SMI4170 JULY 26TH, 1979 «ISSUE NO. 296 $L.00 UK 60P

e




ALL THE NEWS THAT FITS"

COVER: Photograph of Joni Mitchell in Los Angeles by Norman
Seeff June 1979

ROCK & ROLL

PETER FRAMPTON : By Daisann McLane ... ............ 11
On the eve of a comeback. the singer recharges his batteries.
THEFAGLES .. . oiooioviiooeoo v i 13
The Long Ran is completed and a tour is planned.
BOBDYLAN : By Jobn Fairball .......... e T 13
Woman named in "Hurricane” sues, alleging defamation of character.
Toewhn. ... .- .0 D

The group sells out five New York shows in record time,

ROCKYHILL :ByBobClaypool ... . ..................... 14

A Texas blues legend is ready to take on the world.

DIXIEDREGS : By Robert Palmer . ..................... 15
A Southern band plays high-energy: jazzy art rock.
ROBERT FRIPP: By Fred Schruers. . . .................... 16
Former King Crimson guitarist returns to the public eve.
RAYDIO: By ChrisMorris .. ............................ 22
Ray Parker Jr hustles his way to the top.

CHRIS REA : By Mark Williams . ... ...................... 24
A rock & roll singer songwriter emerges trom Cleveland—England, that is.
ROCKABILLY : By Kristine McKenna . .................. 24
Punk has given new life to rockabilly scenes in L.A. and London,

BEHIND THE SCENES : By Terry Athinson ... .......... 27
A look at videotapes, rock’s newest selling tool
JAZZ:ByRobertPalmer .................c............. 29
The role of the black innovator in jazz history

ANDOMNOTES ..........cc...ocoviis i 38

Has Bob Dylan converted to Christianity? Maybe so.

EEATURES

MICHAEL 0’DONOGHUE : MR, MIKE;

Bylimothy White. . ... .. .- ... .. . . i 41
Is America readyv for the Clint Eastwood of Comedy?

JONI MITCHELL :

THE ‘ROLLING STONE’ INTERVIEW :
ByCameronCrowe .. . 5o vivid o s 46

The legendary singer/songwriter defends her stubborn originality.

K AREN SILKWOOD’S DARK VICTORY :
ByHowardKobn. ...............ccccoovuniuiiiinnuennannn. 549

Her trial results in a landmark decision, but her death remains a mystery.

RECORD REVIEWS

JAN HUNTER : ‘YOU’'RE NEVERALOM WITH
A SCHIZOPHRENIC’ AND STEVE FORBERT :
ALIVE ON ARRIVAL : By Paul Nelson . .................. 57

Also Ted Nugent, Brian Eng, country roundup and more

DEPARTMENTS

Lerrens .- . o oo Y -7
UNDERCOVER : By GreilMarcus .. ..................... 33
Triple Platinum, by Stephen Holden

MOTION PICTURES : BILL KATT : By Jeff Walker .. ... 34
The costar of Butch 3 Sundance explains why he's always playing heroes.
PrHot1oGRrAPHY : By Markene Kruse-Smith . ... ......... 69
Tips on travel photos , <
TOP100ALBUMCHART ............................... 70
PERFORMANGE . .. oo Vol 76




ROLLING STONE, JULY 26, 1979

ROLLING STONE, JULY 26, 1979

PHOTOGRAPH BY NORMAN SLEFT

EVERAL DAYS BEFORE BE-
pheoang these mtensews, I overheard
twa feenagers looking for & poud party
album in a vecord store. "How abowt
this,"said one, holding

“Miles of Atcles.” “Nazaaaah,

“It's got good songs on i, but i

jazz"” They bought a Cheap Trick aliur.

When I told this story to Joni Mitchell later.!
coutd see the disappointment flicker acrose her
face fur an nstant. Then she laughed and took a
long drag from ber Garette, “Here's the thing,”
she weidforcefully.” Youbavetvooptions. You can
stery the scme and protect the formsda that gave
youyour nitial success. They've going to crucify
you for staying the same, If you dhange, they're

youfor changing. But staying the
ih b Gvidersiiag 54
 she cancluded cheerfully, "I
vather be crucified for changing.”

Joui Mitchiell, 36, ias been living 1 exile from
a mainstream audience for the last threc years.
Her last resoundingly suceesgful athum of ne:
material was "Coure and Spark,” @ Landmark in
poctic songrmiting, performing and i the growsh
of anartist we had all watched marsre. From folk
ballads, through Woodstockecra anthene to
jazz-inglected experimentation, Joni Mitchell
bad influenced a generation of rasiel

Then, tn 1975, she released “The Hissing of
Summer ' her ambisiows followup to
“Coart and Spark’ She introduced jazz over-
tones, veered sway from confecnonal songwriting
and recerved o nearly snanimous critical drub-
ing. Mitchell reacted to the coticism by keeping
anever lower perconalprofile. She spent mast of
ber time travelimg { the road albwm, Tlyira, was
released in 1976 ), associating with progressive
jJazz artists and asking questions, With ‘Don
Jnan's Reckless Daughter, o double atbum re-
leased in the winter of 1977, she and pup musie
fiad mwarly parted way. In o time when the
record-buying public was rewarding crafiomen,
Mitchell seemed to be steadfastly carrying the
torch for art. Hew sales suffered. but this direction
suas deading f a fistorie poneture in her carecr.

Word first reached her in carly 1978 that
Charles Mingus was trying to get in touch with
ber. The legendury bassist-bandleader bad bren
Gattlng Lon Gebrig's diseare out of the public
eye. She contacted bim and they began a bmg
distance friendship. Mingus had noticed her am-
bitions and wondered if she wowld assist hiv by
condensing TS. Eliot’c "Four Quartets. recite it
and play guiter bebind it for a compasition he
bad been working on, St read the book and
cailed bim back. "I'd rather condense the Bible,"
she told him, and Mingus said he could dig it.
They did’t speak for a time. Then, another
phone call.

Mingus had written what would later beconre
his fast six melodies {“Joni T-VI? he called
them), and he wanted Mitchell to write and sing
the Iyrics for thems, She spens the last year and a
half working on the project, ber first collabora-
tion, working mostly in ber apartment i New
York’s Regency Hotel.

When Mingus died an Jeniary 5th this year,
Mitchell continued nriting and recording and

Sfinally finished @ late spring. Influding tape
recordings of Mingus® voice as segues between
Iracks, she oventually chosc to simply sitle the
album ‘Mingur.”

About marketing an all-jazz Joni Mitchell
album, ElekraiAsvlum Chairman of the Board
Joe Swtith says this: "She has taken a chunk out
of her carcer and accomplished something truly
monumental. When we received this alinum, I got
on a conference call and tolked with all our
promorion sen. If any vadio station calls itself 4
frend setier, if must recognize this album and
Charles Mingss. 1'm also having.a coniesi fur my
proiotion men,” he laughed, “fivst prize is they
get to keep their jobs.”

Had Swiith, i the cosrse v running the
compeny, ever discusied commercial divection
with Mitchel

Y dorct tell Joni Mitchell what to do,™ he
satd.
1t was o Mischell's iddea to do this; her firse
in-depeh interview in over ten yours, She entered
the office of hér nanager, Filiot Raberts, one
afternoon and sat down on & sofes. She wore no
makeup, o taw bloice and slacks.

TLet's turn the tape on.” she said, addressing
murecorder.” 'm ready to go.”
An enthusiastic conversationalist, J.
Mitchell speates quickly and purposefielly, striic
turing her thoughts like a wiiter’s third draft, The
sessions continucd at variows lovations wrer the

next three days.

N T o T et araa
“il's for my pavents. They ave very ald-fashioned
and maral people, They still don’s understand me
dhatwell. T keep sayig, ‘Manza, Aney Vanderhi
killed bersclf. That should bave been o tip-aff
that we're into a new era.... "

Wondd you ke v shatter ary preconceptions?

T dis have this repucation for being a serious
person. 'm a very analytical person, a same-

what intraspective : that's the nature
of che work I da. Birt this is only one side of
the coin, you kuow. I love to dance. I'm a
rowdy: I'm a good-timer. Mind you, Thaven’s
seen (oo many good pardies since 1 feft my
Rometawn, People go to parties here sosdy
o canduet business.

There's a private club in Hollywoad that
usually is very empty, but an one crowded
cvening, 1 stumbled in there to this all star
cast. Linda Ronstadr swas sunning theough
the parking lot being pursued by photogra-
phens, Jeery Brown was upstaivs, Bob Dylan
was full of his new Christian cathusiasm —
“Hey Jerry, you ever thought of running this
stare wich Christian governmenc?” Laucen
Hutton was there, Rad Stewarr. ... There
were a lot of people and chis litde postage
stamp of a dance floot, and nobady was
dancing on it. These are all people who
dance, in ose way ot anacher, in cheie aces.

So the renowmed introvert comes in, and T
Jjuse wanted ca dance. I didn't want to dance
alane, so T asked a couple of peaple to dance
with me and nobody would. They were all
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EVERAL DAYS BEFORE BE-
ginning these interviews, I overheard
twa teenagers looking for a good party
album in a record store. "How about
this,"said one, holding up font Mischell's
‘Miles of Assles.” "Naaaaaah,” sad the other.
“It's got good songs on it, but it’s kind of like
jazz.” They bought a Cheap Trick album.
When I told this story to Joni Mitehell later, I
could see the disappointment flicker across her
face for an instant. Then she laughed and took a
long drag from ber cigarette. "Here's the thing,”
she satdforcefully. Youbave two options. You can
stay the same and protect the formula that gave
you your initial success. They're going to crucify
you for staying the same. If you change, they're
going to crucifyyou for changing. But staying the
same is boring. And change is interesting. So of
the two options;” she concluded cheerfully, " I'd
rather be crucified for changing.”
Joni Mitchell, 36,has been living in exile from
a mainstream audience for the last three years.
Her last resoundingly successful album of new
material was ‘Court and Spa‘rk,’ o landmark in
poetic songwriting, performing and in the growth
of an artist we had all watched mature. From folk
ballads, through Waodstock-era anthems to
Jjazz-inflected expenmentation, Joni Mitchell
had influenced a generation of musicians.
Then, in 1975, she released "The Hissing of
Summer Lawns,’ her ambitious follonup to
‘Court and Spark’ She introduced jazz over-
tones, veered away from confessional songwriting
and received a nearly unanimous critical drub-
bing. Mitchell reacted to the criticism by keeping
an even lower personal profile.She spent most of
ber time rrmefing {the road album, ’Hej:'m,'was
released i 1976 ), assectating with progressive
jazz artists and asking gquestions. With "Don
Juan’s Reckless Daughter, a double album re-
leased in the winter of 1977, she and pop music
had Wﬂfy pmted ways. In a time when the
record-buying public was vewarding craftemen,
Mitchell seemed to be steadfastly carrying the

. torch for art. Her sales suffered, but this direction

was leading to a historic juncture in ber career.

Word first reached her in early 1978 that

Charles Mingus was trying to get in touch with
ber. The legendary bassist-bandleader had been
battling Low Gebrig's disease out of the public
eye. She contacted him and they began a long-
distance friendship. Mingus had noticed her am-
bations and wondered if she would asnst fim by
condensing T.S. Eliot’s ‘Four Quartets, recite it
and play guitar bebind it for a composition he
had been working on. She read the book and
called bim back. "I drather condense the Bible,”
she told bim, and Mingus said he could dig ir.
They didn’t speak far a time. Then, anuff:er
phone call,

Mmgus:‘md written wbdtwuuid later become
bis last six melodies (“Jont I-VL” he called
them ), and he wanted Mitchell to write and sing
the lyrics for them. She spent the Last year and a

balf working an the project, ber first collabora-
tion, working mostly in ber apartment in New
York’s Regency Haotel.

When Mingus died on January 5th this year, :

Mitchell continued writing and recording and

finally finished in late spring. Including tape
recordings of Mingus' voice as segues between
tracks, she eventually chose to simply title the
album "Mingus.'

About marketing an all-jazz Joni Mitchell
album, Elektra/Asylum Chairman of the Board
Joe Smith says this: "She has taken a chunk aut
of her career and accomplished something truly
monumental. When we received this album, I got
on a conference call and talked with all our
promotion men. If any radio station calls itself 2
trend setter, it must recognize this album and
Charles Mingus. P'm also having.a contest for ny
promafion men,” be Iaug.‘)ea_" "ﬁﬂ't prize is they
get to keep their JOIJS-

Had Smith, in the course of running the
company, ever ead commercial direction
with Mitchell?

“You don’t tell Joni Mitchell what to do,” he
satd,

Ir wa;]mx Mitchell’s idea to do this, ber first
in-depth intervien: in over ten years. She entered
the office of her manager, Elliot Roberts, one
afternoon and sat down on a sofa. She wore no
makeup, a tan blouse and s!acks

“Let's tum the tape on, sﬁe saud, addremng
my recorder. "I'm ready to go.”

An enthusiastic convermhonaf::r, Joni
Mitchell speaks quickly and purposefully, struc-
turing ber thoughts like a writer's third draft, The
sessions confinued at various locations over the
next three days.

“If P'm censoring for anyone,” she warned,

“it’s for my parents. They are very old-fashioned
and moral people. They still don’t understand me
thatwell I keep saying, Mama, Amy Vanderbilt
killed :'u'm:!}f That should fmw been a tip-off

that we're tnto a new eta. .

e v ¢

Would you like to shatter any preconceptions?

1 do have this reputation for being a serious
person. I'm a very analytical person, a some-
what introspective person; that's the natre
of the work I do. But this is only one side of
the coin, you know. I love to dance. I'm a

rowdy. ina good-timer. Mind you, T haven’t -

seen too many good parties since I left my

- hametown. People go to parties here mastly

to conduct business:

There's a private club in Hollywood that
usually is very empty, but on one crowded
evening, I stumbled in there to this all-star

cast. Linda Ronstadr was running through

the parking lot being pursued by photogra-
phers, Jerry Brown was upstairs, Bob Dylan
was full of his new Christian enthusiasm —
“Hey Jerry, you ever thaught of runnmg this
state with Christian government?” Lauren
Hutton was there, Rod Stewart. . .. There

- were a lot of people and this littde postage

stamp of a dance floor, and nobody was
dancing on it. These are all people who
dance, in one way or another, in their acts,
Sa the renowned introver! comes in, and [
just wanted to dance. I didn’t want to dance
alone, so Lasked a couple of people to dance
with me and nobody would. They were all

47
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incredibly shy. So I went to the bathroom,
and a girl came in and hollersd to me from
the sink over the wall, “Is thar you? I'll*
dance with you.” I said, “Grear.” It was just
like the Fifties, when none of the guys would
dance. And it was at this moment that the
gitl confided to me, “You know, they all
think of you as this very sad person.” That
was the first time thar it occurred to me that
even among my peer group | had developed
this repucation. I figured, these guys have
been reading my press or someching.
[Laughs] Bur as far as shattering preconcep-
tions, forget it. I feel that the artis there for
people to bring to it whatever they choose.

I woﬂd&’nf‘}':mﬁ_ﬂ ke }-ou“"v:' beaten the velels at
this point? Even the biggest pop performers usu-
ally become the victims of @ fickle audience.

It’s typical in this society thatis so conscious
of being number one and winning; the most
vou can really ger out of it is a four-year run,
just the same as in the political arena. The
first year, there’s the courtship prior o the
election — prior to, say, the first platinum |
album. Then suddenly you become the king |
of queen of rock & roll. You have, pnssibly,
oneg Fﬂuﬂrﬂ]’)]ﬁ }'Eal‘ {)t‘ [)Fﬁce‘ ﬂnd th?_’n E['IE}’
start to tear VOU dﬂ“"n. SO i.gyf.“.'ll' gDaIS en‘.{
at a platinum album ar being king or queen
of your idiom, when you inevitably come
down from that office, you're going to be
heartbroken. Miserable. Nobody likes to
have less than what he had before.

My goals have been to constantly remain
interested in the music. T see myself as a
musical student. That's whf,; this pmjr'('t
with Charles |[Mingus| was such a great
opportunity. [lere was a chance to learn,
from a legitimately great artist, about a
brand new idiom that Thad only been flicting
with before.

How did you dectde tn mm‘{p this commitment?

Every vear, when I've completed a project, [
ask myself, “Whar am [ going ro do now?”
In the process of asking myself that ques-
tion, alot of possibilities come up. [ heard on
the street that Chatles was teving to conract
me. H? T]’i?d Th]hugi'] ﬂ[]l‘mﬂ! (‘I];:I‘ll‘l&_‘ls :lﬂd
never made it. People thought itwas roo far-
our to be true. They had all sorts of reasons
for thinking it was an impossible or ridicu-
lous combinarion. To me, it was fascinating.
T was honored. I was curious.

Mingus was a manwho generally was difficult ro |

e
[ WAS
a bad student.
[ flunked
out In

 the twelfth

€.

N\ /

get close to. When did you know that you bad
really made the connection with him?

Oh, immediately. Immediately T felt this
kind of sweer giddiness when I met him.
Like I was in for some fun. He teased me a
lot. He called me hillbilly; it was charming.
We went through some of the old songs.
“Goodbye Pork Pie Hat” was the one we
decided on immediarely. So there was this
search for another one, and he played me a
lot of material. Charles put on this one
record, and just before he played it, he said,

“Now this song has five meladies going all.

at onee.” [ said, "Yeah, I bet youwant me to
write five different sets of words for each of
the melodies, right?” And he grinned and
said, “Right” He put on the record, and it
was the fastest, smokingest thing you ever
heard, with all these melodies going on
together.

Did you find yourself cast in the role Ofeaffﬂg
Mingus from bis fear of dying?

| Mo, that was up to him. You can't do oo

much to assuage someone of their fears. [
wasn't in thar personal a role that I was his
comforter. It was a professional partership
with a lot of affection. Bur one day 1 called
him up and [ said, "How are you, Charles?”
I never really asked him too much about his
illness, bur thar day I did. And he said, “"Oh,
I'm dying. I thought I knew how to do it, but
now I'm not sure” At thar poine I had three
songs finished, and I thought,"Oh boy, I
want him to be in the studio when I start to
cut them. I wane his approval on this. T want
him to like my direcdon.”

This was a unigque position. I've never
worked for somebody else before. Alchough
in the treatment of the music, it was much
more my version of jazz. As far as the music
was finally recorded. He's more traditional
in a way — antielecrronics and anti-avant-
garde. I'm looking to make modern Ameri-

can music. So [ just hoped that he would like |

what T was doing. [ was taking it someplace
‘\'r‘l(‘.rﬁ I ‘\"Ul]]({ hl‘ true to ln}"bl‘i{. Il was never
meant as a commemorative album while we
were making it. [ never really believed com-
pletely that he was going to die. His spiric
Wil S0 strong.

Did be hear all the songs before bis death?

H‘_‘ iiear\d t‘\"t_‘f\”thiug but "G()d r\"ILE.'\'t Be a
Boogie Man,” which he would have liked,

since it is his point of view abour himself. It's

1968: Mitchell after move to
New York City

[Beneath the Underdy 2 1

How did you go about wmiting lyrics to "Good-
bye Pork Pie Hat”? This is a classic piece of
mrustc that bas ...

... Been around. Thar was a very difficule
one. I had to find my own phrasing for the
notes. The real difficulty for me was that the
anly thing I can believe is what has happened
to me firsthand, what I see and feel with my
own eyes. ] had a block for three months. It’s
Ilafd {(‘4[’ me t tak[.' SOMEDNE C[ﬁe’.‘i Stl)r}" Hnd
tell nly bis story in a song.

Chatlie assailed me with historical infor-
mation about Lester Young [in whose mem-
ary "Goadbye Pork Pie Hat” was written |
and his family background, concerning his
early plaving days. He used to tap dance in
his family band with his father and mother.
He was married to a white woman, rraveling
thmugh the South in a time when that was
Justtaboo. A lotof the greatblack musicians
were forced into cellars or the chidin eirenit.
Sa1had all these details, bue I seill couldn’t,
with any conscience, simply write a histori-
cal song.

Then something very magical happened.
One nighr Don Alias and T — he plays
congas on the album, and he and | have been
very close for the period of the last owo vears
—were on the subway, and we gotoff, | don’t
know why; two stops early, We came up inco
this cloud of steam coming out of a New York
manhole. Two blocks ahead of us, under
these orangeish New York lights, we sce a
crowd gathered. So we head roward the
crowd. When we get up on it, it's a group of
black men surrounding two small black
boys, It's about midnight, and the two boys
are dancing this very robotlike mime dance.
One of the guys in the crowd slaps his leg
and says, "Isn't that something, I thoughe
fap dancing was gone forever” Immediately
I'm thinking about Lester Young. They were
daneing under one of those cloth awnings
that goes out to the curb of a bar. I ook up—
and the name of the bar is the Pork Pie Har.
T‘}l&.‘ music rhf’v wWere (']ﬂﬂl_i'l'lg to was _].RZZ
coming offof the jukebox inside, There weee
big blown-up pictures of Lester Young all
around the place. It was wild.

So that became the last verse of the song.
In my mind. char filled in a piece of the
puzzle.] had the pastand the present,and the
two boys represented the future, the next
generation. To me, the song then had a life of

ItS Own.

oW SHCCess?

I never thoughe thac far ahead. I never
expected to have this degree of success.

Mever? Not even practicing m front of vour
gz P
mrror?

f\‘rU. It Wwas a hl)ljb}" rhat [Tluﬁhrnﬂmed‘ I was
gratetul to make one record. All T knew was,
whatever it was that I fele was the weal link
in the previous project gave me my inspira-
tion for the next one. T wrote poetry and T
painted all my life. I always wanted to play
music and dabbled with ir, but I never
thought of putting them all together. It
never occurred to me, It wasn’t undl Dylan
began to write poetic songs that it occurred
{ to me you could actually sing those poems.

\
Is that when you started to sing?

based on the first four pages of us book |

Looking back, baw well did you prepare for vour |
| fmm a gigantic Bee Gees billboard. She &

I'guess I really started singing when I had
polio. Neil [Young] and I both got polio in
the same Canadian epidemic. I was nine, and
they put me in a polio ward over Chriscmas.
They said I might not walk agamn, and thar I
would not be able to go home for Chrisemas.
I wouldn'’t go for it. So I started to sing
Christmas carols and I used to sing them
real loud. When the nurse came into the
roomn I would sing lowder. The boy in the bed
next tome, you know, used to complain. And
I discovered I was a ham. That was the firsc
time I starred to sing for people.

Do You remember rﬁeﬁm‘ record you 15nugf;t?

ﬂle {:lrh't ré.‘COrd I 1‘)(:ug[‘:t Was i pil.‘CE UE‘
classical music. I saw a movie called The
Story of Three Loves, and the cheme was [she
hums the entire melody] by Rachmaninoff, I
think. Everytime it used to come on the radio
it would drive me crazy. It was a 78.1 mean, 1
had Alice in Wonderland and Tubby the Tuba,
bul‘ t}le {:J]:Sr oune t}lﬂt I I’GVEQI 'drld }lad T bu }"?
“The Story of Three Loves.”

How about pop music?

You see, pop music was something else in
that time. We're ralking abour the Fifties
now. When [ was thirreen, The Hit Parade
was one hour a day — four o'clock to five
o'clack. On the weekends they'd do the Top
Twenty. But the rest of the radio was Man-
tovani, country & western, a lot of radio
journalism. Mostly country & western,
which | wasn't crazy about. To me it was
simplistic. Even as a child I liked more
complex melody.

In my teens I loved to dance. That was my
thing. [ instigated a Wednesday night dance
‘cause I could hardly make it to the week-
ends. For dancing, I loved Chuck Berry. Ray
Charles. “What I'd Say.” [ liked Elvis Pres-
dey. Lliked the Everly Brothers. But then chis
thing happened. Rock 8 roll went through a
!‘{‘.’:IH}I (film{? Vﬂlli”ﬂ PCrlOd_ ,Aﬂ,d_ dLIriIlﬂ ll],;lt
period, folk music came in to fill the hole. At
that pnint I had friends whod have pul’l‘ics
and sitaround and sing Kingston Triasongs.
That's when [ started to sing again. That's
why I bought an instrument. To sing at those
parties. [t was no mere ambitious than thae. [
was planning all the time 10 go to art
school.

[Informed of the time, Mitchell realizes with a
familiar shudder that the is already an bour late
for a bairdresser's appointment. There are sever-
al more ervands to be run btjﬂr&'m’r e_-"rem'ng pr‘r}u.’v
session with Norman Secff, and Mitchell mvites
the interview to continue along with her.

After a short drive down Sunset Boulevard,
we arrive at the shop. sitwated directly across

g.reefﬂf warml; ¥ b’p the arremfan!ﬁ_, who ﬁ nd her
exactly "on schedule,” as usual. We resume the
interview with Mitchell under the hair dryer,
cloaked in a plastic coverall that comncidentally
bears a n'pe‘m‘ing Ppatliern Uf oy be—ﬁapping
couples and the phrase. THE JAZZ AGE. |

What kind nf student were j.'nu?

I was a bad student. I finally flunked out in
the owelfth grade. I went back later and
picked up the subjects that I lost. I do have
my high-school diploma—1I figured T need-
ed that much, just in case. College was not
too interesting to me. The way I saw the
educational system from an early age was
that it taught you what ta think, not how to
think. There was no liberty, really, for free
thinking. You were being trained o fit intoa

PHOTOGRAPHS BY JOEIL BERNSTEIN




ROLLING STONE, JULY 26, 1979

society where free thinking was a nuisance. [
liked some of my teachers very much, but I
had no intetest in their subjects. So I would
appeﬂﬁ& ti lf_'nl—[ [hink rh?v pEl’l: Ei"ed t}l:.it l

was not a dummy; although my report card |
didn’tlook like it. I would line the math room |
with ink drawings and portraits of the |
mathematicians. T did a eree of life for my

biology reacher. | was always staying late
at the school, down en my knees painting
something.

How do you think other students viewed you?

I'm not sure | have a clear picture of myself.
My identiry, since it wasn't through the
grade system, was that T was a good dancer
and an artist. And also, T was very well
dressed. 1 made a lot of my own claches. T
worked in ladies’ wear and I modeled. [ had
access to sample clothes that were too fash-
ionable for our community, and [ could buy
them cheaply. I would go hang out on the
streers dressed to the T, even in har and
gloves. I hung out downtown with the
Ukrainians and the Indians; they were more
emotionally honest and they were hetter
f']?"‘l(‘.ﬁ['ﬁ‘

When I wenr back to my own neigh-
borhood, I {ound that T had a provocative
image. They thought 1 was loase because [
always liked rowdies. I thought the way the
les danctd at tny’ S(_hﬂf_\l WAS k]“d I){" Vou
know, funny. I remember a recurring state-
ment on my repott card — “Joan does not
relate well.” T know thar T was aloof. Perhaps
S0me people timllght that T was a snob.

There came a splic when T rejected
sororities and that whole thing. I didn’t go
for that. Bur there also came a stage when
my friends who Were juvzni[c delinquenrs
suddenly became criminals. They could go
into very dull jobs or they could go into
crime. Crime is very romantic in your youth,
| suddcn]y (|1::rllgi‘|r__ "Here's where the ro-
mance ends. | don’t see myself in jail. ... "

Soyou went to art school, and at the end of your
Sfivst year decided to go to Toronto to become o
folk singer.

I was only a folk singer for about two years,
and thar was several vears before I ever
made a record. By that time, it wasn't really
folk music anymore. [t was some new Amer-
ican phem)m::mm, Later, they called it sing-
er/songwriters. Or art sungs, which I liked
best. Some people get nervous abouc thar
word. Art. They think it’s a pretentious word
from the giddyap. To me, words are only
symbols, and the word art has never lost its
vitality It still has meaning to me. Love lost
its meaning to me. God lost its meaning to
me. But art never lost its meaning, [ always
knew what I meant by arc. Now I've got all

three of them back [laughs |.

Didyour folk-singing period include the time you
spent in Detroit working nith Chuck Mitchell?

Yes. We never really were a full-fledged duo.
I'm a bad learner, see. I bypass the educa-
tional system. I learn by a process mare like
osmosis, It's by inspiration and desire. So
when we would try to work up songs to-
gether, we would bang into differences of
opinion. Some people say, "Oh, Joan, that's
just because you're lazy” Bur in a way, more
than laziness, it's a kind of block that runs all
through my rebellious personality. If some-
one tries to teach me a part that I don't find
particulatly interesting, it won't stick. I'll
end up doing what I wanted to do in the first
I'I]a('e, a]'ld thl.?n rl‘fy‘rﬁ 3“]10!{'2(;. :

thought
[ was filthy
rich.

o el

1974: Backstage during the
‘Courl and Spark’ tour

We had a difference of opinion in materi-
al. It was more like two people onstage at the
same time, sometimes singing together. We
had a difficult time.

When your marriage broke up, you moved to
New York City, and artists like Tom Rush began
rbverir!g)’ﬂl(rfﬂ”k:s. Yau befd'"lf’ Iﬂﬁlﬂl‘)‘ ‘P#:“(f;
Sficieni—booking your own tours and handling all
your financial affairs. Was that your nature, or
wats 1t a reaction to the end of the marrtage?

Both. At that point, I didn’t know how far it

was going to carry me. I had a licele ciccuit of |
| know it was good, but the adoration seemed
our of line. The next thing was going

clubs thar I could go in and say, "Okay, your
1..1p'1¢1Ly is such and such.T've O you up Lo
full capacity now. Last time I made s
much; rhis rime, why don't you pay me this
mua.]] more, and you can still make a profit.
1 g,t 8 |_11_ falr, p[:-l:a le were startlhg to rcmrd
my songs; [ drew raud:encc:. Jeven though |
didn’t have a record out. I really felt self-suf-
ficient.I was working constantly, every night,
and | was trying to build up a bank account
because I didn’r think it was going tolast too
long. I thought 1 was going to have to go
back inte what T knew, which was women's
wear. Become a bu}fer for a dtp.’lrlment
store. But I was going to go on with it as long
as | could. Or maybe pointa commercial art.
Whatevet.

So you were less sure then that the sangs would
keep coming?

In some ways I had more confidence. | was
outspoken. T enjoyed petforming. I loved the
compliments I received when I came off-
stage. Everything seemed to be proportion-
ate ta me. I had §400 in the bank. [ thought [
was filthy rich. I liked the liberty of it all. T
liked the idea thar [ was going to North
Carolina, visiting all these mysterious states.
T used to tell long, rambling rales onstage. It
was Very Eas'l.'lal.

I remember the first time I played the
INewport Folk Festival. It was the first glim-
mering of what was to come. We went to a
party—itwas held ara fraternity house and ic
was guarded. Only pcop[e'who were sup-
posed to be there were there. T was with a
road manager at that point, a girlfriend who
was helping me out. They said, “You can’r
come in.” My pitlfriend said, “Do you know
who this is?” She said my name and these
people standing by the doot let out this gasp.
My eyes bugged out of my head. I had the
strangestreaction: [ turned on my heeland T

pumped me so full of adrenalin, I bolted
like a deer. I came back to Janie and said,
“I'm so embarrassed, man, why did I do
that? Tt's a mystery to me.” Well, she had
lived with...| faughs |retarded children, right.
And aretard is smartin a lot of ways. They're
simplified down toa kind of intelligence that
a more complex mind is not hip to. Janie said,
I think that's one of the sanest things have
ever seen, you know.”

Then it began to get really disproportion-
ate. | couldn’t really enjoy i after thar. 1

through the primary adjustments, where
Inore pcup'e are ateracted to you because
you smell of success. And they're simulta-
neously saying to you, “Don't change.” But
A5 500N A8 you have sa many hangers—on, you

pains of hearing that you *Changed, man.” It
goes to your head. There's a whole lot of
levels of adjustment. Thete are no books
written on it; nobody tells you what o
expect. Some people get all puffed up and
say, | deserved it.” I thoughtit was toomuch
tolive up to.I thought, “Youdon't even know
who [ am. You want to worship me?”

That's why I became a confessional poet.
I thnught, “You betrer know who you're
applauding up here.” It was a compulsion to
be honest with my audience.

You and Neil Young have always been close.
How did you furst meet?

I was married to Chuck Mitchell at the time.
We came to Winnipes, playing this Fourth
Dimension [folk] cireuic. We were there
over Christmas. I remember purting up this
Christmas tree in our hotel room. Neil, you
know,was this rock & rollet who was coming
atound to folk music through Bob Dylan.
Of course. Anyway, Neil came out to the
club, and we liked him immediarely. He was
the same way he is now—this of fhanded, dey

| wit. And you know what his ambition was at

the time? He wanted a hearse, and a chicken
farm. And when vou think of it, what he's
done with his dream is not that far of f. He
just added a few buffalo. And a fleet of
antique cars. He's always been prerty true ro
his wision.

Bur none of us had any grandiose ideas
abour the kind of success that we received.

In those days it was really a long short

ran for ten blocks in the other direcrion. Ic”

have to change, and then you go through the |
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Especially for a Canadian. [ remember my
mather talking ro a neighbor who asked,

| “Where is Joan living?” And she said, “In

New York: she’s a musician” And they
went, “Ohhh, you poor woman.” It was hard
‘FOJ: tE'IElTl to tt‘L’ltt‘

Later.vou know, Neil abandoned his rock
& rollband and came out to Toronto. I didn’t
know him very well ac che time we were there,
T was just leaving for Derroit. We didn't

cannect then. [t was vears later,when I got to

| California—Elliot [Roberts Jand I came out

as strangers in a strange land—and swe went
toa Buffalo'Springheld session to see DNeil.
He was the only other person I knew. That's
where [ mer everybody else. And the scene
started to come together.

B_}' this time, David Cma‘f‘)- had“discovered” yan
singing in a club in Coconut Grove, Florida.
What was he like back then?

He was tarmed. He was steaight. He was
clearing our his hoat, and it was going to be
the beginning of a new life for him, I'e was
paranoid about his hair, I remember. Having
long hair in a short hair socienyr He had a
wonderful sense of humor. Crosby has en-
thusiasm like no one else. He can make you
feellike a million bucks. Or he can bring you
down with the same force. Crosby, in pro-
ducing that first album, did me an incredible
service, which I will never forger. He used
his success and name to make sure my songs
weren’t tampered with to suir the folk-rock
trend.

I had just come back from London. That
was during the Twiggy-Viva era, and I re-
member T ware a lot of makeup. I think I
even had on false evelashes at the time. And
Crosby was from his sceub-faced California
(:u]hlr& 50 One L}F hls ﬁrsr pmjects in our
relationship was to encaurage me tolet go of
all of this elaborate war paine | bughs |. Tt was
a great liberation, to get up in the morning
and not have to do

and wash your face. ..
anything else.

Is there ainoment you can look back on when you
realized that you were no longer a child, that you
had grown up?

There's a moment I can think of—although
I'm stilla child. Sometimes I feel seven years
old. I'll be standing in the kitchen and all of a
sudden my body wants to jump around. For
no reason at all. You've seen kids that sud-
denly just geta butst of energy? That partof
my child is stll alive. I don’t tepress those
Urges, eXcept in certain compaty.

My artwork, at the time I made the first
album, was still very concerned with child-
hood. It was full of the remnants of fairy
tales and fantasia. My songs still make ref-
erences to fairy tales. They referred to kings
and queens. Mind you, that was also part of
the times, and I pay colonial allegiance to
Queen Lizzy. Bur suddenly I realized that I
was preoccupied with the things of my girl-
hood and I was twenty-four years old. T
remember being at the Philadelphia Folk
Festival and having this sensation. It was like
falling to earth. It was abour the time of my
second album. Irfelt almost as of I'd had my
head in the clouds long enougl. And chen
there was a plummenng into the earth,
tinged with a lietle bi of apptehension and
fear. Shortly after that, everything began to
change. There were fewer adjectives to my
poetry. Fewer curlicues to my drawing. Ev-
ervthing began o get more bold. And selid
i a waw

By the time of my fourch album [Biue,
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1971 ], L came to another turning point—that
terrible opportunity that people are given in
their lives. The day that they discover to the
tips of their toes that they're assholer [sol-
emn moment, then a gale of lrughter |. And you
have to work on from there. And decide
what your values are. Which parts of you are
ho !(mger feﬂ".\" nECESSEer. 'T‘hey l)eIOng to
childhood's end. Blue really was a wirning
pointinalorof ways. As Court and Spark was
a turning point later on. In the state that I
was at in my inquiry abour life and direction
and relationships, I perceived a lot of hate in
my heart. You know, *1 hate you some, Lhate
you some, I love you some, I love you when I
forget abourme” [ Al T Want” |. T perceived
my inability to love ac that point. And it
horrified me. It's something seill thar T...T
hﬂte to 53}' I’Tﬂ ﬂ"arﬁn’-ﬂg on, because the ideﬂ

of work implies effort, and effort implies
you'll never get there, Butit's something I'm
notcing .

winice?

The things that I look back on and sort of
shrug off, maybe in a weak moment grimace
over [smiles], are cthe parts when I see myself
imitating somethi.ng else. Affectations as
Uppt)st‘d (4} St}"lt“ I(,S V'L'f}" }]dr\l to FJL' trie to
vourself. For instance, I don’ care too much
for the second album ‘I made [Clouds |. T like
the first one, the first one’s honest. Blue is an
h“nfst albu.m. Ci‘ﬂuﬂlf has AOITE hnnﬁﬁt M=
mients on it, but ar the time, T was singing a
lot with Crosby, Stills, Nash and Young, and
they had a style, out of necessity, tw blend
with one another. Thry har] away nF afﬂ?ct-
ing vowel sounds so that when they sang
together, they would sing like a unic. I picked
up on ﬂmt and thr:rl:'s a lnt rjf that on the
album. I find it now kind of irritating to
listen ta, in the same way that I find a lot of
black affectations irritating. White singers
sounding like they come from deep Georgia,
you know? It always seetns ridiculous to me.
Lt always seemed ro me that a great singer—
now we're talking abour excellence, not pop-
ularity—but a great singer would sing closer
to his or her own speaking voice.

1 think Billie Holiday was a very natural
singer. In the context of opera, Maria Callas
was an excellent singer. T think the lead
singer from the Daobie Brothers [Mike
McDonald | is a very natural singer.

["f think Bob Dylan bad the right idea when
he wore the same leather jacket for ten years,”
Mitehell Says on the By back to her Bel Air
home to pick up several changes of clothes.
“Georgia O Keeffe has got it down to a uniform
she wears every day”

She buzzes open her gate, whips her Mercedes
sedan into the garage and disappears into an
upstairs bedroom. Her home is spacious, filled
with plants and with ber own paintings. The
Mingus oil works—done at the Regency during
her worst periods of writer’s block—lie stacked in
the fm”wcryﬁnr outside the ka‘f(;)m.

A fen minutes later, Mitchell comes bustling
into the living room with a small wardrobe, and
it's Sd(}{ Jam Sunset &]‘uiﬁ'ﬂdﬂ{ to Norman

Seeff's studio. I's ber fourth session in as many
years with the Pﬁﬂmgmpﬁer, and H!qy work well
together. Both coach each other. Mitchell lec-
tures him on how "you try celebrities here, you
pmﬁ them to the finii{, test them agdiﬂ_r( your zen
training.” Seeff shouts at her to be quiet and
“transcend yoursell” Every now and then Seeff
puts down the camera and they have a bricf

cm:s—ﬁrepﬁ'ifusopﬁim!r discussion. They contin-
ue working all night.

The interview continued the next nﬂem oon by
Mitchell's pool. We satin a small nookunder the
scorching sun, and for several bours, she talked
with unflagging energy. ]

Ten years ago, you had begun to represent the
Woodstock ethic. Someone couldsay, “Ihereisa
Joni Mitchell type,”and you would know exactly
what be meant. Was that a concern of yours?

Very much so. I remember showing up ata
Carole King concerrin Central Park ina pair
n‘FYWs St. L:n_lrzht p:mts. And a good S[\it‘t.
They were simple clothes, but they were of a
good quality And I felt. .. really uncomfors-
able. T felt there were certain things that I
liked, that were a part of me, that were
outside the hippie guard. Things that were a

part of me from before this delicious period |
in the Sixties when we were fresh and were |
| thinking fresh things....It was a good time
Having laid so much of your life out for public |
ears, do you now look back on some things and |
| it had become a ritual, a flat-our style.

period. It was a healthy idea that we were
working toward, but there came a time when

I began ro make this transition, under a
lot of peer pressure. | remember seeing, even
when T went ta The Last Waltz, "Miss
Mitchell showed up looking like a Beverly
Hills housewife.” T was outside the uniform
of rack 8 roll and it was annoying to some
people. And as a reply to this prejudice, 1
wrote that song, "The Boho Dance™
“Nothing is capsulized in me/In either side
of rown.” As a demand for liberty.

There was a time when you and Laura Nyro were
considered to be the two purveyors of female
singeri{songwriting. Now it’s all but taken for
granted that Laura Nyro wasn't "tough enough”
to survive in the business. Do you think that your
own survival has meant a cerlain toughness?

Gee, | don't know if chats the case. Inspira-
tioh can run out, you know Laura Nyro
made a choice that has tempted me on muny
occasions. And that was to lead an ardinary
life. She married 2 carpenter, as I under-
stand, and turned her back onitall. Which is
brave and tough in its own way. Many, many
times as a writer, ['ve come to a day where I
say, “None of this has any meaning.” If you
maintain that point of view, if you hold onto
it and possess it, that’s # for you. There's a
possibility that you can come firmly to that
conclusion, as Rimbaud did, and give it up.
I've always managed to move out of those
pockets.

At a certain point, [ actually tried to
move back to Canada, into the bush. My
idea was to follow my advice and get back to
nature. I built 2 house that I thought would
function with or without electricity. I was
going to grow gardens and everything. But I
found that I was too spoiled already. [ had

too much choice. [ could take the more |

difficult, old-fashioned way for a short
period of time, but the idea of doing it forever
“’ml[d ﬂntwﬁrk, I ha\'e rff]uﬂi“‘e ﬁtﬁ, th(“.lg})}
all the time. Not that it isn’t rewarding, you
know. Itis. I mean, I doitfor myself firse, but
I don't want to do it for myself only. I feel I
can still share my work with people and they
appreciate it. I guess it 1s my calling.

Around 1971, aﬁer ‘Blue, it was reparred that
you had retired from the road. You returned a
year and a half later with "For the Roses.' W
that material that you had written up in
Canada?

Yes. Most of For the Roses was written there.

What did VOUT parents think ufx,‘x- instde shot?

I remember my mother putting on glasses to
scrutmize it more closely. Then my father
said, “Myrtle, people do things like this
these days.” Which was a great attitude. It
was the most innecent ﬂfnudes, kind of like
a Botticelli pose. Itwas meant to express that
line: "I'm lovking way out at the ocean, love
to see that green water in motion, there's this
recfaround me” [“Lesson in Survival” ], Joel
Bernstein is the only photographer I would
feel comfortable enough to take off my
clothes [or It was part of our concept for the
cover when we were going to call the album
Judgment of the Moon and Stars. We were
originally going to ser that photograph in a
circle and replace the daylight sky with the
starry starry night, so it would be like a
Magritte. At that time, no one was paying
homage to Magritte. Then Ellior said,
“Joan, how would you like to see ¥5.98
plastered across your ass?” |Laughs] So it
became the inside.

How aware were you that your songs weve being
serudinized fr_rr the n’fm’fumﬁim E}Jc'y could be
about? Even ROLLING S TONE drew a diagram
of your supposed brokenhearted lovers and also
called you Old Lady of the Year.

I never saw it. The people that were involved
in it called up to console me. My victims
called first | laughs |. That taok some of the
sring out of it. It was ludicrous. I mean, even
when they were drawing all these broken-
hearted lines out of my life and my ability to
lUVE WEIL I “r'ab'ﬂ,t 50 Uniqu‘.“ -l-!“.‘l'i: wds a IUI.
of affection in those relationships. The fact
that I couldn’t stay in them for one reason or
another was painful to me. The men invalved
are good people. 'm fond of them ta this day.
We have a mutual affection, even though
we've gone on to new relationships. Certain-
ly there are pockets of hurt that come. You
come a lide batrered out of a relationship
that doesn’t go on forever. [ don’t live in
bitterness.

I'm a confronter by nature. I have a tend-
ency ta confront my l'zlatinnships much
more often than people would care. I'm
always being told that I talk too much. It's
not that I like to, but I habitually confront
before I escape. Rather than go out and try
to drown my sorrows or something, Il
wallow and muddle through them. My
friends th ought fora long time that this was

v
TWAS
outside
the uniform of

rock & roll,
and it annoyed

people:
G

done out of some act of masochism. I began
tobelieve it myself. Butar this rime in my life,
T would say thar ic has paid some dividend.
By confronting those things and thinking
them through as deeply as my limired in-
tenigenrr. would allow, there’s a certain rich-
ness that comes in time. Even psychiarrists,
mind whores for the most part, don’t have a
healthy attitude toward depression, They
get bored with it. T chink their problem is
they need to be dreepf'y depressed.

My relationship with Graham [Nashlisa
great, enduring one. We lived together for
SOMe time—we were m::rried, you might say.
The time Graham and I were together was a
highly producrive period for me as an arrist.
I painted a great deal, and the bulk of my
best drawings were done in 69 and 70 when
we were together. To contend with this hy-
percreative woman, Graham tried his hand
at several things. Painting. Stained glass.
And finally he came to the camera. T feel he's
not jlls[ e gUUd p}lotugr'dpl'ler, i“’.“h' 4 gr".‘ﬂt
one. His work is so lyrical. Some of his
i}ictures dare W[th a thm[.‘.iﬂnd \‘Vords.. E\"eﬂ
after we broke up, Graham made a gift of a
very fine camera and a book of Carrier-
Bresson photogtaphs.I became anavid pho-
tographer myself. He gave the gift back to
me, Even though the romance ended, the
creative aspect of our relationship has con-
tinued to branch our.

This is the thing thar RoLLing Stong,
when it made a diagram of broken hearts,
was being very simplistic about. Tt was an
easy target to slam me for my romantic
alliances. That's human nature. Thae hurt,
but not neatly so much as when they began
to tear apart The Hissing of Summer Lawns.
Ignorantly. I couldn’t get together, in any
way; it being human nature to take the
attacks that were given certain projects.] got
very frustrated at the turning point, when
the press hegan to turn against me.

(4

When did you first meet Bob Dylan?

The first official meeting was the Jobnny
Cash Showin1969. We played that together.
Afrerward Johnny had a party at his house.
S0 we met bricﬂ}' there.

Ovwer the years there were a series of brief
encounters. Tests. Little art games. I always
had an affection for him. At one point we
wete ar a concert—whose concert was that?

1976:The post-Woodstock Mitchell

during her last tour
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[Shrugs] How soon we forget. Anyway, we're
backstage at this concert. Bobby and [Dyl-
an’s friend ] Louie Kemp were ['mlcling up
the wall. I went over there and opened up the
E().ﬂ\"f:r.‘.iation Wit}l pa.’inting. I knt_‘w }'H.' Wwas
discovering paintung. At that point [ had an
i(.{t‘a {(‘l’ a canvas t}larl Warlt(.‘d o do. I’djust
come from New Mexico, and the color of
the land there was still very much with me.I'd
seen color combinations that had never oe-
C‘[lrl"ed o me ['!{’.Fﬂl‘("_ I,HU[’.”(‘IEI‘ Fll1d \v\:'l'll’.ar,
like old-fashioned licorice, you know, when
you bite into it and there’s this peculiar, rich
green and brown color? The soil was like
that, and the foliage coming our of it was
virid in the context of this color of earth.
Anyway, [ was describing something like
thar, really gerting carried away with all of
the colors. And Bobby says to me [an in-
spived mmitation |: “When you paint, do you
use white?” And I said, “Of course” He said,
**Cause if you don’t use white, your paint
gets muddy” I thought, “Aha, the boy's been
taking art lessons.”

The next time we had a brief conversa-
tion was when Paul McCartney had a parry

on the Queen Mary, and everybody left che |

table and Bobby and I were sitting there.
Afrer a long silence he said, "If you were
gonna paint this room, what would you
paint?” I said, “Well, let me think. I'd paint
the mirrored ball spinning, I'd paint the

women in the washroom, the band....” Later |

all che stuff came back to me as part of a

dream that became the song “Paprika |

Plains.” I said, " Whart would you paint?” He
said, “I'd paine this coffee cup.” Later, he
wrote "One More Cup of Coffee.”

Is it true that you ence played Dylan a just-
fimished tape of "Court and Spark’ and he felf
asleep? :

This is reue.

What does this do to FOUT (m:f:'dencc' when Bob
Dylan falls asleep in the middle of your
album?

Let me see, there was Louie Kemp and a
aitlfriend of his and David Geffen [then
president of Elektra/Asylum Records | and
Diylan. There was all this fussing over Bob-
by's project, ‘cause he was new to thé label,
and Court and Spark, which was a big
breakrhrough for me, was being entirely and
almost rudely dismissed. Geffen's excuse
was, since [ was living in a room in his house

One night I went down to the Baked |

Potato [an L.A. jazz club] to hear the L.A.
Express play. I knew Tom Scott, I'd done
some work on For the Roses with him. When T
heard the band, I wasvery enthusiastic,and I
asked them to play on my next session,

When they got in the studio, it was the
same problem. They didn’t really know how
heavy to play, and I was used 1o being the
whole orchestra. Many nighes I would be
very discouraged. But one night we suddenly
overcame the obstacles. The nexr thing we
kne“’: we were le aware we ‘“’Crﬂ mﬂklng
something quite unigue.

A commonly asked question among your long-
term fans vight now is, what happened to the
melodies?

The album with Charles is ineredibly me-
lodic. What it is, is more melody. Granted,
*Coyote” is not a melodic tune. It's chyth-
mic, it's almost chantlike. A lot of it is
spoken: “No regrets, Coyote.” Butr I've
always been a lover of melody. I don't think
that T've ever lost that It's Just that at a
certain point, my poetry began o spill out of
the form and into something more relative
to a jazz sense of melody, which was restat-
ing the melody in variaton. If you have four
verses, maybe ic'll be slightly different ev-
erytime it comes around. But that's just dif-

ferent. It doesn’t always bave to be melodic. |

So what, you know? You rake a painrter, and
maybe he’s been painting multicolored can-

vases. All of a sudden he decides to paint |
two-tone compositions. | figure anything

Picasso could do [laughs |.. .. '
Dan’t You believe in L‘m}tp?‘{)mifé?

I don't believe so much in compromise as [

| don't believe in art that has become so elitist

that only fourteen people in the world can
appreciate it. For instance on this project,

| there was a possibility that people would
| have this prejudice — “Oh, it sounds like

at the time, that he had heard it through all of |

its stagcs,and it was no longer any surprise |

L.A. album for you than "Court and Spark’?

to him. Dylan plaved his album |Planer
Waves], and everybody went, "Oh won.” 1
played mine, and everybody talked and
Bobby fell aslecp. {Laughs| 1 said, “Wait a
mintte, you guys, this is some different kind
of music for me, check it our.” I knew it was
good. I think Bobby was just being cure
[fanghs].

Prior to ‘Court and Spark,” your albums were
mostly kept to sparse interpretations. Had you
always heard arrangements like that in your
head?

Notreally. I had attempted to play my music
with rock & roll players, but they couldn’t
grasp the subtlety of the form. I've never
studied music, so I'd always bé walking in
abstractions. And cthey'd laugh, “Aww,
isn't that cure? She’s erying to tell us how to
play.” Never negarively, but appeasingly, you
know. And finally it was Russ Kunkel who
said, “Joni, you'd better get yourself a jazz
drul“mel’.”

cocktail lounge music” Or, “That sounds
like Johnny Carson show music.” [ wanted
somehow or other to make something that
transcended that prejudice. T feel that I
solved that problem. It remains to be seen,
buc I feel tha the music, while being very
modern, still contains an almost folk-music
simplicity. I don't think that it’s intimidae-
ing, Some people get intimidated by jazz:
It's like higher mathematies to them.

Wias “The Hissing of Summer Lawns’ more of an

Yes, because Court and Spark still contains a
lot of songs written up in Canada. The song
“Coutt and Spark™ itself was written up on
my land there, It deals with a story based
on Vancouver and the Sunshine Coast.
The Hissing of Summer Lawns is a subur-
ban album. Abour the time thatalbum came
around I thought, “I'm not going to be your
sin eater any longer” So I began to wriee
social description as opposed to personal
confession. | merwith a tremendous amount
of resentment: People thought suddenly that
I was secure in my success, that I was being
a snot and was attacklng them. The basic
theme of the album, which everybody
thought was so abstract, was just any sum-
mer day in any neighborhood when people
turn their sprinklers on all up and down the
block. Its just that hiss of suburbia.
People thought it was very narcissistic of
me to be swimming around in a pool, which
I thought was an odd observation. It was

an act of activity. As opposed to sexual pos-
turing, which runs through the business—
nobody ever pointed a finger at narcissism
there. 1 had stopped being confessional. T
think they were ready to nail me anyway.

They would have said.” More morose, scath- |

ing introspection.” They wete ready o get
me; that's the way I figute it. It was my
second year in office. The cartoonists had
their fun. There weren't enough good jokes
left, so it was time ta throw me our of office
and get a new president. It's politics.

It rounds like it surprised you mhen it actually
happened.

It really surprised me. In retrospect, it

/e -
IDON'T
believe in art
that only 14
people in the

world can

appreciate.

Ngil o

that means having a certain amount of com-
mercial success.

It’s a credit to the people that have sup-
ported me in spite of the bad publicity of the
Tast four years—the our-and-out panningof
a lot of fine and unusual projects —that at
least they felr this work had some moments
of accessible beaury. If a reviewer sits down
and he plays |one of these albums | owo or
thiree times, it’s just going to sound freaky to
him. There are moods I'm in when [ can’t
stand to listen to some of my own music. [
don't expect it to always be appropriate. Bur
come the rig]\t moment, where we're on the

. same wavelength, it might slip in on you.

I feel frustrated sometimes. T feel bitver-

1979: During the May antinuke
demonstration in Washington D.C,

doesn’t surprise me ac all. I listened to that
album recsntly\ cause | was going to rewatk
“Edith and the Kingpin.” T was surprised. I
feel that the times have caught up with it. At
that time, I was beginning to intraduce—for
lack of a better word—jaze overtones. No-
body was really doing that. In the two years
thar followed, it became more acceptable,
and when Steely Dan finally made Aja, with
some of the same sidemen, it was applauded
as a great, if somewhat eccentric, work. I fail
even to see the eccentricity of it, myself.
Perhaps there was a weary tone in my voice
that ieritated people, but there was so much
OF 1t that was 'ﬁlCC{’.’Sbib[L‘.

I remember having a conversation with you
about a year ago. Months bad gone by and you
were still smarting over the criticism you'd re-
cevved for your last album, 'Don Juan’s Reckless
Daughter” What exactly was your frustration?

If I experience any frustration, it's the frus-
tration of being misunderstood. But that's
what stardom is —a glamarous misinder-
standing. All the way along, I know that
sSOme of these pl'nje(ﬂ are eccentric. Iknow
that there arc parts that are experimental,

and some of them are half-baked. [ certainly |
have been pushing the limits and— even for |
myself — not all of my cxperiments are |

completely successful. But they lay the
groundwork for further developments.
Sooner ot later, some of those experiments
will come ta fruition. So I have to lay outr a
cettain amount of my growing pains in
public. I ike the idea that annually there is a
place where T can distribute the are that I
have collected for the year. That’s the only
thing that I feel I want to protect, really. And

ness, but I'm not embirtered. Feelings pass.
A lot of the humot in the music is missed.
They insist on painting me as this tragic...
well not even a teagic, because in this tawn
people don’t understand tragedy. All they
u]1del‘stand [5 drama. ‘IE)U ]'laul" o 1\'(‘. ﬂ’lanI
to understand tragr:dy [.J'augl")s J

Elliot Roberts, your manager, realized not too
frmg ago that he had canceled more shows than
you'd actually played. Was there an tnstance
when You walked nﬁ‘n‘dge dﬁ{:‘r two sonps?

There was one time that I was onstage for
one song. And I left. I fele very bad for the
audience. It was impossible for me to con-
rinue. There's that old show-business axiom
that the show must go on. Burif I listed for
vou the strikes that were against me that

‘night, I think that you could dig ic. It’s not

easy to leave an audience sitting chere, [ was
still in bad health from going out on Rolling

Thunder, which was mad. Heavy drama, no

sleep — a circus. I'd requested before the
show went on to get out of it, But it was roo
late. I had bronchitis. A bone in my spine was
our of place and was pinching like crazy. Sol
was in physical pain. [ was in emotional pain.
I was going with someane in the band and we
were in the process of splitting up. We were
in a Quonset hut and the sound was tico-
cheting . And T just made the decision.

That can get ta be m.cr!');

The money is not the motivation anyway. [
use one of two analogies all the time with
Elliot. One that I was his racehorse. Or if T
really wanted our of something I would say
tohim, “Be a good pimp, Elliot, don’t put me
out [ Laughs |
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I stopped touring for a while for a couple
of reasons. One of them was that [ fele ic
threatened my writing, thac it limited my
experience to that of a traveling rock & roll
singer. | didn't want only to be a seribe to
that particular facet of life, a minority expe-

rience, There were so many people docu-

menting that already. That's rock & roll
calling itself rock & roll simply by talking
about rock & roll.

You may tour this summer witha band including
Pat Metheny and Jaco Pastorious, presumably to
play material from the Mingus album. What
kind of set would you do?

With these players, we're talking about
young musicians who have no real musical
or categorical preferences. We all love rock
& roll. We all love folk music. And we all
love jazz. If anything, we want to be consid-
ered a musical event. We're going to do some
traditional African ceremonial drum pieces.
I would like to get loose enough to dance.
Jaco, you know, 1s a bass player, but he's also
a fantastic keyboard player. In this band,
we'te going to try to switch instruments. It
should be very creative.

What were the origins of "Heptra’? That album
seems to have a sound all its own. . .

Well, after the end of my last tour, it was a
case of waiting again. L had an idea;  knew |
wanted o travel, | was sitting out ar the
beach at Neil’s [Young | place and [ was
thinking, "I want w travel, I don’t know
where and I don't know who with.” Tivo
friends of mine came to the door and said,
"We're driving across country” I said, "I've
been waiting for you; I'm gone.” So we drove
across country, then we parted ways. It was
my car, so 1 drove back alone. The Hejira
album was written mostly while I was travel-
ing in the car That's why there were no
piano songs, it you remember.

Hejira was an obscure word, but it said
exactly what [ wanted. Running away, honor-
ably. It dealt with the leaving of a rela-
tionship, butwithout the sense of failure that
accompanied the breakup of my previous
relationships. I felt that it was not necessari-
ly anybody's fault. It was a new attitude.

¢

You were nowhere to be found in the Dylan film
from Rolling Thunder— Renaldo and Clara,’

Yes. I asked not to be in it
Why?

I joined Rolling Thunder as a spectator. T
would have been content to follow it for
three cities just as an observer, bur since [
was there I was asked to participate. Then,
for mystical reasons of my own, I made a
pact with myself that [ would stay on the
thing until it was over. It was a trial of sorrs
for me. ] went outin a foot soldier position. [
made up songs onstage. I sang in French,
badly. I did a lot of things to prevent myself
from getting in the way, What was in it for
me hadn’t anything to do with applause or
the performing aspect. It was simply to be
allowed to remain an observer and a witness
to an incredible spectacle. As a result, the
parts of the film that I was in...for all I know,
it was powerful and interesting fuotage. But
1 prefern:d to be invisible. H,angf)smwamfﬂ
I've got my own reasons why_

Do you make it a point to check out some of the
newer female songmriters — like the Wilson
sisters fram Heart or Rickic Lee Jones?

I’ll tell you, the last three years I have been
very narrow. In a way, I turned my back on
pop music and rock & roll. I was concentrat-
ing mostly on jazz, modern classical music,
Stravinsky, polyphonic music. During that
time I developed a lack of appreciation for
POP Music.

Out of cynicism?

No no. It was part of an artistic process. It
seemed to me, in the context of what I was
exploring, there was no reason in the world
you should be comparing Stravinsky to
Heart. But if you're given Heart or Stra-
vinsky, I was more interested in Steavinsky:
Or I a Silent Way.

MNow I don’t even listen to the jazz station
in my car. The jazz station is full of medioc-
rity, too. I listen to AM, and I like what I
hear. There’s only a certain amount of fine
wotk in any idiom. The rest of ic is just
copyists. Regurgitation. QObvious rip-offs.
Mingus has a song, “If Charlie Parker Was
a Gunslinger, There'd Be 2 Whole Lot of
Dead Copycats.” Sometimes I find myself
sharing this point of view. He figured you
don’t settle for anything else but uniqueness.
The name of the game to him—and to me—
is to become a full individual. I remember a
rime when I was very flattered if somebody
told me that I was as good as Peter, Paul and
Mary. Or thar I scunded like Judy Collins.
‘Then one day | discovered I didn’t want to
be a second-rarte anything. I have to remem-
ber to be compassionare. Otherwise it really
pisses me off to hear somebody gerting a
whole lot of public toar and, “Oh this is the
newest and the greatest,” when it's teally the
newest and greatest copy. There are bands
coming now that are really pood. They're
interesting; they've gor some vitality and
some fire, but—say they’re Englishmen who
sound like Bob Dylan. I listen to it and 1t’s
pleasanr on the radio, but as an arrist I say to
myself, “If you'te that good, how come you
can’t be yourself?”

Hus anyone plra}'ea! you Ebvis Costello? An}l
New Wave music?

I don’t know enough to ralk about it. It’s
ignorance speaking a bit, but one of the
things I like that’s coming out in rock & roll
now is the Archie and Betty and Veronica
aspect of the characters. I like the way [Rick
Mielsen] wears a high-school sweater and
bow tie and beanie. [Bun E. Catlos ] will have

an accountant’s short-sleeved shire and |

short haircut and wire-rimmed glasses. T
love the look of Cheap Trick.

I understand the punk movement. It re-
minds me of a very exciting time in my own
life. It's nothing new —1I was a punk in the
Fifties. Devo, [ think, is great. I love them.
They are like Dadaists to me. Everything
that they express is a complete reaction
against everything that we stood for. But
they do it so well, theatrically speaking. And
witha great sense of humor. I love it. Now as
far as putting on a Devo album? Tt wouldn’t
be something I would do. It's the visuals that
make them fresh and fascinating to me.

Do you think you've achieved greainess?

|Long pause] Greatness is a point of view.
There is great rock & roll. But great rock &
roll within the context of music, historically,
1s slight. I think that I am growing as a
painter. I'm growing as a musican. Im
growing as a communicator, a poet, all the
time, Bur growth implies that if you look

back, there was improvement. I don’t see
necessarily that this album is any, to use your
word, greater than the Blue album, This has
a lot more sopbistication, but it’s very diffi-
cult to define what greatness is. Honesty?
Genius? The Blue album, there's hardly a
dishonest note in the vocals. At that period
of my life, I had no personal defenses. I felt
like a cellophane wrapper on a pack of
cigarertes. I fele like 1 had absolutely no
secrets from the world and I couldn’t pre-
ténd in my life to be strong. Or to be happy:
But the advantage of it in the music was that
there were no defenses there either.

The vocals are real on this Mingus album,
The interplay between the musicians is
spontaneous and real. | can put my dukes up
now if I have to in life, but out of apprecia-
tion for honesty. I won't settle for anything
less in the smdio. S0 much of music is
pu].itics. If’s going for the big vote. It
amounts to a lut ()f bab}’ kissiﬂg.

Do you listen to Fleetwood Mac?

I enjoy them. To make a whole album like
that, I think, would leave me wanting some-
thing more. For my own self. Not to put
them downin any way. I'm still obsessed with
pushing the perimetets of what entails a pop
song. I can't really let go of that impulse yer.

I don't know where I'm going. I never really |

i{n. My Smgs E[)ul& Ccome Ot al'l)«r Shapl‘.’ ar
this paint. [ am rhirllcing now af keeping it
simpler. Quite naturally, my experimenta-
tion has led me to a conclusion, and T feel
myself rerurning more to basics and o my
toots in folk music. Bur I don't even know
what that simplicity might turn out like.

Do you stll feel a comradeship with the Eagles,
Jackson Bronme and Linda Ronstadt?

The Hagles have really stretched out the-
matically. Jackson writes fine songs. Linda is
very special.I'm a great appreciator of all
those people. Bur at a certain point, | don’t
know 1if it was to protect me from getting a
swelled head or what, I was denied any kind
of positive feedback from a lot of sources.
Like I go to a party and everybody shows up.
I figure everybody must have a tape of their
album on "em. I figure, “Let’s sit down and
play these things” Right? A lot of times it
would end up where I would be the only one
who would end up being that pushy.

I always had this childhood idea that
artists in a scene, yott know, compared and
discussed and disagreed with each other.
But it was all done openly, perhaps in a
shadowy cafe over wine. But because of this
pressure for commercial success, maybe in a
way we're deprived of this interchange.

[ Mitchell adjourns the day’s cession with a quick
and soundiess dive into her pool.

As T walk into ber kitchen the next day to
finish the interviews, she is on the phone with a
friend who is inquiring about the possibility of
visiting Georgia O'Keeffe, the reclusive, great
American artist, at her home in New Mexico.
Mitehell herself became friendly with O’ Keeffe
only after several tenuous meetings; once she
turned around and retumed to Los Angeles
before even knocking on O Keeffe's door and
introducing hersell. Now in ber nineties,
O'Keeffe bas few wsitors, and Mitchell was
careful about providing nstructions to the
house.

Later I would learn the caller was Wirren
Beatty, who, in researching bis next film, about
the revolutionary Jobn Reed, wanted to speak

with people who were alive in fus day.

“Tdow’t know,” Mitchell allows with great
affection. “Georgia might say, "Ab yes, it was a
very... yellow time period.” ]

Have you moved to New York City?

I consider myself spread across this canti-
nent in a very disorganized manner, I have
three residences. One is wild and natural.
One is New York, which needs no descrip-
tion. California, to me, represents old
friends, and health. T love to swim. If there’s
anything that I love about this place here it’s
the luxury of being able to swim, which is
like flying o me. T could get in the pool,float
around for about two hours and never touch
the sides. That's better than any psychiatrist
to me. I'm working out my body, working out
my hings — the poor things are blackened
with cigarette smoke —and looking at na-
wre. I don’t have that in New York.

New York gives me an opportunity to
flex a muscle that I don’t really get to use; for
instance, out there there is directness. I find
that it makes me stronger. You don'’t have so
many anonymous encountets out here. In
Mew York, constantly, the street is challeng-
ing you to relate to it
What do you think of the theory that great art
comes from hunger and pain? You seem now fo

be living a very comfortable life.

‘| Pain has very little to do with environment.

You can be sicring at the most beautiful
placein the world,which doesn’t necessarily
have to be privare property, and not be able
to see it for pain. So no. Misery knows no
rent bracket [langhs|. A this time in my life,
T've confronted a lot of my devils, A lot of
themn were pretty silly, but they were incred-
ibly real at the time.

I don’t feel guift}; For my success of my
lifestyle.I feel that sometimes having a lot of
acquisitions leads to a responsibility that is
more time-consuming than the art. That's
probably one of the reasons why peaple feel
the artist should remain in poverty. My most
important possession is my pool—it’s one
luzury I don't really question.

Do you have many close women friends?

I have afew gnnd women friends. I like them
and L trust them. But generally speaking, I'm
a little afraid of women. I don’t know, it's a
funny time for women, We demand a certain
sensitivity. We've made ourr outward actacks
at machoism, right, in favor of the new
sensitive male. But we're just at the fledgling
state of our liberty where we can’t handle it. [
think we ask men to be sensitive and equal,
but deep down think it's unnatural. And we
really want them to be stronger than us. So
you get into this paradoxical thing.

I believe in equality. T believe thar I am
male and I am female. Not thatr I'm saying
T’ bisexual—1I believe in heterosexualicy. T
think ultimarely it’s the most difficulr and
noutishing of them all. But [ do understand
homosexuality in these times. [t seems to be
a pecuiliar, in many cases, necessary, alterna-
tive to this mess that’s happening berween
the men and the women. I know a lot of
women now who have come through the
whaole gamut and they're ar the position
where they almost don’t want to deal with it
anymore. They want to be celibate. Men are
not at this place at all. The new woman 15
embracing this as a possibility. If chere
wasn't always this intense sexual competi-

tion between women, it might provide a cli-*
mate for them to develop a camaraderic.
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In my observation, what passes for feminine
camaraderre 15 conspiracy. I would love to
make new women friends, but I hardly have
time ro do justice to the ones I have,

Did it change your concepl of dving to spend the
last year and a half with Charles Mingus?

INot completely. See,in my lifetime, I've had
s0 many brushes with death myself, not that
I'm saying that I'm not afraid (o die —of
course I still am. Afrard of it. 'Cause.it’s so
final, vou know: As far as a ceremony.of how
I would like ir to he treated, I'm not really
sure. | meanit’s an inevitable thing. [ feel T'll
live a lang time. I'm confident that I'll ive to
be in my eighties. So I have a more immed-
ate problem than confronting death.

Filling those years?

Aging gracefully. Which is easier in some
societies than in this one. Especially in chis
very glamout-conscious rown where women
become neurotic at a certain age and go for
surgery and any number of things to dis-
guise that lact.

I had an interesting experience concern-
ing aging in Hollywood. A friend of mine
and | went into this Beve{lv Hills resraurant.
It happened to be Fernando Lamas” birth-
daw So,sitting at the table next tous was this
long supper of the old Hollywood. They
were drinking roasts o Marilyn Monroe
and there were lats of stories flying around
about celebrities and people who they had
known. There was a tremendous amount of
glamoue represented. Well-tended glamour.
The tourth face-lifr. Maintaining the youth-
ful silhouette. [ laoked around and thought,

“Is this the way that we must go in this
town?” Is our hippic philosophy going to
Sl]rl"l:“df'l' to [kl‘.!?

I think if you're healthy, aging can b
quite a beauriful process, and T think we've
created an arrificial problem for ourselves.
Generally speaking, men are very generous.
Bur T think that's the main problem, you
know; at chirty-six, I'm examining,

You bold Georgia O Keeffe as an ideal. Yet there
she is in ber nineties, living in the middle of the
desert with only ber art, She has no children. It
seems like it could be a very lonely life. . .

That's the part about it. T don’t know, really,
what your choices are. Obviously that's a
constant batele with me. Is my maternity to
amount to a lotof black plastic? Am [ gaing
to annually bear this litrer of songs and send
lhem out into lhc markerp]:aca and have
them ceucified for this reason or that....

Or prawsed.

Or praised. Let me not get lopsided about
that. ] cerrainly ger my fair share of appreci-
ation. You know, i a few years, Pll be past a
safe childbearing age. I don't see many
women raising children successfully alone,
and as ver T haven't been £li]lL' {s] bond H\'il‘]l a
man who I could see mysell with in constant
company for the owenty vears thar're neces-
sary to do o good job of thar. T would rake
that job seriously. I wouldn’t juse frivolously
get pregnant and bring a child into chis
\‘i'()l'ld_. Cﬁpcciﬂj[}' da WO[‘]d l‘]‘lﬂr hﬂ.‘; .'iurh a
difficult future as the one we're facing. Also,
the children of celebrities have been no-
toriously eroubled. Butwhen it comes to the
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business of raising children, I finally feel
emotionally stable enough o deal withic It's
taken me this lang, but it may be something
that's denied me. It may be one of my lirde
tegrets in my old age. I still leave the furure
open,and given the right relationship, evenif
I thought the reladonship had a potential
longevity of, say, six years. I might do it.

David Croshy once said this about you, withall
affection: “Joni Mitchell is about ar modest as
Musraling” [She smiles, shakes head | And
while it's been my observation that you have a
mch better sense of humor than Mussolini, it's
also true that you have no apologies to offer for
anything in your career. k

I like to work myselfup to a state of enthusi-
asm abour anything I do, otherwise, what's
the point? [ see alot of people and say, “Hey,
you gor an album coming our, what's it
like?” They say, "Oh, it’s okay.” 1 say, "Gee,
yau're putting out an album and you think
it’s okay? Where is your enthusiasm, man?”

| They don’t like to hear thac. I'm not talking

about arrogance, but I believe in real en-
thusiasm. That's probably where Crosby’s
quote cotnes from.

There is also a deeper point to be made. In
{ooking back over all that we've talked ahout, it
seems that everything about you is geared to your
creative muse, and it 15 fo that muse that you have
rematned true. At ary eXpense.

Il tell vou, any acts of frustration or con- -

cern oransiery in my life are all peripheral to
a very solid core. A very strong, continuing
course I've been following. All this other
stuffis jusrthe flak that you ger for engaging

in the analytical process in the first place.
Even Freud knew that; to me it was the
hippest thimyg he ever said: “Dissection of
Lk ,.
personality s no way to self-knowledge.” All
you get out of thatis litecature, not necessar-
ily peace of mind. It's a satisfying, but dan-
gerous, way to learn abour yourself.

Ever find vourself the only one speaking out on
certain subjects?

All the time. On many nights T go home and
say, "Mitch, you know, youre gonna have
to start going only to comedies now. And
only  reading Kurr Vonnegur. Pur those
Nietzsche books away.”

Last question. What wonld vou have listed, as
Woody Allen did at the end.of Manbattan] as

yunr reasons why life is worth living 7

It would be very similar to his. T would name
ditferent musicians, but it mighe finally be a
heautiful face that would make me put the
microphone down. I would just be thinking
fondly of someone who I love, you know.
And just dreaming off. .., Rasically it you
want to say it in one word? Happiness?

It's a funny thing about happiness. You
can strive und strive .1|1|‘] strive to he h:!],‘tp‘f.
bur happiness will sneak up on you in the
mast peculiar ways. I teel happy suddenly. |
don’t know w]'J_y, Some daj.-"_-. the way the |ighr
strikes things, Or lor some beautifully im-
marture reason like finding myself running
to the kitchen to make myself some toast.
Happiness comes tome even ona bad day. In
vety, very strange ways, I'm very happy im my
life tight now.

e
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