, literature is an active part of a particular historical
moment (Brannigan 1998: 1-5). This stand is the
inspiration for the research undertaken in this book.
Moreover, different scholars underline the importance of
literary texts in cultural studies, treating literature as a
medium of memory, an external, material memory which
saves the content from oblivion (cf. Assmann 2012).

When scholars begin to analyse the counterculture, a
broad spectrum is manifested, making it important to bear
in mind that counterculture did not only consist of the non-
violent hippie movement. There were civil rights activists,
politically oriented rebels who fought against the Vietnam
War, the Black Panther Party’ and Students for a
Democratic Society (SDS)* or the Weather Underground®.

3 An African-American revolutionary leftist organization.

A student activist movement, a representation of the New Left.
A radical left organization whose aim was to create a revolutionary
party and overthrow the government.

4
5
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This list is not exhaustive and yet it shows counterculture’s
different facets. This book, however, will focus only on the
hippies and psychedelic movement, which received the New
Journalists’ broad interest.

Following an introduction, this book is divided into two
parts. The first part is more sociologically and historically
tocused. In order to provide some context for the analysis,
the first chapter briefly sketches the historical background
and traces the first signs of rebellion among the 1940s’
hipsters and The Beat Generation before finally
concentrating on the counterculture of the sixties. The aim
of this part of the study is to determine the precedents of the
cultural revolution, the general social mood, the historical
setting and the most important events of the era. The
phenomenon of the counterculture will be analyzed in this
study through the voices of the key New Journalists: Tom
Wolfe, Hunter Thompson, Joan Didion, and Richard
Goldstein. Additionally, selected texts of Norman Mailer,
Nicholas Von Hoffman and Sara Davidson shall be
discussed. The second chapter is devoted to the history of
New Journalism, its major representatives, main characteristics
such as scene-by-scene construction, extended dialogs,
interior monologues, and use of the subjective voice; the
impact it had on the form of presenting the news in the
decade of the 1960s and its offshoot form called gonzo
journalism, which was Hunter Thompson’s subjective and
drug-fueled style of writing based on William Faulkner’s
idea that the best fiction is far more true than any kind of
journalism. The third chapter describes the profiles of Tom
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Wolfe, Hunter Thompson, Richard Goldstein and Joan
Didion and it traces the origins of the texts that are under
discussion in the second part of this book.

The second part of the study attempts to create an
informed view of the counterculture based on Tom Wolfe’s
novel The Electric Kool-Aid Acid Test, Hunter Thompson’s
novel Fear and Loathing in Las Vegas, his three articles:
“Why Boys Will Be Girls”, “The Hippies”, “The Hashbury
Is the Capital of the Hippies”, Joan Didion’s essay
“Slouching Towards Bethlehem”, Richard Goldstein’s
articles: “The Psychedelic Psell”, “Catcher in The Haight”,
“San Francisco Bray” and “Love: A Groovy Idea While He
Lasted”. Other sources, which belong to the New
Journalism school of writing will be used as supplementary
material such as Hunter S. Thompson’s Hell's Angels,
Norman Mailer’s The Armies of the Night, Tom Wolfe’s
article “The Me Decade and the Third Great Awakening”,
Nicholas Von Hoftman’s We Are the People Our Parents
Warned Us Against and Sara Davidson’s Loose Change. The
content of the works examined here reflects and explores
some of the more notable facets of hippie philosophy,
culture, and lifestyle. Promiscuity, the use of drugs,
communes, outrageous clothes and rock music are classic
examples of the pivotal elements of the hippie rebellion. The
second part consists of two chapters. Chapter One is divided
into six subchapters. The first, analyzing Tom Wolfe’s novel
The Electric Kool-Aid Acid Test, discusses the beginnings of
1960s psychedelia and the role of LSD, it chronicles the

formation of Ken Kesey’s commune called Merry Pranksters
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and  articulates  their importance in  developing
counterculture attitudes on drug use.  The second
subchapter captures the essential aspects of the Merry
Pranksters’ story, examines the countercultural drug use,
Ken Kesey’s acid tests, which can be described as a series of
parties centered entirely on experimentation with LSD, also
known as ‘acid’. The second subchapter also discusses the
importance of traveling, based on Merry Pranksters’ cross-
country psychedelic journey on a bus called Furthur. The
third subchapter articulates the phenomenon of community
life that constituted an important aspect of the hippie
revolution, as it gave hippies an alternative to ‘the
establishment’ and the possibility of abandoning it. The
tourth subchapter examines hippie fashion as another tool of
rebellion in that the new styles and colors distinguished the
love generation from that of the conservative rules of a
conformist society. The fifth subchapter analyses the sexual
liberation of hippies, their open attitudes towards
nakedness, marriage, relationships and premarital sex. The
last subchapter discusses the countercultural music and
festivals as a unique medium for cultural communication.
Anti-establishment lyrics with drug connotations challenged
both civil and religious authority and gave voice to their
movement. Chapter Two focuses on the commentary
regarding the nature of the United States at the end of the
1960s and the beginning of the 1970s when the ideals of the
sixties’ counterculture went into decline due to problems
with the commercialization of the movement and media

exploitation, anarchy, drug dependence, teenage pregnancy,
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venereal diseases and unsanitary living conditions. The
second part of this book is an attempt to facilitate an
understanding of the decline of the hippie era. Each
subchapter offers conclusions about the positive and
negative aspects of the hippie movement and its legacy.

The main criterion for the selection of texts under
analysis was the countercultural content of the works and
their authors’ affiliation with New Journalism. It is beyond
doubt that the texts which were created by the New
Journalists are not only aesthetic artifacts, but also a rich
source of knowledge about the counterculture and constitute
an important part of the history of the United States.






PART 1






1. Historical background

The history of the world is the history not
of individuals, but of groups.

(Du Bois in Watson 1998: xi)

1.1. The meaning of the term counterculture

The term counterculture became widely used in the 1960s
but it was first used in 1951 by Talcott Parsons, who
discussed ideologies of subcultures in his book 7he Social
System (Parsons 1991: 350). In 1960 J. M. Yinger®
introduced the term contraculture to explain a situation of
conflict of values of a particular group of people in relation
to a surrounding dominant culture (Yinger 1960: 625-635).
This newly coined word changed in the process of entering
common use and has been accepted into mainstream
language as counterculture, which became a term attributed
to Theodore Roszak” for whom the counterculture meant:

6 John M. Yinger (1916-2011) was an American sociologist.

7 Theodore Roszak (1933-2011) is best known for The Making of a
Counter Culture (1968), which chronicled and gave explanation to the
European and North American counterculture of the 1960s.
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a culture so radically disaffiliated from the
mainstream assumptions of our society that it scarcely
looks to many as a culture at all, but takes on the

alarming appearance of barbaric intrusion. (Roszak

1995: 42)

By the end of the 1960s the fight over values, morality
and the fundamental nature of American life inflamed the
country, and one of the forms it took was the counterculture,
which was everywhere, hard to define and thus difficult to
stop. What characterized this kind of movement was that its
aims and premises were boundless. Some people were even
unable to name it and would say in the words of Jerry
Hopkins that something was happening, something “weird
and wooly and scary and alive” (Hopkins 1968: 11), which
wanted to offer the country “its last chance for salvation”
(Hopkins 1968: 11). The people who were a part of this
movement were called hippies, flower children, peaceniks,
heads or freaks. When they talked about their generation,
words like love, revolution and psychedelic preceded it.
Richard Neville, a co-editor of a countercultural magazine
Oz, offered a one-word description and called it a ‘youth-
quake’. This youth-quake was a “profound and reflective
alienation of the spirit from a system cancerous with racism,
exploitation and its own aggressive expansion” (Horowitz,
Lerner and Pyes 1972: 159). The counterculture, as it was
mainly called, was a way of life, a free, cooperative, drug-
consuming counter-community. To some people it was a
revolution, whose weapons were music, love and drugs
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(Cohn in Kimball 2000: 173). Its members were refugees
from the official anti-war and students movements because
they had found them too stifling, resembling the society
they were trying to transform. Because of the overwhelming
complexity of the countercultural movement, hippies are
often separated from other groups; however, the divisions
may seem arbitrary as each group blended and mixed with
others.

Some hippies did not support the civil rights movement
because, they claimed, black people were fighting for what
they rejected. Others supported the anti-war movement,
participated in rallies and sometimes mingled at
demonstrations with the New Left and antiwar activists.
That may be the reason why the media and the public had
difficulty distinguishing between political activists and radical
groups and leaderless and unorganized counterculture
participants who wanted to ridicule the Establishment
(McWilliams 2000: 66). However, the counterculture
should not be identified too closely with The New Left.
Many within the hippie community were apolitical and
embraced no ideology, having no aspirations to change laws
or policies (Gair 2007: 8). Additionally, hippies were
initially criticized by the members of The New Left due to
their lack of stability and intellectual weakness (McWilliams
2000: 14).

It soon became obvious that few hippies cared at all for
the difference between political left and right, much less
between the New Left and the Old Left. “Flower
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power” [...] was nonpolitical. And the New Left quickly
responded with charges that hippies were “intellectually
flabby”, that they lacked “energy” and “stability”, that
they were actually “nihilists” whose concept of love was
“so generalized and impersonal as to be meaningless”.
(Thompson 1968: online)

Counterculture was not a social struggle for specific,
limited objectives, but a phenomenon of unique importance,
different in kind from all other struggles known to history, a
cataclysm from which the world was to emerge completely
transformed and free. The ‘members’ of the counterculture
shared no particular goals or ideas. They lacked programs
and common objectives, except for the desire to seek
freedom through sex, drugs and music (Jankowski 2003: 73,
120, 188).

The young generation associated with counterculture
was not a monolithic entity composed predominantly of the
young who used LSD and wore flowers in their hair.
Hippies’ lifestyle, their outrageous behavior and clothes
made them media favorites. Mass media focused on a
minority, and although real counterculture types were
relatively few in number, a stereotypical notion was created
that a small number of the younger generation represented
the majority (McWilliams 2000: 12,87). Lewis Yablonsky
estimated that in 1968 there were about 200,000 hippie
drop-outs in the United States and another 200,000 part-
time and weekend hippies (Yablonsky 2000: 37).
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The counterculture constituted a part of a very busy
decade called ‘the sixties’, which was so amorphous and fluid
that determining its start and end is almost as impossible as
defining exactly what constituted the counterculture. The
events that shaped this human experience are not so easily
demarcated, thus it is a very difficult task to mark the
beginning of the counterculture and state the exact time of
the emergence of hippies. However, dates such as January
1966 Trips Festival, or the Human Be-In are paradoxically
proposed as the beginning of the 1960s. A columnist
Jonathan Yardley claimed the sixties began around 1965 and
ended a decade later (Morgan 2010: 14). Some scholars
focus almost entirely on the decade of the 1960s. Some, like
Abe Peck, define the beginning of the decade by the
Greensboro sit-in, when in February 1960 four black
students from North Carolina college insisted on being
served at a segregated lunch counter (Peck 1985: 19). The
exact dates are unimportant here. What appears important is
not to construct a chronology but more so to look at the
events and try to understand them. What is of interest in
this book is the stages of emergence and consecutive phases
of the counterculture. Without the pioneers to point the
way, the hippies might never have emerged to fascinate and

outrage America.



1.2. The roots of dissent and the first sign of rebellion
— Hipsters and the Beat Generation

Our search for the rebels of the generation
led us to the hipster. [...] his main goal is to
keep out of a society which, he thinks, is
trying to make everyone over its own image.
He takes marijuana because it supplies him
with experiences that can’t be shared with

‘squares’. (Bird in Mailer 1961:282)

Although the word hipster was first used in 1951 or 1952,
the history of hipsters dates back to 1930s black folk who
were contemptuous of the white world that continuously
excluded them. Vital to the hipster experience was jazz and
marijuana which helped them exist in the hostile
surroundings and described the character of their existence
(Matusow 1984: 280).

By the mid 1940s, the term hipster ceased to be
restricted to blacks only and it found an imitator in the
generation of young white people who identified with “the
Negro”, who lived on the margins of the society, suffering
injustice and cruelty. In New York and other big cities,
disaffiliated young whites found the hipster so expressive of
their own alienation that they adopted it as their own. They
absorbed the lesson of disillusionment, they shared disbelief
in the words of men who had too much money and power.
They also “envied the Negro his spontaneity, his soul, his
cool” (Matusow 1984: 285). This new group created a little
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world of their own with their own viewpoint, code of
behavior, and argot. Norman Mailer, who saw the hipsters
as the only significant new group of rebels in America
created ‘white Negro’ as a term to describe them. Norman

Mailer

[...] celebrated the hipster as the subterranean risk
taker, who in an age when socialism was passé but
cultural revolts were rumbling, might play the same role
that Marx once credited to the proletariat — the spark of
the revolution. And he waxed lyrically on modern jazz
as the language of this revolt [...]. (Kaplan 2009: 18)

Almost a decade later came Jack Kerouac’s success with
On the Road and the term Beat Generation was adopted by
the mass media, and the period of the 1950s was called the
beatnik era (Mailer 1961: 281). It could be argued that the
beatniks were hipsters, merely coming a decade later. Jack
Kerouac’s words prove that they shared a lot: “[...] they kept
talking about the same things I liked, long outlines of
personal experience and vision, nightlong confessions full of
hope that became illicit and repressed [...]” (Matusow 1984:
284). Although there were both differences (social
background) and similarities (marijuana, jazz, lack of money)
between them, they constituted a phase of the rebellion that
climaxed in the 1960s.

Jack Kerouac, William S. Burroughs, Allen Ginsberg,
Gregory Corso, Gary Snyder, Lawrence Ferlinghetti and
other writers and “sources” of inspiration like Neal Cassady

were outlaws, rebels, outsiders, spiritual seekers, psychedelic
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drug users. They formed a movement which emerged during
the 1950s and early 1960s. The Beat Generation, as they
were called, can be seen as the first modern subculture and
the first fully American literary movement since the
Transcendentalists. The original circle met at Columbia
University and soon became good friends. They lived on the
fringes of the university as students or dropouts, rebelled
against the official culture, and were engaged in resistance to
mass consumption and mass acquiescence. In reaction, they
created their literature from raw experience. They were
introduced by Herbert Huncke to the hipster underground
and they absorbed its jive, jazz, drugs and unconventional
sexual habits. Although the Beat movement originally
emerged in New York, it flourished around Lawrence
Ferlinghetti’s City Lights Bookstore in North Beach in San
Francisco (Matusow 1984: 284). The writers of the Beat
Generation were almost exclusively white males, but they
nevertheless represented an impressive variety of experiences
and accomplishments. They were generally literate and well-
read. Calling this relatively small group of struggling writers,
students and drug addicts a “generation” was to make the
claim that they were representative and important (Tytell
1976: 3).

The Beats lived in the era when the United States was
the most powerful nation on earth. World War II ended
the Great Depression and unleashed a prosperous postwar
era. Unemployment stabilized at a uniquely low level and
most Americans reveled in a new economic privilege with all
segments of the population improving their position. New
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American factories were being built, thereby shrinking
unemployment to relatively negligible proportions. The
flush of prosperity translated into a baby boom which was
the extension of the economic boom. Americans were
acquiring consumer goods at an unprecedented pace (Gitlin
1993: 13). The period has been called the “fabulous fifties”,
a golden age of simplicity and innocence — the days of bobby
sox and soda fountains, of hot rods and Elvis Presley.
Despite the Cold War, there were no real wars, no riots, no
protests. The breadwinners were scourged by the memories
of the Depression and were aware of how hard they had
worked to afford all the goods now within their reach, so
they felt gratitude and relief and expected their children to
teel the same. However, for many young people the decade
was hardly a time of enthusiasm and contentment. For
teenagers and young adults there was an enforcement of
conformity, a transparency of sexual morals and a crisis of
spirit. The adult world was phony and hypocritical (Inciardi
1987: 401). And as Gary Snyder wrote in Buddbist
Anarchism, the Beats believed that:

[m]odern America has become economically dependent
on a fantastic system of stimulation of greed which
cannot be fulfilled, sexual desire which cannot be
satiated, and hatred which has no outlet except against
oneself or the persons one is supposed to love. The
conditions of the cold war have turned all modern
societies, Soviet included, into hopeless brainstainers,
creating populations of ‘preta’ — hungry ghosts — with
giant appetites and throats no bigger than needles. The
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soil and forests, and all animal life are being wrecked to
feed these cancerous mechanisms. (Snyder in Roszak

1986: 13)

The above mentioned cancerous mechanism was the
society of the Beat Generation, the society of oppression
they were angry with and wanted to disengage from. The
emotions that accompanied their desires to seek freedom
and express themselves creatively are encapsulated in the
word beat.

There are many theories about the creation of the term
beat. Apparently, Herbert Huncke borrowed it from the
drug world, where it meant robbed or cheated, and it was
first used by Jack Kerouac, who is regarded as the king of
the Beats (Watson 1998: 3). The word expressed both
exhaustion and beatification in the writers who were tired of
a conventional, crass and corrupt society, and were disgusted
by it. Beat writers presented a lack of interest in industrial
and technological progress, a lack of confidence in the
Church or political parties. They were deeply concerned
with non-puritan and non-bourgeois responses to the
family, to the body, to love and to friendship. They were
opposed to the characteristic American evaluation of life by
property and formal educational achievements. The Beat
movement was a crystallization of a sweeping discontent
with American “virtues” of progress and power. For them,
the 1950s was a suffocating age, when economic affluence
brought mental barrenness, when people had been
mercilessly deprived of social freedom, when the respect for
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individuality had been denied. The economic boom and
technical development was tantamount to the decline of
spiritual values and mechanization of society and domination
of man and his environment (Durczak 2003: 53-65).

The Beats saw themselves as outcasts, exiles within a
hostile culture given to the censorship of artists and
filmmakers and the regimentation of the average man. They
could still nostalgically recall the time when one could
bargain for an article purchased in a general store, when one
bought a plot of land rather than paper shares in huge
corporations, when listening to the radio and using air travel
represented occasions for tremendous excitement.

The Beats lived in the times of the Cold War insecurity
and they reacted to those insecurities that had quelled the
spirit of a generation. They were profoundly alienated from
dominant American values. Each of their works represented
a major departure in literary form, as well as a courageous
response to the dominating passivity of the age. Their books
were seen as a confirmation that there were too many things
wrong within the American society. What did the Beats
rebel against? The answer can be found in Ginsberg’s poem
Howl:

Moboloch whose mind is pure machinery! Moloch whose
blood is running money! [...] Moloch whose love is
endless oil and stone! Moloch whose soul is electricity

and banks. (Ginsberg 1984: 128)

The above quotation suggests that the Beats rebelled
against a materialistic society, social sanctions and the law.
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They also withdrew from conventional life by rejecting
materialism, competition, monogamy, permanent job, good
behavior, and eventually, in opposition to the affluence of
the fifties, chose voluntary poverty. Feeling cramped by the
postwar cornucopia, they wanted to escape, to travel and

find spiritual bedrock, as confirmed by Todd Gitlin:

They aimed to refute the ranch house and the barbecue
pit with plain apartments and strewn mattresses. They
unplugged from the standard circuits of family, job, and
good behavior in order to overthrow sexual taboos, to
commit uncivil disobedience against a national dress
code which required trimmed minds to match trimmed
lawns. (Gitlin 1993: 46)

The Beats were regarded as madmen and they suffered
the consequences — public ridicule, censorship, even
imprisonment. In the beginning, the media, for a short
period of time, created a stereotype of a beatnik, who was
perceived as an aggressive hooligan, a dangerous rebel
without a cause. Soon, the image of the member of Beat
Generation was cast as the bearded existentialist, who wore
black turtlenecks, and who was more interested in listening
to jazz and smoking marijuana than engaging in activities
that could be seen as a threat to social order.

The older generation looked at the Beats as obscene
misfits, dirty delinquents, permanently smoking marijuana,
influenced by Zen and driving recklessly round the United
States, and spending most of their time writing obscene
poetry, which was incomprehensible to many people since it
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had no respect for convention or syntax, was spontaneous,
and lacking control (Leech 1973: 29-31). And even if
mainstream society did not refuse to listen to them, those
who adhered to societal norms still would not understand

the passage from Jack Kerouac’s On the Road:

At lilac evening I walked with every muscle aching
among the lights of 27" and Welton in the Denver
colored section, wishing I were a Negro, feeling that the
best the white world had offered was not enough ecstasy
for me, not enough life, joy, kicks, darkness, music, not
enough night. I wish I were a Denver Mexican, or even
a poor overworked Jap, anything but what I so drearily
was, a ‘white man’ disillusioned. (Kerouac 1991: 180)

The Beats were in exile from mainstream society and in
constant search for identity and salvation. The magic of the
open road and being on the constant move helped them in
searching for the truth. The car, being their central symbol,
had a major impact on their lifestyle. Meditation, marijuana,
peyote, mescaline, barbiturates were the vehicles of their
spiritual experiments and ecstasies. The Beats induced their
madness with drugs, with criminal excess, and the pursuits
of ecstasy, which they regarded as a proper perspective from
which to see. In addition to alcohol which was common in
American life, they were also interested in marijuana,
benzedrine, and opiates such as morphine. Drugs for them
were a whole way of life where they could create their own
set of rules, it was the main thing that made them different
from the rest of the world. Their intensive life, full of drugs,
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incentives and excitement gradually separated them from a
hypocritical society and created an alternative to the safe,
materialistic and monotonous life of the fifties (Durczak
2003: 53-65).

Granted the fact that Jack Kerouac was a frequent user
of mind-altering substances, he is a good example of the
influence drugs had on writing. He first took amphetamine
while he was at Columbia University. From 1945 onward,
he began experimenting with Benzedrine inhalers, treated
them as tools for writing and stayed up for days at a time,
wandering around the city, taking notes for his first novel

and saying, “Benny has made me see a lot™:

[He] felt he was blasting so high that he was
experiencing real insights and facing real fears. With
Benzedrine he felt he was embarking on a journey of
self-discovery, climbing up from one level to the next,
following his insights...Benzedrine intensified his
awareness and made him feel more clever. (Plant 2001:

120)

Even thrombophlebitis in his leg, caused by excessive
drinking and amphetamine use, did not discourage him
from his later experiments. On the Road has been described
as one of the first drug novels in American literature.
Kerouac’s characters use addictive substances freely,
especially alcohol and marijuana, but the drug that vibrates
throughout the book is amphetamine, especially visible in
the choice of vocabulary and style. “Speed” and “rush” are

always present:
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...the only people for me are the mad ones who are mad
to live, mad to talk, and to be saved, desirous of
everything at the same time, the ones who never yawn
or say a commonplace thing, but burn, burn, burn, like
fabulous roman candles exploding like spiders across the
stars... (Kerouac 1991: 8)

Although Kerouac is known particularly as a drinker
and amphetamine user, several of his books were written
with the assistance of marijuana. According to Allen
Ginsberg, Kerouac wrote Mexico City Blues by drinking
coffee, smoking joints, and writing down whatever came
into his head. Many of the Beats used other psychedelic
drugs, such as LSD or hallucinogenic plants: peyote, yage®.
William Burroughs tried yage in the Putumayo region of
Colombia, and in Peru, where after sampling the drug he
produced passages which later became part of Naked Lunch.
Allen Ginsberg followed in Burroughs’s footsteps and even
obtained an official license from the Peruvian government to
bring a gallon of yage to New York, which he shared with
Kerouac and Peter Orlovsky, who was his lover at that time.
But there was always strong intellectual and artistic
motivation behind their pursuit of drugs. Ginsberg
highlighted that it was not a party drug scene, “it was
aesthetic, more of a curiosity as to the nature, the texture, of

conscious itself” (Torgoff 2005: 17-67). His interest in

8 Yage is a brew made out of the Banisteriopsis caapi (Ayahuasca) vine

and other ingredients; it is used as a spiritual medicine in ceremonies
among the indigenous people of the Amazon basin.
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drugs was at the beginning an interest in enhancing his
creativity, later he saw drugs as political agents capable of
altering mass consciousness. However, he was against
Kerouac’s amphetamine use, believing that it had a
destructive effect on his writing and that his spontaneous
prose was influenced by chemicals.

Ginsberg always identified the experience of marijuana
smoking as “educational” in his life, the members of the
Beat Generation saw drug-taking as a legitimate avenue of
self-expression, a way to facilitate extensive note-taking and
discussion. They used psychoactive substances to enhance
their creative abilities. Drugs helped them create literature
which was not limited by strictures of language or morality,
or any styles of established literature. Mainstream society
did not accept people who altered their consciousness and
the Beats knew the trouble they could get into, but their
curiosity and what the experience had to offer outweighed
the dangers.

The Beats were perceived as cynics, addicted to drugs,
and given to crimes and homosexuality. The life they chose
was not accepted by the prevailing American middle-class
society for which the Beats showed strong contempt. They
were downtrodden and cursed, they were the most despised
and persecuted outcasts of the society, next to black people
and poor immigrants. They wanted to escape from that
worldly uproar through drugs, adventure and a morbid craze
which they described in their writings. Their books and
poems were considered controversial and obscene, many of
their writings dealt with subjects such as the use of
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forbidden substances, the functioning of the underworld,
drug subcultures and immorality. The members of the Beat
Generation were “finding the highest spirituality among the
marginal and the dispossessed, establishing the links
between art and pathology, and seeking truth in visions,
dreams, and other nonrational states” (Watson 1998: 6).
Unfortunately, a hard lesson awaited them because the
craving necessity of a constant supply of drugs drove many
of them to crime, humiliation, self-destruction and
premature death. However, the Beat Generation phenomenon
survived artistically, the works of its members became classic
literature for successive generations and, as Steven Watson
suggests, “it’s unlikely that such a various group might ever
again be found and even if they were, I cannot believe they
would prove to have such genius as these clearly did”

(Watson 1998: 311).



1.3. The rebellion of the sixties

It was the best of times, it was the worst of
times, it was the age of wisdom, it was the
age of foolishness, it was the epoch of belief,
it was the epoch of incredulity, it was the
season of Light, it was the season of
Darkness, it was the spring of hope, it was
the winter of despair, we had everything
before us, we had nothing before us, we
were all going direct to Heaven, we were all
going direct the other way. (Dickens 1903: 1)

The rapidly expanding Beat culture with the youth rebellion
underwent a transformation and evolved into The Sixties
Counterculture, which was accompanied by a shift in public
terminology from "beatnik" to "hippie". The Beats in
general had immensely influenced members of the new
counterculture, which is often referred to as the inheritor of
Beat Generation sensibilities of the late 1940s and 1950s.
The beat message was transmitted to young people through
cheap paperback novels and independent publications like
semi-underground City Lights poem pamphlets published
by Lawrence Ferlinghetti. Throughout the 1960s, Allen
Ginsberg, Gary Snyder and a few others passed their
wisdom on to the new generation of seekers. Their words
penetrated every counterculture enclave. Beat writers taught
young people that the state of intoxication and psychic
exploration were necessary to achieve higher wisdom.
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However, some of the Beats looked down on the hippies as
imitation bohemians who were only interested in getting
intoxicated and having a good time rather than doing
something serious, like writing poetry or playing jazz.
Another grievance was that while the Beats lacked sufficient
money, the hippies seemed to have it (Perry 2005: 5).
Although the hippies were heirs of a long tradition of
rebellion and a direct outgrowth of the disillusioned Beats,
they differed because they embraced no ideology or intellectual
pretensions (Labin 1972: 24). The hippies copied the idea of
bohemia as a social group holding outsider political and
philosophical values in common. They inherited the use of
drugs as well, though they rejected much of the Beat style,
especially the pessimistic attitude, fear and resentment
(Perry 2005: 241). One more difference is connected with
official harassment. The Beats represented a tiny rebellion
and were not perceived as a visible threat to the status quo;
however, hippies were no longer hidden from the public eye.

Hippies did not choose this name for themselves. The
term has several possible origins (McWilliams 2000: 79).
The label stuck when Michael Fallon, a reporter for the @
Francisco Examiner, used it in a 1965 story about the new
bohemian lifestyle that was developing in the city's Haight—
Ashbury district. Fallon coined the name by shortening
Norman Mailer's term Aipster, and he applied it to the
second generation of beatniks who had moved from nearby
North Beach into the Haight—Ashbury district. In connection
with extreme use of the term ‘hippie’ in the mass media,

Lewis Yablonsky speculates that trticle The Social
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History of the Hippies stimulated interest in the new
movement (Yablonsky 2000: 28).

The Victorian neighborhood of Haight-Ashbury became
the new capital of the freshly christened hippies, the drug
culture, and the epicenter of the counterculture which was a
protest that was grounded in the success of a highly
industrial economy. It arose not out of misery, but out of
plenty. From the quotation below, conclusions can be drawn

as to how prosperous mainstream society was:

Each home had its own eighth of an acre of lawn
needing the attention of a power mower; each had its
spotless kitchen focused on a stuffed refrigerator as big
as a boxcar. And there, scurrying about among the
gleaming appliances and humming gadgets, was the
housewife and mother, eternally smiling, eternally
aproned, with never a hair out of place, devoting herself
to the daily fight against floor-wax build-up. [...] After
dinner, with the breadwinning father comfortably back
at home, we imagine this family settling down to watch
one of the give-away quiz shows, where the parade of
merchandise mattered more than the questions or the
answers of the contestants. (Roszak 1995: xvii)

Many children of the baby boom generation became
disillusioned with the conventions and restrictions of their
parents’ society. Despite the fact that they came from white
middle or upper-middle classes, were children of privilege
and had lives in which they had clear advantages, they

started to question the entire system of values and
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institutions of their country. These young people felt
prisoners of goals set for them by the Corporate State. They
wanted to regain the ability to choose a way of life and its
values, to liberate themselves from the world of their
parents, the pressures of school, career and the draft. They
were against the economy that produced and advertised
consumer goods as ultimate happiness and fulfillment; and
they were against the government for its involvement in the
Vietnam Woar, which became an object of criticism
increased by the compulsory military draft. Hippies attacked
the banality of mainstream society, its hollowness,
artificiality and isolation from nature (Current, et. al. 1987:
889). They wanted nothing to do with the mundane
materialistic environment around them. Exploiting the
security permitted by the general affluence, this generation
began to demand freedom, self-expression and enjoyment
because they saw life as something more than getting and
spending. In the times of the hippie movement, the ethos of
the American Dream was seen for the first time not in terms
of career and material status, but in terms of personal
fulfillment, liberty, community and harmony. The youth of
the 1960s saw evil in the Corporate State which spent large
amounts of money on defense, destruction of the environment,
corruption, and production of unnecessary goods. They
accused the American Corporate State of moral failure,
impoverishment of life, violence, injustice, artificiality,
hypocrisy, lack of democracy and liberty. Everywhere they
saw plastic lives in plastic homes, competitiveness,
commercialism, loneliness and materialism. They observed



40 Part I

tellow Americans and felt that the system deprived people of
virility, manhood, and intellect. The criticism was
intensified because of the Vietnam War, which along with
human loss of life and the destruction of the environment,
was the embodiment of all the evils of the society. Young
people perfectly understood the message of Mario Savio, the
leader of the Free Speech Movement, who said:

There is a time when the operation of the machine
becomes so odious, makes you so sick at heart, that you
can’t take part. And you've got to put your body on the
gears and upon the wheels, upon the levers and upon
the apparatus, and you've got to make it stop [...] and
you've got to indicate to the people who run it ... that
unless you're free, the machine will be prevented from

working at all. (Singleton 1999: 193)

The new generation was certain that Americans had
lost control of the machinery of their society and they
believed that they could change it by means of new values
and a new culture. They started a revolution, the aim of
which was to change individual people and the culture.
Their revolution did not require violence and promised a
more humane and liberal community (Reich 1971: 2-7).
Charles A. Reich, in his bestselling book The Greening of

America wrote:

This is the revolution of the new generation. Their
protest and rebellion, their culture, clothes, music,
drugs, ways of thought, and liberated life-style are not a



1. Historical background 41

passing fad or a form of dissent and refusal, nor are they
in any sense irrational. The whole emerging pattern,
from ideals to campus demonstrations to beads and bell
bottoms to the Woodstock Festival, makes sense and is
part of a consistent philosophy. It is both necessary and
inevitable, and in time it will include not only youth, but

all people in America. (Reich 1971: 2)

One understood the need for such a revolution
observing all the things that were wrong in the American
society: the terror of Vietnam, the threat of nuclear
annihilation, racial and social inequalities, consumerism,
commercialization of culture, the overwhelming power of
institutions and corporations, competition, hostility and
alienation of individuals. The logic and emotions of the new
generation must be seen in light of the rise of the Corporate
State, its domination, exploitation, dehumanization. The
only realistic plan to change the society and restore control
of their own lives, lost to the power of the Corporate State,
was revolution by consciousness with the power of new
values and a new way of life, without violence, without
seizure of political power. The law and the government
would be the last things to be changed. The transformation
of culture and consciousness were to lead the way to the
State consequently submitting to the will of the new values.
And these values were adventure, travel, sex, nature,
harmony, responding to one’s own needs, clothes which
expressed various moods, music as a part of daily life, and
mind-expanding drugs. Hippies wanted a new society based
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on peace, love, pleasure, compassion and human fellowship.
Theodore Roszak claims they believed that

Beatnik poets and Greenwich Village folksingers were
better role models than fathers who had sold their souls
to General Motors or mothers who racked their brains
all day to bake a better biscuit. They dreamed of being
on the road rather than on the job. (Roszak 1995: xxiii)

In the 1960s, material abundance was commonplace,
but every city had slums and the country was at war. Young
people started both questioning and seeing through the
contradictions of American life.

Members of the counterculture showed their dissent
through personal expression — they dressed differently: long
hair, outrageous clothing, flowers in their hair, beads around
their necks, bells tinkling from their waists. The clothes of
the new generation expressed freedom because they were
inexpensive, original, comfortable. They expressed rejection
of uniformity. Using dirty words, having sex out of
marriage, smoking a joint — all this became gestures of
disaffiliation and meant dissent. Due to such antisocial
behavior, people could feel alive in a society that was
considered to be dead. The feeling of being an outsider
freed the person from temptations of the Corporate State.
Counterculture created a social world of its own with
characteristic food, shops, nightclubs, music and visual arts,
sexual habits, unconventional political attitudes and ways of
making a living. Music helped the children of the revolution
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express their entire culture, it represented the longings and
aspirations of the new generation, while criticizing the
society at a profound level. Music had the power to speak to
a man, to illustrate what was wrong with the society; it was
moving and warming to the spirit. In particular, Jefferson
Airplane and Bob Dylan expressed in their lyrics many of
the things the new generation wanted to say. The times of
the cultural revolution of the 1960s were supposed to be the
times when relationships with others, friendship,
companionship, love and human community were held up
as the highest values. It seemed to be in opposition to the
Establishment, which was perceived as an overwhelming
machine. The hippies chose a different direction, that of
nature, mysticism, freedom and psychedelic drugs. As they
were also preoccupied with love and a sense of community,
they were constantly searching for ways to be together. The
new generation was full of energy, enthusiasm and hope and
was open to new experiences. The implicit purpose of their
style was to prolong the freedom and playfulness of
childhood, and a desire for innocence. They made a
conscious effort to ignore accepted social values and goals
through the use of psychedelic drugs. The sixties was a time
when

drugs were seen as an integral part of a political-cultural-
spiritual agenda, [...] psychedelic experience was intended to
cleanse the doors of perception so that everything might be

seen as holy in a culture where it seemed that nothing about
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the human soul or the natural world was any longer sacred

(Roszak 1995: xxvi).

Simply by using marijuana, young people expressed
cultural liberation, gave demonstration of the irrationality of
the society, and maintained their own community. The
point of drug use was to open up a new space where people
could take refuge from the Vietnam War, terror and
anguish. The ideal of an aesthetic existence seemed within
reach, planting utopia in people’s minds, infiltrating the
culture of teenagers with grander ideals: freedom, religiosity

and a love for the community.



1.4. The drug culture

Central to the counterculture was marijuana smoking. It was
easy to grow, inexpensive and produced a pleasant
intoxication. However, a more potent hallucinogen — LSD?,
certainly made a mark on the hippie culture and was visible
in music, colors, patterns and designs of those days. Sadie

Plant sums up the role of LSD:

[it] brought love to the West Coast summers, washing
California in Day-Glo light; it inspired Vietnam War
protests, crazy warehouse parties, vast festivals, trips to
Mexico, and trails to India. LSD challenged all accepted
notions of sanity, normality, and identity, presenting
itself as a solution to the madness and alienation of [...]
“bomb culture”, an era that believed it was about to
disappear into a mushroom cloud and was filled with
demands for total revolution. (Plant 2001: 134)

A research chemist from Sandoz Pharmaceuticals in
Switzerland, Doctor Albert Hofmann first synthesized LSD
in 1938. He was in charge of ergot, a fungus that grew on
diseased kernels of rye and was the cause of St. Anthony’s
Fire (ergot poisoning) in the Middle Ages. Ingestion of
contaminated grain caused a condition in which the tissue of
the feet, legs and hands became dry and black. The limbs
eventually fell off without loss of blood. Dr. Albert

Hofmann worked on a series of ergot compounds in search

9

Lysergic acid diethylamide.
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for active chemicals that might be of medical value. He did
not notice anything unusual about the product, so he stored
it in a bottle on a laboratory shelf. In 1943, when he was
checking in detail, some synthetic compounds he had earlier
worked on, he then began further tests of what would become
known as LSD. A small amount must have somehow

entered Hofmann’s blood (Stevens 1988: 3-12). He noted:

Last Friday, April 16, 1943, I was forced to stop my
work in the laboratory in the middle of the afternoon
and to go home, as I was seized by a peculiar restlessness
associated with a sensation of mild dizziness. Having
reached home, I lay down and sank in a kind of
drunkenness which was not unpleasant and which was
characterized by extreme activity of imagination. As I
lay in dazed condition with my eyes closed (I
experienced daylight as disagreeably bright), there
surged upon me an uninterrupted stream of fantastic
images of extraordinary plasticity and vividness and
accompanied by an intense, kaleidoscope-like play of
colors. The condition gradually passed off after about
two hours. (Hofmann 1979: online)

Hofmann thought the experience was probably caused
by the chemical he had been working with and decided to
try an amount of it (259 millionths of a gram). He then
realized that LSD was one of the most potent chemicals
known to man. Having tested it on a variety of animals and
people, Sandoz offered to supply LSD to selected
researchers. Thus it reached the United States in 1949.
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Hofmann was extremely content that the scientific
community used the drug in their studies of the mind. He
did not expect, however, that his “problem child”, as he later
referred to LSD, would have such enormous social and
cultural impact in the years to come. Nor could he have
foreseen that one day he would become a near-mythic figure
of the psychedelic generation (Lee and Shlain 1985: xv).

It was Aldous Huxley who was “prescient enough to
imagine before 1960 that LSD and mescaline would rise to
higher social visibility or become a larger cultural phenomenon
than nitrous oxide or cannabis had been in the nineteenth
century” (Grinspoon and Bakalar 1979: 25). In 1955 Huxley
talked about metaphysically starving youth reaching out for
beatific visions through drugs, and he said:

.. with these drugs your perception is altered enough
that you find yourself looking out of completely strange
eyeholes. All of us have a great deal of our minds locked
shut. We're shut oft from our own world. And these
drugs seem to be the key to open these locked doors.

(Wolfe 1993: 44)

Huxley proposed the use of LSD and psilocybin to
discover new sources of energy. He claimed that with their
help an individual could selectively adapt to his culture,
reject the undesirable, the stupid and the senseless, while
accepting with gratitude the treasures of accumulated
knowledge, rationality, compassion, and practical wisdom.
Huxley’s ideas had taken root more or less firmly in some

parts of Princeton, Chicago, Harvard, Yale, Berkeley, and
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other North American universities, feeding the image of a
counterculture movement. The interest in psychedelic drugs
had sources in research in which medical doctors and
psychiatrists tried LSD themselves, as well as gave it to their
friends and patients. Huxley’s prophecies were fulfilled
when college students wanted to free themselves from the
stuffy complacency of the 1950s and fell under the influence
of academic and literary figures who promoted psychedelic
drugs as a means of transformation of consciousness. The
drug use common among hippies was a controversial
element in their lifestyle, but many insisted that it was an
essential part of their rejection of the Establishment. One of
the biggest promoters of the drug was Timothy Leary, a
professor at Harvard University, who popularized the use of
LSD and introduced it to many of his students. He would
come to his “LSD camp meetings with all the solemnity of
the risen Christ, replete with white cotton pajamas...”
(Roszak 1995: 166). Leary taught thousands of college

students and adolescents that

getting turned on is not a kind of childish mischief; it is
the sacred rite of a new age. They know [...] that
somewhere behind the forbidden experience lie rich and
exotic religious traditions, occult powers, salvation —

which, of course, the adult society fails to understand

and indeed fears. (Roszak 1995: 167)

He described the experience of LSD taking as involving
unbelievable intensification of all senses and of all mental

processes. Leary believed that the key to the psychedelic
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movement was individual freedom. He claimed that drugs
were the religion of the twenty-first century and called
people to “turn on, tune in, drop out”, (Leary 1999: 3) he
promoted self-reliance, commitment to mobility and
change, being sensitive to various levels of consciousness and
harmonious interaction with the surrounding world. Sadly,
his explanations were often misinterpreted as a call to get
intoxicated, to abandon all constructive activity, to withdraw
from established society and to leave one’s job, school or
family and join the movement (Torgoff 2005: 209).
Pointing to the great creativity and happiness of those who
took hallucinogenic drugs regularly, Leary organized the
Harvard Psychedelic Research Project where the educated
rich, scholars and artists were “sharing psychedelic experiences
conducted in an atmosphere of aesthetic inquiry, inner
search, philosophical inquiry, courage, openness, and always
with a lot of humor” (Torgoff 2005: 209). Soon after the
college authorities realized that Leary and his associate Dick
Alpert were allowing undergraduates to share drugs, they
were dismissed as members of staff. In 1963, some people
helped Leary acquire a baroque sixty-four room, four-story
mansion in the town of Millbrook, where he could continue
his experiments (Whitmer and VanWyngarden 1987: 36).
Whitmer and VanWyngarden write:

Millbrook was like a ship on the high seas of the most
adventurous thing you could imagine. The place quickly
started filling up /.../ Soon the whole cultural and
intellectual world began coming through, all the great
poets, writers, artists — everybody — forty people to
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dinner every night [...] Everyone taking LSD in this
incredible experience. (Whitmer and VanWyngarden
1987: 104)

Leary argued that psychedelics, used with the right
dosage, set and setting, and with the guidance of psychology
professionals, could alter behavior in unprecedented and
beneficial ways. He said that the LSD kick is a religious
pilgrimage and a spiritual ecstasy, and that “psychedelic
experience is the way to groove the music of God’s great
song” (Roszak 1995: 167). And “the sacrament that will put
you in touch with the ancient two million year old wisdom
inside you” and “to the next stage, which is the revolutionary
timelessness...” (Roszak 1995: 167). After this fashion, the
“politics of ecstasy”!® became the wave of the future, moving
to achieve the social revolution. The drug so eagerly
promoted by Timothy Leary expanded the population of the
hippies far beyond that of genuine literary and artistic
bohemians. It can be assumed beyond any doubt that he was
unaware of the then unstudied, harmful effects of LSD
consumption.

The first real signs of an emerging hippie culture came
in 1963, when a young writer Ken Kesey bought a six-acre
home in the rural town of La Honda, on the outskirts of
San Francisco, where his friends gathered to experiment
with drugs on their own and initiated great happenings: the

10" The title of Leary’s book in which he includes his early pronounce-

ments on the psychedelic movement, for example that drugs are the
religion of the twenty-first century and that the fifth freedom is the
right to get high.
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psychedelic theatre of life. He had set a fashion for calling
LSD acid and his parties ‘Acid Tests’, which he organized
with his friends called Merry Pranksters, who, as Watson
suggests:

[...] were part of the generation that succeeded the
Beats, joyously conspiring to disrupt the Establishment
with the bravado of an elite military unit, thriving on
psychedelics, risk, and games. They had no platform,
but, as Kesey said, “What we hoped was that we could
stop the coming end of the world.” (Watson 1998: 289)

The Acid Tests were “one of those outrages, one of
those scandals, that create a new style or a new world view”,
wrote Tom Wolfe, “the epoch of the psychedelic style and
practically everything that has gone into it” (Wolfe 1993:
222-223). Merry Pranksters together with Ken Kesey
helped shape the developing character of the 1960s
counterculture when, during the summer of 1964, they went
on board a psychedelic Day-Glo painted bus named Furthur
with Neal Cassady as a driver, and thus started a cross-
country journey. The purpose of the trip was to make a
movie “in which the fourteen passengers were all going to be
ensemble players and the LSD they were carrying in an
orange-juice container in their little refrigerator would
become the main prop of the production” (Torgoff 2005:
115). For Allen Ginsberg, Kesey’s trip was a cultural signal
of awakening and change, signaling the news that something

was about to happen.



1.5. The peak of the counterculture

It is said that the hippie movement reached its peak in 1967,
which became known as the Summer of Love. Over 100,000
youth came to Haight—Ashbury to watch this chaotic and
wonderful festival and participate in the new culture of
music, including experimentation with psychedelic drugs and
alternative lifestyles. The Council for the Summer of Love
released the announcement:

This summer, the youth of the world are making a holy
pilgrimage to our city, to affirm and celebrate a new
spiritual dawn... The activity of the youth of the nation
which has given birth to Haight-Ashbury is a small part
of a worldwide spiritual awakening. Our city has
become the momentary focus of this awakening. The
reasons for this do not matter. It is a gift from God
which we may take, nourish and treasure. (Perry 2005:

185)

On January 14, 1967 a Human Be-In (known
alternatively as Pow Wow or The Gathering of Tribes)
concert provided the initial spark for the Summer of Love.
The idea was to bring together political activists and the
hippies to celebrate “a union of love”, as it was advertised in
a weekly underground newspaper, 7he Berkeley Barb:

The spiritual revolution will be manifest and proven. In
unity we shall shower the country with waves of ecstasy

and purification. Fear will be washed away; ignorance
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will be exposed to sunlight; profits and empire will lie
dying on deserted beaches; violence will be submerged
and transmuted in rhythm and dancing. (Miles 2004:
186)

The Be-In’s creators wanted to show the world the
beauty of what was happening in San Francisco and had
correctly calculated that the media would readily cooperate
in disseminating the message.

Crowds of mostly young people sat and listened to the
poetry, danced, smoked marijuana, and ingested LSD. The
Diggers distributed free food and the most notorious outlaw
bikers, The Hell's Angels, provided security. Timothy Leary
gave a speech about getting “...western man out of the cities
and back to the tribes and villages” (Stevens 1988: 331).
The Be-In, that magnificent party with twenty thousand
participants, was the next step of the cultural revolution, and
an invitation to Haight-Ashbury for the Summer of Love.

Be-Ins were organized in cities all over the country, and
the media discovered the story of a generation that was
rejecting the American Dream for the LSD and crash pads
of the Haight. Favorable and unfavorable publicity in the
mass media, peace and sexual openness of the flower
children were equally effective in spreading the use of
psychedelic drugs and garnering recruits for the drug
culture. The Summer of Love had an effect on mainstream
culture, and by the time it ended, thousands of newly
recruited hippies went back home carrying new styles, ideas
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and behaviors to all major US cities and soon after to many
major capitals of European countries.

The San Francisco Be-In and the Summer of Love
helped initiate similar actions on the East Coast. On
October 21 Jerry Rubin' and Abbie Hoffman'? organized a
march in an attempt to exorcise the Pentagon®. In August
1968, Rubin and his Youth International Party (Yippies)
started spreading their political message. Their rally, which
was organized to disrupt the Democratic Convention in
Chicago, blended revolutionary politics with pranks and
attracted thirty thousand gatherers. It represented a mixture
of the hippie philosophy with a more serious activist
movement. The Democratic Convention of 1968 was the
climax of the Yippies™ activities. They staged a party called
the “Youth Festival”; however, they failed to disrupt the
convention as the Chicago police arrested the members,
including Jerry Rubin and Abbie Hoffman, and charged
them with conspiracy to incite rioting. The resulting trial
was called the Chicago Seven trial and became the political
hippie event of the era. It lasted almost a year and resulted
in direct conflict between the hippies and the political
system (Issit 2009: 11).

11 American social activist.

12 Political and social activist; co-founder of the Youth International
Party — Yippies

3 For a detailed discussion, see part II, subchapter 1.4.



1.6. Counterculture in New York

Although New York was so large, with so much happening,
and had a scene that was more driven by intellectual
activism, New York Lower East Side also had a hippie scene
with areas alive with communal apartments, psychedelic
drugs and spiritual seekers. In New York the hippies
gathered in Greenwich Village and occupied the length of
Macdougal Street, St. Mark’s Place or the waterless fountain
in Washington Square and Tompkins Square Park (Issit
2009: 8-9). Next to Tompkins Square there was supposedly
the world’s first hippie store called the Psychedelicatessen
(Miles 2004: 158). The East Village teemed with old
tenements where hippies found places to establish their
communes. The scene in New York was different, though.
The New York underground was a classic example of
amphetamine subculture. The history of amphetamine in
the United States reflects widespread usage of the drug:

Never before had so powerful a drug been introduced in
such quantities and in so short a time, and never before
had a drug with such a high addictive potential and
capability of causing irreversible physical and
psychological damage been so enthusiastically embraced
by the medical profession as panacea or so and
extravagantly promoted by the drug industry.
(Grinspoon and Hedblom in Torgoff 2005: 160)



56 Part ]

It would appear that almost everybody took “speed” (as
amphetamine came to be called) in every conceivable form.
In the artistic world Andy Warhol seemed as ubiquitous as
did amphetamine. The Factory was Andy Warhol’s original
studio from 1963 to 1968, located in Midtown Manhattan.
It was a cultural epicenter, a kind of underground atelier.
The studio was teeming with artists, photographers, writers,
editors, models, dancers, filmmakers and movie stars.
Everything swirled together with sexual deviance and drug
use. Amphetamine was called the ego drug of the 1960s. It
made people feel perfectly thrilled with themselves, as if
they were gods. They must have felt as if they were better,
bigger, stronger, smarter and quicker. Countless books,
films and songs came out of the experience of a whole group
going through that altered state of mind. It seems nobody
ever went to sleep and Andy Warhol claimed the people
who used the drug as a way of life “believed in throwing
themselves into every extreme — sing until you choke, dance
until you drop, brush your hair till you sprain your arm”
(Torgoff 2005: 165). It was precisely that quality that would
make Warhol’s entourage a perfect subject for his films.
People started to take seriously the art he was producing, he
was making more and more money and the atmosphere
around his artists became supercharged with even more
drugs and sex. There were already casualties of the scene and
Warhol understood that it had all become inseparable from
the behavior of the people around him, which put the
Factory under siege from police and the media. Warhol
wanted to show what the world around him had become.
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He created Chelsea Girls — the first work of the New York
underground cinema ever to be distributed commercially
across the country. In his film he showed lost souls
whimpering in a psychedelic movement, he showed the
reverse image of the peace and love ethos of the 1960s, he
showed the Age of Aquarius as a world of malignant drug
maniacs. Andy Warhol’s cast indulged in the most aberrant
behavior possible, they went deeper into the drug culture
but also many of them survived because they managed to
embrace the decision to quit drugs. Warhol, himself, after
an almost fatal shooting changed the image of his Factory.
In this new atmosphere, the “amphetamine crazies” who had
fed the artist’s creativity since 1964 found themselves less
and less welcome.

Since New York was the capital of the avant-garde,
hippies wanted to experience its atmosphere, especially after
Andy Warhol’s show Plastic Exploding Inevitable' received
an invitation to the Fillmore Auditorium®. Hippies quickly
learned that the scene and the bands were quite different. In
New York they also learned about the Velvet Underground,
which was a very influential 1960s band; however, their
drugs of choice such as amphetamine and heroin, set them
apart from the hippies. The Velvet Underground with its
members: Lou Reed, John Cale and Sterling Morrison was

joined by Andy Warhol for purely commercial reasons

(Miles 2004: 148-152). They performed together in April

14 A series of multimedia events organized between 1966 and 1967.
15 A historic music venue in San Francisco, which in the 1960s became
the focal point for psychedelic music and counterculture.
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1966 at the Polski Dom Narodowy on St. Mark’s Place
(Miles 2004: 156) and they created the multimedia light and
sound performances called the Exploding Plastic Inevitable.
The San Francisco hippies failed to understand the latest
New York aesthetic. This created a wider gap between the
two underground scenes (Miles 2004: 152). Additionally,
the Velvet Underground sang about perversion and heroin
addiction. The psychedelic crowd found in New York hard
drugs, vanity, and definitely nothing of a breakthrough
magnitude. The difference between the New York and San
Francisco scenes is visible in the comment of one of the

Warhol’s superstars, Mary Woronov:

“We spoke two completely different languages because
we were on amphetamine and they were on acid,” [...]
“They were so slow to speak, with these wide eyes —
‘Oh, wow!” — so into their vibrations; we spoke in rapid-
machine-gun fire about books and paintings and
movies. They were into free and the American Indian
and going back to the land and trying to be some kind
of true, authentic person; we could not have cared less
about that. [...] They were barefoot; we had platform
boots. They were eating bread they had baked
themselves — and we never ate at all!” (Torgoff 2005:
158-159)



1.7. The final stage of the 1960s counterculture

In the early days psychedelic drugs were not treated with the
peculiar moralistic severity reserved for substances classified
as narcotics. Until 1963 LSD, mescaline, and psilocybin
were easy to obtain for clinical and experimental research,
and until 1966 there were no state or federal criminal
penalties for unauthorized possession, manufacture and sale.
Prior to October 6th, 1966, LSD was available legally in the
United States as an experimental psychiatric drug. Only
after 1966, when Sandoz took its LSD off the market in
response to new laws, was most of the LSD in circulation
produced in clandestine laboratories. The decline of the
psychedelic movement was attributed to the loss of its
sacrament, but it was not the only factor. The character of
Haight-Ashbury began to change, the streets were filled
with bad acid, junkie thieves, physically dangerous
amphetamine addicts, the use of methamphetamine began
to spread and the criminal element grew. Theft and rape
occurred on a daily basis, the elements of destruction had
suddenly entered this beautiful street party and people
realized that life encountered on the street was cruel and
disillusioning. The media were unable to distinguish
between this new state of events and the original hippie
behavior. The presence of the police was frequent. The
arrival of hard drugs gave them an excuse to repress The
Haight. Once peaceful antiwar protests had grown
increasingly violent. The general opinion was that the sixties



60 Part1

had died and that the free concert at the Altamont Raceway,
near Berkeley, California on December 6, 1969 was the
proverbial nail in the coffin. The Rolling Stones’ managers
hired the outlaw motorcycle gang Hell's Angels to provide
security for the audience of three thousand people. Instead
of maintaining safety, the Angels stormed the stage,
harassed the crowd and stabbed and beat to death an
eighteen-year-old man named Meredith Hunter (Greene
2010: 158-159).

The audience provoked the doctors who were helping
them recover from bad trips, intoxicated fans were crawling
over one another to get closer to the stage. There was the
feeling of anxiety and despair. The Grateful Dead, the
organizers of the concert, left horrified at what had become
of a once peaceful, loving counterculture. The venue failed
to spread the message of peace and love, and it was seen by
many observers as a violent end to a violent decade. The
‘beautiful people’ from the golden days of the hippie era
began to be contrasted with the image of a Chicano boy
from The Altamont Speedway Free Festival:

[...] this grotesquely fat Chicano kid tripping his brains
out, who took off his clothes and began dancing, flabby
breasts and flaccid penis jouncing as he stomped,
oblivious to those around him. If the freedom of
Woodstock had been personified by the Newsweek
cover of a beautiful hippie who looked like a sinewy
Aztec warrior in loin cloth, gyrating ecstatically up
against a nubile girl, Altamont generated a very
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different image: this naked fat boy and what happened
next. (Torgoff 2005: 239-240)

Charles Manson, an ex-convict turned hippie conman,
used the atmosphere of the cultural revolution and
established a commune whose members committed a string
of murders. The most infamous of which happened on
August 9, 1969, when they entered the house at Cielo Drive
in Los Angeles stabbing to death five people including
Roman Polanski’s wife, who was nine-months pregnant.
The following night Leno and Rosemary LaBianca were
killed on Manson’s orders. The public was shocked with the
unimaginable savagery of the murders. Mainstream
Americans who had once seen hippies as fairly benign began
to consider them to be a threat to social order. And it was at
this junction when the era of the hippies started to truly
decline (Grinspoon and Bakalar 1979: 300-320).

The Beat icon, Neal Cassady died in 1968, the role
model of the hippies — Jack Kerouac died in 1969, the year
that brought the decisive decline of the hippie aura. The
year 1970 took a toll on hippie music. The giants of
psychedelic rock, Janis Joplin and Jimi Hendrix died that
year, followed by Jim Morrison in 1971. Their deaths were
also symbolic of the state of the West Coast scene with hard
drugs. The idealistic and dedicated hippies started fleeing
areas like Haight-Ashbury to avoid violence (Torgoft 2005:
243-245).






2. The New Journalism

The only thing I ever saw that came close to
Objective Journalism was a closed-circuit
TV setup that watched shoplifters in the
General Store at Woody Creek, Colorado.
I always admired that machine, but I noticed
that nobody paid much attention to it.

(Thompson 1973: 48)

2.1. Writers in response to the 1960s

As has already been indicated, the sixties and seventies were
the times of tremendous cultural and social changes, times
of war, assassinations, rock, sexual permissiveness, drugs,
hippies and illegal and secret activities undertaken by
Richard Nixon. Many writers at that time believed that a
traditional reporter could not provide readers with neat and
congruent stories because they were unable to make sense of
all this chaos, and their tools of reporting were inadequate to
chronicle the tremendous changes of the period. During
those days of rage a new group of writers came into view.

Tom Wolfe, Gay Talese, Hunter S. Thompson, Joan



64 Part1

Didion appeared to impose some order on the mayhem of
that time and to find ways to tell people stories about life in
the sixties and seventies. Not only were these new voices
needed to document the nation’s growing pains, but also to
make sense of an increasingly chaotic American culture.
These writers interpreted the changing social norms of the
early sixties to mid-seventies using seemingly liberated styles
(Sims 2007: 220). They presented facts, commentaries and
analyses of a complicated American social reality, at the
same time providing the readers with entertainment achieved
by means of novels or short stories. This was important,
given the fact that descriptions of the reality in the 1960s
posed a serious challenge for novelists (Durczak 2003: 329-
336). Philip Roth expressed the frustration of the writers in
the article Writing American Fiction (1961):

The American writer in the middle of the 20th century
has his hands full in trying to understand, then describe,
and then make credible much of the American reality. It
stupefies, it sickens, it infuriates, and finally it is even a
kind of embarrassment to one’s own meager
imagination. The actuality is continually outdoing our
talents, and the culture tosses up figures almost daily
that are the envy of any novelists. (Roth 1975: 120)

Ronald Weber claimed that fiction was perceived by
many as a nineteenth-century diversion, which failed to
offer the voice needed to write about the times adequately
(Weber 1980: 9). Moreover, the novelists who wrote in the
1960s were more interested in the creative process,
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imagination or linguistic reflection. Experimentation labeled
postmodernity was one of the answers to the quest for
novelty in fiction. The sixties was a time of growing
popularity of antirealistic literature based on experiments
and the presentation of unreal worlds. Those were the times
when writers such as Thomas Pynchon, John Barth and
Robert Coover made their debut. Experimentations with
language and form flourished.

The documentation of social and cultural changes was
largely left to journalists, and some of them were to create
the greatest journalism of the twentieth century and write
the stories that would change the way readers perceived the
world (Durczak 2003: 330). Their movement was called
New Journalism. There was little agreement as to what New
Journalism was and when it actually began, but a
tremendous interest in it began in the world of writers and
critics (Hough 3 1975: 114).

Tom Wolfe, one of the major representatives of New
Journalism, first heard the term “new journalism” in 1965.
He was not sure who coined it and he did not like the
phrase because, as he said, anything tagged ‘new’ was
destined for failure. Wolfe was not the only person who
rejected the term; other critics and scholars believed it was
not a satisfactory name and suggested such names as ‘literary
journalism’ or ‘new nonfiction’ (Dennis and Rivers 1974: v).
Nevertheless, the term New Journalism caught on and a
decade later Wolfe made an anthology titled 7he New
Journalism (1973) featuring pieces by Talese, Thompson,
Didion, Mailer and others (Weingarten 2005: 6-8).
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The leaders of the movement attempted to do more
than merely provide a non-subjective course of events of
traditional journalism. They agreed that something more
was needed if journalism was to precisely represent new
cultural styles, the changing sexual and gender roles,
rock’n’roll music, the Vietnam War and associated unrest.
Countercultural activities, such as peace demonstrations, the
psychedelic movement, flower children and all other subjects
that were ignored or misinterpreted by the traditional
mainstream press were covered by the New Journalists.
Many good writers realized that standard reporting or even
standard fiction could not present the complexity of the
modern world. They looked for new ways to interpret public
events. They did so by presenting life through their own
filters, exploring the perspectives of the characters involved,
and they gave the events a context against the cultural and
historical background, using liberated style and techniques
not available to standard reporters (Sims 2007: 221). The
New Journalists departed from straight reporting to a
subjective, personal, creative style of reportage and
commentary, claiming that objectivity was inconceivable,
and that all journalists filter and process information
through their personal experience. They believed that
objectivity insulated the truth, and it was the truth that most
interested them (Kallan 1975: 106-107).

Tom Wolfe wrote that the most important literature in
America by the end of the sixties was nonfiction and
submitted that he knew why the New Journalists had ‘seized
power’. He claimed that they did what the novelists had
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once done, but that they had now done so in an even better
manner (Weber 1980: 19). According to Wolfe, the major
advantage of the new nonfiction was that the readers knew

that what they were reading about had actually happened
(Weber 1980: 19).



2.2. The methods of New Journalism

The greatest New Journalists applied their skills to the tools
of reporting and produced nonfiction that read like the best
fiction. They worked with some of the most respected
magazine editors and they could provide longer and better
prepared texts, and spent more time researching their
material. In so doing, they were able to reveal the hidden
complexities of American life. Although each of these
writers used his or her own distinctive manner, some
common rules applied to their style of writing (Weingarten
2005: 6-8).

The first basic device used by the New Journalists was
scene-by-scene construction. They did not rely on a
historical narrative but told the story moving from scene to
scene. The second device was the extensive use of dialog.
They preferred conversational speech rather than quotations
and statements because it was a brilliant method to reveal
character. The third device was the third-person point of
view. Like novelists, the New Journalists put themselves
inside the minds of their characters to show what went on in
their thoughts. They achieved it by asking better questions
and interviewing people about their thoughts and emotions.
Such techniques can be observed in Tom Wolfe’s The
Electric Kool-Aid Acid Test (1968), John Sack’s M (1966) or
Gay Talese’s Honor Thy Father (1971) (Wolfe 1975: 47).
One of the best examples of this technique was a New
Journalism antecedent written by John Hershey. In his story
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Hiroshima (1946), he introduces all six characters by
describing exactly what they were doing and feeling at the
moment of the bomb’s explosion. He depicts his characters’
internal reactions and the thoughts running through their
heads. Hiroshima was a radical piece of writing for 1946. In
1999, New York University’s Department of Journalism
named it the most important news story of the twentieth
century (Weingarten 2005: 23-24). The fourth device was
recording everyday details such as background colors, noises,
tastes, possessions, clothing, hair styles, brand names,
gestures, and even someone’s manner of walking. It allowed
writers to engage other senses such as taste, smell, hearing
and enabled the readers to come as close as possible to
experiencing events firsthand (McKeen 1995: 35-57). The
application of these four specific devices of realistic fiction
to materials gathered by exhaustive reportage seems to be a
good explanation of the nature of New Journalism; however,
major works of this genre reveal a far more diverse and
innovative experiment (Hellman 1981: 22).

To Wolfe, there was nothing new about New
Journalism. He claimed that the technique he used had
existed for over two hundred years. He compared journalists
of his times to Dickens, Balzac, Fielding, Boswell and
Thackeray, eighteenth- and nineteenth-century giants who
had given true pictures of their times in social realist fiction.
They were Wolfe’s idols and provided the models for New
Journalism. Tom Wolfe was fond of citing Skezches by Boz
(Dickens’ pen name) as an example of a writer using
fictional techniques to tell true stories, and using the



70 Part ]

technique of extensive dialog to show the nature of Uriah
Heep in David Copperfield (1849). The fourth device used
by New Journalists was one that Balzac had mastered. This
being descriptions of all the details pertaining to manners,
personal belongings, and eating habits; all described before
he presented the main characters (for example in Cousin
Bette) so that the readers could feel as if they were “inside”
the novel (Wolfe 1975: 45-47).

This new group of journalists had the courage, energy
and determination to get inside of any social environment,
even a closed one, and to stay there until scenes took place
before their own eyes. The way they worked and gathered
their material was more ambitious, more intensive, it took
much more time and was more detailed. The writers
remained with their protagonists as long as it was necessary.
However, before the invention of the term New Journalism,
some writers had already been working in that way. The
rapid rise of modern capitalism at the beginning of the
twentieth century created a new class of protest writers,
determined to record with documentary accuracy the
indignities of those who dwelled on the margins of society.
To write The People of the Abyss (1903), Jack London went
into the underworld of London’s most depraved slums. To
gather experiences for his writing during his work for the
New Adelphi Journal, George Orwell enrolled in the Imperial
Police Force, serving in Burma for five years. When he
returned to London he wrote about the oppressed class. He
submerged himself into the city’s forsaken underworld.
Orwell abandoned his former middle class life in London
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and stayed in a common lodging house in the same East
End slum where Jack London had done his research. He
made friends with tramps and manual workers and together
with them looked for sustainable work. Orwell gave an
account of his experience in a book Down and Out in Paris
and London (1933) (Weingarten 2005: 14-15).

It was not uncommon among the New Journalists to
work in a similar way. Over thirty years later, George
Plimpton joined the training camp of the 1963 Detroit
Lions, trying out to be the team's quarterback. The players
were unaware of the deception until it became clear that
Plimpton did not really know how to receive the snap from
center. He described his experiences as a footballer in Paper
Lion (1966). A year later John Sack published the first great
Vietnam book, entitled M, which was memorable for its
tamous cover line — "Oh my God — we hit a little girl.". M is
a legendary account of one company of American soldiers in
Fort Dix, New Jersey, who trained for war and went to fight
in South Vietnam fifty days later. Plimpton went to
Vietnam as a correspondent to write about the combat, to
show what the life of a soldier really entailed. Every day the
journalist woke up at 4 am with the soldiers and stayed with
them until 9 pm, and when they headed into the jungles of
Southeast Asia, he also risked his life with them
(Weingarten 2005: 14-15).

Norman Mailer, since his speech', in which he
ridiculed President Lyndon Johnson, had become a

6 The speech was delivered on Vietnam Day at Berkeley in 1965.

Mailer was cut off by the university radio station after ten minutes.
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spokesperson for the antiwar movement. He also decided to
participate in the Vietnam War march. Mailer risked a few
hours in jail, but together with 250,000 people he wanted to
storm the halls of Pentagon. He described those experiences
in The Armies of the Night (1967) writing about himself in
the third person. It was a rare and highly eccentric device to
use in 1967. However, it “enabled him to transition freely
between public events and interiority and write as
discursively as he pleased” (Weingarten 2005: 192). It also
allowed him to write about himself as a protagonist in the
march. The Armies of the Night won the Pulitzer Prize and
reestablished Mailer as a major literary figure, and also as a
New Journalist. Mailer, however, tried to distance himself
from New Journalism, adding to his book a subtitle —
History as a Novel; The Novel as History.

To write a story on the rebellious band of motorcycle
outlaws and national menace called Hell's Angels, Hunter S.
Thompson felt that he had to join the club. He spent a year
living and riding along with the gang until an argument in
which they nearly killed him after brutal beating. The Hell’s
Angels had been exploited by the mainstream media, in
pulp novels and in low-budget commercial movies, but it
was only Thompson that had bothered to work his way
through the fabrications, to hang in there long enough to
gain their confidence and ask them questions. Hell’s Angels:
A Strange and Terrible Saga was published in 1967 and
brought Thompson out of freelance exile. Finally, magazine
editors discovered him. But three years earlier they had also
tfound out about a new form of journalism. It is important to
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trace the chronology of the origins of the movement
(Weingarten 2005: 123-124).

Tom Wolfe claims that the first journalist who started
to write in a different way and did things no one had ever
done before in journalism was Gay Talese, whose
contribution to New Journalism was the use of interior
monologue. His piece about a sports star entitled “Joe Luis —
The King as a Middle-Aged Man” (1962), opened with the
tone and mood of a short story on the one hand, on the
other, reporting on things such as intimate scenes between a
man and his wife. Tom Wolfe read it with disbelief thinking
that the journalist had concocted the whole story. “The
funny thing was, that was precisely the reaction that
countless journalists and literary intellectuals would have
over the next nine years as the New Journalism picked up
momentum” (Wolfe 1975: 24). Reading this article, Tom
Wolfe was awakened to the possibilities of what could
happen when journalism used the techniques of the fiction
writer. Below is a fragment of Gay Talese’s piece, which is a
good illustration of the New Journalists’ second device of
extensive use of dialog:

“‘Hi, sweetheart!” Joe Louis called to his wife, spotting
her waiting for him at the Los Angeles airport.

She smiled, walked toward him, and was about to
stretch up on her toes and kiss him, but suddenly
stopped.

Joe, she said, ‘where’s your tie?’

‘Aw, sweetie, he said, shrugging, ‘I stayed out all
night in New York and didn’t have time.’
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‘All night!” she cut in. ‘When you're out here all you
do is sleep, sleep, sleep.’

‘Sweetie,” Joe Louis said, with a tired grin, T'm an
ole man.’

Yes,” she agreed, ‘but when you go to New York
you try to be young again.” (Talese in Dennis and
Rivers 1974: 5)

Another revolutionary discovery was made by Jimmy
Breslin. It was unheard of among newspaper columnists to
leave the building, and do the reporting. Jimmy Breslin was
the first to do this. He would arrive on the scene long before
the main event in order to gather off-camera material,
byplay, all those ‘novelistic’ details that would help him to
create a character. He wrote about the deprived, about
Southern blacks on freedom marches, and soldiers dying in
the jungles of Indochina. Breslin usually wrote about people
on the periphery of the main event. He wrote, for example,
about a surgeon who tried to save President Kennedy’s life
or a piece about the man who dug the President’s grave in
Arlington National Cemetery, giving a uniquely human
impression to an aspect of monumental crisis. A good
illustration being the quotation from “Digging JFK Grave
Was His Honor” (1963), from The New York Herald Tribune
in which Breslin approaches the burial of John Fitzgerald
Kennedy from the perspective of his grave digger:

Clifton Pollard was pretty sure he was going to be
working on Sunday, so when he woke up at 9 a.m., in

his three-room apartment on Corcoran Street, he put
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on khaki overalls before going into the kitchen for
breakfast. His wife, Hettie, made bacon and eggs for
him. Pollard was in the middle of eating them when he
received the phone call he had been expecting. It was
from Mazo Kawalchik, who is the foreman of the
gravediggers at Arlington National Cemetery, which is
where Pollard works for a living. "Polly, could you
please be here by eleven o'clock this morning?"
Kawalchik asked. "I guess you know what it's for."
Pollard did.

He hung up the phone, finished breakfast, and left
his apartment so he could spend Sunday digging a grave
for John Fitzgerald Kennedy. (Breslin 1963: online)

Breslin’s work was also met with complaints that he
sometimes sacrificed accuracy, consciously or otherwise, to
achieve emotional impact in his pieces.

In the spring of 1963 Tom Wolfe found his style and
made his own entry into this new arena. He was supposed to
write an article for Esquire magazine. The topic was hot rod
culture. Wolfe went to Los Angeles to describe the
phenomenon of automobiles which dominated the society.
The journalist spent many days doing interviews and finding
out everything he could about cars. He gathered an
abundance of material but he failed to organize it into a
cohesive story. One day when the deadline was close, he
panicked and began typing a forty-nine-page memo that
described everything he had seen and turned it in to the
Esquire editor who published the whole story only crossing
out the salutation. “There Goes (Varoom! Varoom!) That
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Kandy-Kolored (Thphhhhhh!) Tangerine-Flake Streamline
Baby (Rahghhh!) Around the Bend (Brummmmmmm)...”
was later contracted to The Kandy Kolored Tangerine-Flake
Streamline Baby and published as a book of Wolfe’s collected
essays in July 1965. Let the quote below serve to constitute
an example of the device of recording everyday details that
Wolfe used in the aforementioned piece:

Anyway, about noon you drive up to a place that looks
like an outdoor amusement park, and there are three
serious looking kids, like the cafeteria committee in
high school, taking tickets, nut the scene inside is quite
mad. Inside, two things hit you. The first is a huge
platform a good seven feet off the ground with a hully-
gully band — everything is electrified, the bass, the
guitars, the saxophones — and then behind the band, on
the platform, about two hundred kids are doing frantic
dances called the hully-gully, the bird and the shampoo.
As T said it’s noontime. The dances the kids are doing
are very jerky. The boys and kids d