VARIOUS RELATED STUFF —

1972 Fillmore — Clip from the movie with Bill Graham\B 441
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1981 June 10 — Neil Young with The Danny Shea Band - Live aRitheNY —

Mike Bloomfield Tribute. Neil Young's only spoken “tritmitis: “Now, here’s one for Mike” and then they
play: “Baby What You Want Me To Do”. Danny Shea (?) takeer the vocals and opens with: “We like to do
this one as a special tribute to Michael Bloomfield, dear friend, who some of us would be on the road with
tonight, have mercy” and they play: “Things | Used To BtSweet Little Rock'n’Roller”. 455
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1983 The MARINE VIDEO ARCHIVE
A TV-special about Michael Bloomfield with interviewstiwNick Gravenites, Bill Graham and many more.
Clips with MB.

1983 VIDEO - “MARINE VIDEO ARCHIVE - MICHAEL BLOOMFIELD 1943 - 1981" 440
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1986 Red Rooster Lounge Radio Show — Dedicated to Michael BEldmf 395

Red Rooster intro — WDIA — Mr. Johnson and Mr. Dunn — Tl8ffop Rag — At the Cross — Orphan’s blues —
Women Lovin’ Each Other — Big C Blues — Winter Moon eoRter intro — Let Them Talk — The Altar Song —

Snowblind — Red Rooster intro — Knockin’ Myself Out — Bloagtdiinterview (0.23) — Red Rooster outtro —

everything from records.
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1988 Feb. 11: Mark Naftalin’s The Blues Power Hour ona&dtOG:

The Blues Spotlight on Michael Bloomfield

Introduction by Mark Naftalin - Born In Chicago - Blues Wi Feeling - Got A Mind To Give Up Living -
Wine - Next Time You See Me - Credits by Mark Naftalin 396
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1990 David Shorey: Rambova Records 7” EP 1990:
The Gods Love The Blues (Kabar’s Tune) — AmbassadoisBit@onfidentially Yours — Mojave Miles
“Dedicated to the Memory of friend and guitarist Mike Bldiata”

kkkkk

1991 Blues Deluxe video.

Has a silent clip with Butterfield Blues Band (without MB\ piano player surrounded by amongst others Paul
Butterfield, Buddy Miles, Al Kooper is not Bloomfield, aerding to the highest authorities, even if he looks
like and plays piano like him.

*kkkk
2001 Sept. 23 — San Francisco Blues Fest. 454
Robben Ford & Ford Blues Band playing their TributeaalMButterfield for the first time live.

*kkkk
2002 Dec. 14 — Blues from the Red Rooster Lounge. 451
Presented by Cory Wolfson. Ford Blues Band from “In Mgnof MB”: “The Ones | Love Is Gone” (written

by MB) and one unreleased track from Fillmore West — tratyr6, 1969: “My Heart Beats Like A Hammer”
with MB on vocals.
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2002 Dec. 16 — 93 XRT Chicago’s Finest Rock. 448
Blues Breakers - Halfway Highlight: Paul Butterfiele tay before his 80anniversary of birth.
Hosted by Tom Marker. “Our Love Is Drifting” — “Work Sdhg “In My Own Dream”
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2003 Feb. 1 - Blues Edition WCDB Public Radio —
Spotlight on the music of Mike Bloomfield and Paul Butetdf 422
Hosted by Greg Freerksen. College of DuPage, Glen Elly,two hour show with music from records.
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House of Blues Radio Hour w/Dan Aykroyd aka “Elwood Blues” 449
Mitch Woods (piano) at the House of Blues. Speaking ofddBne of his idols. Playing “Blues for Michael”
with James Cotton which is on Woods’ latest CD “Keage¢he Flame”: “Blues For Michael” — “In The Palm

Of My Hand” (MB)

kkkkk

? — Buddy Miles reminiscing in song. “Electric Flag” avi8 mentioned. From ? 449
“Still Rock'n’Roll The Blues”

kkkkk

? — Country Joe plays a tribute to Michael Bloomfielani? 449

“Blues For Michael”
*kkkk

2003 May 30 — Chicago Blues Fest.
Roundtable discussion about Big Joe Williams (and a littidike Bloomfield and others). 458

Several persons are speaking.
*kkkk

VARIOUS MAGAZINES, BOOKS AND CLIPPINGS with Michael Bloomfield related content:

Rolling Stone??
Meet the Howlin’ Wolf — by Mike Bloomfield
Last page from an article from?



LEAD GUITARIST, HUBERT SUMLIN

general technique. He later learned
mouth harp from the original Sonny
Boy Willlamson.

By age 19, he remembers playing
guitar with the now iegendary Robert
Johnson, and remembers the “Terra-
plane Blues” vividly. Joynson, as Wolf
recalls it, was also nineteen at thattime.
Wolf himself was shortly signed by the

- Los Angeles company, RPM Records.

His first side was "Ridin' In The Moon-
light!" His second, "How Many More
Years,"” is still selling well.

Chess Records began hearing about
an important new blues singer named
Howlin' Wolf, tracked him to his lair,
and signed him to ¢ more favorable
contract. This started him toward the
present stage of his career, with several
popular sellers on the market, a week-
end stint af the Chicago Westside nitery,
Silvio's, a Washington, D.C. appearance
notched on his belt (an appearance made
expressly on invitayion from the
Secretary of Stale), and appearances
at the Fifth Annual University of Chicage
Festival and o European tour bothslated.
As o matter of fact, it was Wolf who
made the pioneering appearance at

1964. Dec. 3 — Down Beat
Review of MB (The Group) playing Big John’s by Pete Weddin

“'Old Miss.” He beat both James Mere-
dith and Muddy Waters to Oxford, Miss.

Actually, Chester Burnett was that
rarest of all phenomenon, a bluessinger
who had "made it" before he came
up North. He had several record hits
on the market, and was making regular
appearances on stafion KNEW. Several
singers were copying his style, and one
even took his name - after he left
Memphis. Some of these, according to
Wolf, took other names as well. Jelly
Jaw Short sometimes caolled himself
“Funny Paper Smith,” he recalls, thus
adding greatly to Ihehlskmml confusion
wrrourldlng the Wolf, . ©

Of his own renr.\rdlngg Wolf lists the
following as his persanal favorites:
“"Smokestack And llghinm’," Il Be A-
round’’, “How Long'', “'Goin' Back
Home”, "Gein' SlowSlow’’ and hisgreat-
est favorite of dll {and one that strangely
enough he has never recorded), "
Should Have Been Gone.” His hits in-
clude “"How Many More Years'',
“"Moanin' At Midnight”, "Na Place Te
Go'', 44 Blues" and “'300 Pounds Of
Joy."

In discussing the meaning of the blues,

kkkkk

HOWLIN" WOLF

Wolf said, “If @ man has his ups and
downs and you start worrying, you've
already got the blues. If you're broke,
you've got the blues. When you don't
have any money, those are the low-
down blues. If the woman in your house
den't treat you fair, when you hear
those blues sounds, that's the first thing
you think of - and then you may go
out and get you some whiskey.”

Howlin' Wolf lists his favorite blues
singers as Charles Patton (Hook Up My
Peny and Saddle My Black Mare"), Blind
Lemon Jefferson ("Blues Come From
Texas"), ond B.B. King. But of King he
made the qualification that "l like every-
thing but that cryin' string. | don't like
that - I'm gonna be straight.”

It looks as if Howlin' Wolf has the
artillery, both in his own arsenal and
in that of his hand, to make the mest
of his new string of American and
European bookings, his contract with
Associated Booking, and the upsurge
of interest in the blues that is apparent
throughout the world.

The Wolf is finally coming into his
own, but you can keep your traps in
the barn. Just set up your turntable. O

43
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Mike Bloomfield

Big John's, Chicage

Personnel: Bloomfield, guitar, Ppiano, voc;ull'-
e B, Sl o i

Growing out of an accompaniment unit
for blues veteran Eig Joe Williams, who
has since taken to ihe road, this group has
rapidly evolved into one of the finest,
fiercest-swinging rhythm-and-blues com-
binations in Chicago. »

In the first few weeks after .Wﬂila_ms
left, the group suffered from time diffi-
culties, much of which must be laid at the
feet of its then drummer. W.ith_ his T~
placement by Mayell, the addition of bas:
ist Wolff (later replaced by Warner) an
more recently, pianist Friedman,
Bloomfield sextet has developed into f
tight, cohesive unit that generates 2 170""“t
ful—if a bit thunderous and unsubtle
times—rhythm. 5

The group is built around the gifted
leader-guitarist. Recently signed to 2 "leé
cording contract by Columbia, 131_00_‘“ﬁc
apparently has no limitations Wit
confines of blues guitar.

He offers fleet, superchargcd modcr:
r&b guitar pyrotechnics with 1115_5?“;_
case with which he re-creates the mﬂ:d!’
ating, vigorous bottleneck style of Mt o
Waters. The range of his playing is P
much confined to postwar blues §

them off with drive, vigor, an
mate ease.

that he plays too much, for he ten
turn each piece into a virtuosic

1965 March 25 — Down Beat
Review by Pete Welding of Paul Butterfield’s Blues BanBligtJohn’s in Chicago. MB was not there.

1965

Clips from TV series “History of Rock — Part 3" takesnf the movie FESTIVAL!

tyles, -

and it must be admitted that he brios®

d consum- !

-
If Bloomfield has one drawback lta

kkkkk
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R Iy . -ty M
much 8o, in fact, that fthe virtuosity
is to cancel itself out through over-
gement.

ploomfield, alas, is not much of a singer,
{ most of his vocals seem more like
. toneless shouts than anything else.
1 at the volume this group normally
fays, it doesn’t make much difference.
any event, the singer at least does not
«rt to the annoyingly painful attempts
recreate Negroid vocal inflections that
g (for me, at any rate) the work of
h young white bluesniks as John Ham-
ond Jr., Tony Glover, and John Koerner,
yong others. Pianist Friedman offers an
wasional unforced blues shout to the
oceedings as well.

Adding a fine blues dimension to the
oup’s work is the idiomatic harmonica
aying of Musselwhite, a young Memphis
ses fan who has learned much from the
ues men of that city and Chicago and
b0 has developed a convincing and
hy approach to blues harp.

He and Bloomfield have worked out a
mber of arrangements that voice the
piar and harmonica in unison, and these
quite effective. Musselwhite is easily
e most relaxed player in the group.

As noted previously, the group’s biggest
tblem has been time. This has not yet
een entirely licked, though progress is
ing made. On two nights of review, a
wk apart, the band was right on top of
ngs the first night, playing strongly and
ih fire; a week later, however, the men
st couldn’t get together, the rhythm
emingly coming apart at the seams. On
latter evening, the group was to-
her only a few times, with the bulk of
h performances marred by rhythm play-
g that was like a tug-of-war.

§till, the potential of Bloomfield's group
quite high, and when the rhythm
s and they catch fire, they play a lot
good, potent rhythm and blues.
—Pete Welding

Filmed at Newport Folk Festival July 1965.
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1966 January 6 — Variety
Review of BBB playing a 50 min. set at Poor Richards, &joc
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1966 February 7 — Crawdaddy.
Review of Mellow Down Easy — Butterfield Blues Band singh Elektra 45016.
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1966 March 19 — Melody Maker.
Article “Shades of Blue — A band with a new traditiorbhfes” by Tracy Thomas. Paul Butterfield interview.

kkkkk

1966. May — Hit Parader.



Article: “a Hullabaloo for the Blues — The Goldberg-MilBand.” 2 pages.
MB is mentioned playing at Big John’s.

a'm\‘ |
o> 4 Hullabaloo -
© for the Blues
the Goldberg—Mi_'ll_er Blues Band

Yo
In

[ ]

el

STEVE MILLER MAURICE MCKINNLEY

ROY RUBY
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1966 August —
Various reviews of BBB's first album.
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1966 August?
Reviews of East-West album. Pop Spotlight & Record Mi&@ds: Mojo Navigator

kkkkk

1966. Oct.-Nov. — Tour of England
Program for the Fame — Farlowe tour of England. 16 pages.

kkkkk

1966. October 8 — Melody Maker.
“Butterfield’s set for RSG!”

kkkkk

1966. October 22 — Melody Maker.
“Butterfield’s Blues Men Aim to Spread Their Gospel int&n”.

kkkkk

1966. November 12 — Melody Maker.
“Butterfield’s booked for British Clubs”.

kkkkk

1966. November 14 — Disc.
“Can you tell Cream from Butterfield?” by Hugh Nolan.

kkkkk

1966. - Melody Maker.



Marquee Club, London November 10, 90 Wardour St. w/Wynderdg F
Ad for this show at the Marquee. Melody Maker Nov. 5, 1966.

Ad for this show at the Marquee. Melody Maker Nov. 12, 1966.

A short review of this show was brought in the Melodykktamagazine.

butterfield blues hand

The Burterfield Bliss Band has sppeared &t clubs on Crigaps's Scuth 5ie and
the fashignagle Mezr Morth Sids, ac Los Segeles’ famed The Tripoans in Mew
Tork &1 the Groenwizh Willage Tafe Au Go Ga oged the Willaze

Appearznces 20 Lie Mewpesr Folk Festival ard the Monterey [aze Festival
were widely acciaimed and the band's repurstion as the mostwital of the new
ro& b groups has sgread tasoughcun Britain ang che Centinesd ircliding 2

Melody Maker pell designation as the “Mew Stars of 15637

b Srodp s ndw accerdes wajor 5tar statas by folk audiences, jazz aud
ard Pop fans slike. Theagh most of their material is stll in che hars
category. these experiments have led e 2 new aspect of the band's work e

displayed in che astounding [3-mindte ool trazk, Eagecvess, on tf
newase LF,

With 5o many rizaly diverse ralents, it s certain’ char the soor
erfied Blugs Bard will take many mers fascirating and rewars

n I e near future;

CPoR O T

JON EMI RECORDS
SINGLE

Sunn

COLUMBIA DB 8015

LP

SOUND
VENTURE
COLUMBIA
5% BO7AE

EW FIZIA15 [Tra Gepespmer D3 LI4
EWOFDLZE - %0 WaNISESIEA BLiawt o LINICH W)
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1966. — Melody Maker.
Short interview with MB: “The sad Chicago blues s¢ene
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1966. — Melody Maker.
Ad for East-West.



The BUTIERTIELL
BLULS SAND

came roaring out of Chicago 18

& casrwese

months ago with its first Elektra
LP (EKL-294). To signal the notable
event of its first appearance in
Britain, Elektra has just released
The Butterfield Blues Band’s second
stunning LP, ““East-West” (EKL-315)

which presents this hard-driving

group at the top of its form. BBB

enthusiasts should note, too, the
band’s first single, “All These
Blues” c/w “Never Say No” (EKSN-
45007), two of the East-West tracks.
Highlight of the new LP is the
astounding 13-minute title track
which shows The Butterfield Blues

Band exploring fresh, exciting

forms.

N
4

For catalogue scnd s.a.e. to Elektra Records (U.K.) Ltd., 2 Dean Strect, W.1
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1966. November — Crawdaddy.
Review of East-West album by Jon Landau. 3 pages. _
“Blues ‘66" Interviews Part 2. John Lee Hooker — Butt#diBlues Band. 8 pages.

Interviewer Paul Williams.
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1966 November 26 — review of Town Hall, NY concert.

Review from unknown news paper or magazine: “Buttetf#eBlues Band an Impact Act”.
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1966 December 1 — Beat Instrumental.
Article “Paul Butterfield” 1 page by C.P.

kkkkk

1966 December 3 — Cash Box.

Full page advertisement for Dynovoice 266 “She Comes Tolyidhe Chicago Loop.

*kkkk
1967 January — Crawdaddy

Note about recording and releasing single “Come On In”.
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1967. January — Hit Parader. _
Article “Mike Bloomfield Puts Down Everything” 3 pages.

__'rh’r Rayvadev Temvury (46 7

B e _ -
"MIKE BLOOMEFIELD

(GUITARIST with PAUL BUTTERFIELD BLUES BAND)

PUTS DOWN EVERVTHING

By now, many of you must have heard the Paul Butterfield Blues Band albums and marvelled over
the guitar playing of Mike Bloomfield. Through Mike’s incredible style, the world of pop music has
become mich more aware of blues in general and Mike's idol, B.B. King, in particular. Currently Mike
Is the most influential guitarist in pop music as evidenced by the hundreds of lead guitarists in minor
bands learning from him. ‘Mike is also in great demand as @ session man. He has appeared on albums
by Dylan, John Hammond, Peter, Paul and Mary and many others. Jim Delehant cornered Mike at the
Cafe Au Go Go, the ting place of ici and had a little chat with him. Here goes.

JD: What was your very first ex-
perience with music?

MIKE: It was hearing “South
Pacific”. Qutside of children's rec-
ords like “Littie Orley” and “Bozo
Under The Sea”, My parents had
absolutely no influence on me mu-
sically,

1D: What “was your first exper-
ience with blues? '

MIKE: With the guitar playing it
was my cousin Charles. He started
playing guitar when | was 13. |
got a guitar because he had one.
That's when | started playing gui-
tar. | really can't tell you my first
experience with blues because |
washearing it and didn’t know what
it was, Then, when | realized what
it was, a whole new world of ar-
tists and entertainers from Chicago
opened up to me. | was about 16
or 17. | had been hearing blues
records since | was 13, and | really
liked them. But, | didn't know what
they were. | heard them on radio
station WGES in Chicago. They had
this DJ., Al Benson. It was an all-
blues station. There were Chuck
Berry songs | especially liked -
“Deep Feeling” and ‘“Wee Wee
Hours", | never knew whatset them
apart from the other ones. It was
the sonority of those blues notes.
I could hear them in Gene Vincent
guitar solos and Fats Domino songs,
When | was 15, | started hearing
guys like Lightnin' Hopkins and
John Lee Hooker. | bought albums
by Blind Lemon Jefferson and Big
Bill Broonzy and Jimmy Reed. But
| still didn't really know who they
were or what the blues were.

JD: When did you find out what
itall was?
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MIKE: | had a fairly rough idea
about the musical form and | knew
mostly colored people sangit. Then
one summer when | was 17, we
moved to Hyde Park. There were
a lot of folkies around there. They
were interested in blues from a
musicalogical standpoint - artists,
their records, guitar styles. That's
when | started to learn about it
as an idiom. By then, my rock
and roll experiences had made me
a fairly proficient guitarist in that
area. | just liked that type of gui-
tar playing, not knowing it was
blues. Then 1 heard guys in person
that played that way. I played with
guys_in hillbilly bars and colored
bars. | started to sit in all the
time. | couldn't really tell the
difference between what 1 played
and they played, but there was a
difference. Then | became more
and more interested in the music
as a musical form, intellectually -
artists, data, the history. But |
didn't get to understand playing
the blues correctly, the notes right,
until 1 started working with Paul
Butterfiéld's Blues Band. Well, no,
| think | started to understand it
when | had my own band a year
before | joined Paul. | wasn't really
into it on a full-time basis until
Butterfield. '

JD: Did you always play ampli-
fied?

MIKE: No. | started working clubs
when | was 15 with rock bands. You
see, the difference between a song
like “00p Oop ADoo" and “Money”,
which every white rack and hillbilly
band | knew did, and MuddyWaters
songs is very slim. When | was 17,
| went down and saw these cats
like Muddy Waters, heard them and
saw them. And | really learned.
Bluesis not just notes. It's a whale
environmental thing with nuances
of song, speech and the whole per-
sonality of the people involved. It
makes me feel good to understand
it. It's a personal thing. | have a
personal attachment to the music.
It's absolutely part of me. It's the
music | understand best, with com-
plete feeling and all the subtleties
involved. It's just something I'm
really into. My main influences in
guitar playing are Lightnin' Hop-
kins, but for a long time | played
a lot of folk guitar - Travis style,
finger-picking and a lot of country
blues. But my main influence today
is B.B. King. He's my maininfluence
in music. Enough can not be said
about B.B. King. | consider him a
major American arist. There's a

S e it

book by Charles Keil called the
Urban Blues, Chicago University
Press. That book tells all the things

| feel about blues that I just can't-

say.

“ID: Remember when you said you
wanted to play with Ray Charles?

MIKE: | still want to very much.
Some of the guitar playing on his
records is vile. But he's got a great
guitar player now. I'm very content
playing with Butterfield's band.
Playing with Ray is like a pipe
dream. It would just be an incred-
ible thrill to play with him because
he and his band are so good.

JD: Besides B.B. King, who are
some of the other guitar players
that have influenced you?

MIKE: The whole school of Chic-
ago guitar players. Otis Rush, Buddy
Guy, Freddy King, Albert King, Al-
bert Collins, B.B. King, Eimore
James, Hound Dog Taylor, Muddy

Waters, Earl Hooker, Little Smokey _

Smothers, Big Smokey Smothers.
The different accompanists - little-
known cats that played behind Little
Walter - guys like Luther Tucker,
Fred Robinson, Louis Miles and
some of the older Chicago guitar
players like John Lee Granderson,
and a lot of piano players because
| played a lot of piano. Piano play-
ers showed me a lot of stuff. Sunny-
land Slim, Cats personally helped
me, tike playing along with them.
Some cats would really take time
to help me. Sunnyland took me
16 his house a lot and really helped
me. Other cats took time out -
Big Joe Williams has been almost
like"a father to me. He's been
very kind and taught me a lot of
stuff. Just watching him, | learned
how a cat lives junglely. It'sarough
world, his world. But, he's a rough
guy. And our own guitarist Elvin
Bishop taught me a lot of stuff.
About 4 years ago, Elvin taught me
awhole lot about basic blues gui-
tar. He got me started on playing
stuff correctly. L

JD: Did you play with Howlin'
Wolf'sband for a while?

MIKE: No. | sat in with him. |
sat in with every band | could. |
never played with any big name
blues bands; Elvin did though. |
mostly learned stuff from playing
with my own bands.

1D: How did you get in with Bob

lan? :

MIKE: He called meonthephone.
| met him once at the Bear in

Chicago, in his earlier unamplified ~

days. | wanted to go down there
and show him what 2 lousy guitar

-

AKX

Way over there on the left, Paul Butterfield and Mi,k;é i

wail. Above, Mike

player he was. | was incensed by
the liner notes on his first album
which said he was a good guitar
player. | found out he was really
a nice guy. Then | saw him again
in New York at a party and we
played a little. Throughthe strength
of those two meetings, he called
me to make a record with him.
There might have been something
else, | don't know.

JD: Were you on his first ampli-
fied session?

MIKE: No, that was Bruce Lang-
horn, a very good guitar player.
That was really folk rock - Dylan
and a few sidemen. The session
| played on was just a big rock
and roll band.

JD: There seems to be a lot of-

“blues bands cropping up now. Do

you think it's about to happen in
a big way?

. MIKE: No. Because | don't think
any of them are any good. None
of them even approach playing
blues correctly. There are all kinds
of blues, Chicago blues, country
blues, jump band blues, there's Joe
Turner type, B.B. King, Ray Charles.

+I've heard certain English cats who
“are extremely talented - Jeff Beck

of the Yardbirds, the kid from the
Spencer Davis group, Steve Win-
wood - he's unbelievable. There's
another kid, he's on that Elektra

tells Bob where it's at.

“What's Shakin'" album w_é're on,

Eric Clapton. Over the years, I've

heard certain white individuals that
can really play blues well and ‘a
few good singers like the Righteous
Brothers, who are a bit too affected
for me. Most of these bands do
good modern electric rock and roll
music and lovely ballad things. But
they don't playblues, for mymoney.
It's nat authenticallyright. It'sgood
music, but it's a farcical attempt
to play blues. You've got to live
with it, really hear it, you've got to
know what's happening inthe world
that created it. You've got to know
the artists. It's a rough thing to
learn because it's completely for-
eign to most cats’ environment.
For my money, nobody plays it
but us. .

D: Do you like country western
music?

MIKE: I love it. | played blue-
grass for a long time. I'm not really
into modern country western. |
don’t know it a lot. | was just in-
terested in it for a while. | love
steel guitars and dobros. | think
I'd like to play steel sometime,
but it's a whole new concept; the
pedals and all that. | play a little
dobro but not good enough to play
anywhere.

JD: Did you ever play any_phessi

Checker sessions?
{Continued on next page}
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{ Continued from last page}

MIKE: | didan overdub ona Chuck
Berry song called "It Wasn't Me",
| just hung around there a lot. |
wasn't good enough to do session
work when | was living in Chicago.
Now | am. If | go back there, I'll
see if | can get more session work.
Chess has a whole stable of cats. -
They've got a hillbilly cat who plays
pretty fair blues guitar and they've
got Buddy Guy, a wonderful guitar
player, but he's got personal hang-
ups. It's a very tight clique-ish or-
ganization. It's very hard to get
with Chess and | imagine it's the
same way with Motown.

-th;__.._'lﬂr_..._.._;-lh_rlh—_._aﬂcﬂ

- JD: Why are you interested in
Motown?

MIKE: I'd like to play on their

L.r sessions. They don't have anybody

down there who can play like |
do. I'd like to go down there and
say “Well, here's what | can do,
maybe you can use it.” It's really
just the money that interests me
and the clean arrangements. Mo-
town music is musically perfect,
but I find itbland. It's cultured soul.
| really like the new Atlantic sound
- Joe Tex, Percy Sledge, Otis Red-
ding, and that new one “Laundro-

—K

mat Blues” by Albert King - great
lyrics. | like jazz things a lot, too.
= My own style has sort of been

N going towards that.

JD: Why do you think “Barefoot-
in'” got on the chart?

X MIKE: That's on the chari? An
old shuffle like that? | don'tbelieve
it. | have- very little faith in the

) taste of white people. Maybe it's

X just because he sings “Barefoot- Mike tunes up with folk queen Joan X
in"". It's a good record. How about ‘Bacz before a performance at the 1965 .
“Get Out Of My Life, Woman" and Newport Folk Festival.

% "Hold On, I'm Coming™? It's getting U
more liberal. I'm sure Motown paved ° been hanging around with a lot ®
theway. Atlantic has reallypsyched . of music critics that have been

¥ out the Negro working class people helping me with my musical taste.

7 and they're really catering to their Some cats are just geniuses and 2
taste. Listen to the lyrics of some some aren't. Those geniuses are )
of the Joe Tex records, they're really worth listening to. Guys like

= really just simple and moving. “I've Thelonious Monk and Charlie Min- Y
been beaten up and tossed around.” gus, really geniuses with great x
Straight gospel arrangements be- ideas. They're humorous and in-

J hind them. Very moving. | like a telligent people and their music  °

%  lot of jazz guys, too. The ones that is witty. If you hear it and under- x
can blow real hard. Powerful mu- stand it, you're really in for some
sicians. Roland Kirk is one of the pleasant intellectual develop-

& mostincredible musicians I've ever ments. O
seen in my life. You watch him ———— f
and you're so filled with joy, you're ' - ; .
seeing so much beauty and power In the next issue, Mike tears into
pouring out of that guy, you just singers with ludicrous accents, bad

‘ <
start laughing uncontrollably. music and (arf arf) reveals how h
Archie Shepp, too. As | play more he plays guitar.
music, my taste gets better. I've I ‘J.
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1967. February — Hit Parader.
Article “Mike Bloomfield Puts Down Everything Part IP pages.
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'MIKE BLOOMFIELD |

(GUITARRIST with PAUL BUTTERFIELD BLUES BAND)

PUTS DOWN EVERVTHING

PARTI Febrvary (967

e M K i K K e

"

Here we are back ot the Cafe Au Go Go continuing the final half of our chat with Mike Bloomfield. Since last month, Mike
and the Paul Butterfield Blues Band have entered the national best-selling charts with their latest album on Elektra “East-
Wast". Mike also played guitar with some of his buddies, the Chicogo Loop, on a new single, "(When She Wonts Good Lovin']

She Comes To Me".
roll the tape.

JD: What do you think of Bo
Diddley?

MINE: | don’t like Bo Diddley.
I think he fell upon a gimmick
many years ago and he's milked
it ever since. He has a Mississippi
accent and he uses pretty pithy
subjects - like mojos and all that.

JD: But | saw him play to a white
audience and when he did his dirty
dozens, the audience never even
cracked a smile.

MIKE: No. They take it all too
seriously. The white audience in
this country doesn’t know what's
happening in music. They have no
idea how to listen. In England they
.know intellectually what's happen-
ing and what the words mean.
They're rapidly pro-Negro. And old
guys can go over there that can't
even play, and because they are
archaic old Negroes, they'll be ap-
plauded like mad. There are cats
like Big Joe Williams that have a
Iot of poop left in them. But there’s

-cats that just don't. One cat, John
Henry Barbee, an old authentic
blues singer who died. | met him
when they tried to-revive him, but
he was just too old and tore up
to play. Peg Leg Howell, who was
recorded on Testament, is another.
It was like showing a movie of an
old acrobat who now is a complete
cripple, feebly trying 1o climb his
parallel bars. That's a bad thing.
But guys like B.B. King and Muddy
Waters who are speaking to the
people-there are so many things
in their music that just completely
pass by the kids. Most kids Tisten
to their music because it has a
beat or because they know it's
Muddy Waters and it means some-
thing cloudy and obscure to them.
Or they're folkies and they know
it's blues, A few cats actually lis-
ten to blues and enjoy it with all

the gusto they can. There's so
much going on lyrically - an af-
ficione will appreciate things that
another cat will miss. I'm using
that ‘Spanish word because it's the
only one. You have to live it, it's
got to be part of you.

1D: You once said the same thing
about Indian music.

MIKE: Right, that'sanother thing.
| don't know the scales, but if you
hear it, you can understand emo-
tionally what's happening in that
world of nuance that's going on
there. That's very important if you
want to get away from just playing
the drone. The long piece we do
is not Indian by any means. It
just conveys the feeling. To get
emotional is the most important
thing in all music. if you can't
get emotions out of your audience,
it doesn't mean a thing. Swinging
will almost always do that, Many
of the blues bands don't swing.
Swinging is an archaic term. Some.
times we don’t, but we're capable
of hard swing.

1D: Is your single going to be a
hard swinger?

MIKE: No. Our single and LP are
in “drerd" so far.

ID: They're what?

MIKE: It's a Jewishword, it means
they never got off the ground.

JD: Didn't Dylan write a song for
the band? -

MIKE: The song is on his album.
The song is in “drerd” too. It's
called “Pillbox Hat". It's a cute
song, but nothing special. We're
so weary of putting out straight
biues. We get uptight in sessions,
Our organist, Mark, and | are writ-
ing songs and they aren't blues at
all. | guess they're folk rock. We're
not writing songs for the group
and it's a hang-up. We should have
some good stuff, but our tastes

are too high and we're all so dif-
ferent from each other,

JD: A little while ago you said
the white blues bands aren't good
enough, but den't you think they
could be a commercial success?

MIKE: Sure, they might take over
completely, but it will be so messed
up and phoney that it won't even
have a chance. It happened before
and it'"ll happen again. It happened
with guys like Elvis Presley who
were talented and adapted blues
in their own way. Even though he's
very groovy, he ruined the original
idiom. The Stones did it all over
again with their ridiculous “Little
Red Rooster”. We're doing it in
2 way, too. 'Cause we're not the

real thing, either. The Stones are -

groovy, They do good rock and roll,
they do Chuck Berry songs well.
But that cat can't sing. Listen to
Chuck sing and then listen to Mick
Jagger - he just can't sing. | con-
sider myself as good as most of
the contemporary guitarists that |
learned from. Paul Butterfield CUTS
the guys he learned from. Little
Walter and those cats..Paul cuts
them. You gotta be THAT good
to play this stuff. You've got to be
as good as the cats thatare playing.
You can't be a paleimitation. There
are things that Muddy Waters did
that you just can't get to. | can’t
play them myself. In Chicago those
people are professional musicians
and they'll laugh at you. I'm sure
Muddy says good things about the
Stones because they do his songs.
But you got to play just as good
as the other cats. Then you know
what's happening. Most of these
British and American guys just lis-
ten to recrods and imitate them.
When | say imitating, | mean lu-
dicrous, accented, ridculous,
bogus, uncle tom, tasteless, crude

In early October, the Butterfield Band turned on the British with some shows in England. Now, let’s

imitations of a really nice thing.
Mow they might get the notesright,
but these ludicrous accents just
embarrass me. | sang exactly like
that for a long time and | still
can't sing. If those words really
mean something to you, you'll give
them the right emphasis without
copying somebody else. | wish |
could say something good about
all those cats. I'll tell you a good
blues singer: Bob Dylan is a fairly
good biues singer. On his new al-
bum, “Obviously 5 Believers” he
does some nice singing.

JD: Do you think the Motown
sound will kill blues?

MIKE: No, Because the people
that are buying Motown records
aren't the people that are buying
blues records. The people that buy
blues records - that is, records by
B.B. King, who is the biggest name
in this country (Ray Charles is not
straight blues anymore and Muddy
sells locally) - B.B. plays the South,
New York, the West Coast. He has
big crowds - working class people
ranging in age from 20 to 60. They
know who B.B. is, he’s a legend.
The people who listen to Motown
records are kids. But, Motown is
too sugar-flavored. You can dance
toit, butthose dancersaren't gonna
buy B.B. King. Actually, I think it's
good for the blues. Anything that
gets Negro culture across to the
white kids is good for the biues.
It might water down the blues, but
it will certainly help the income
of a lot of artists that aren't doing
too well now. Like their songs will
be recorded, and although B.B. is
happy where he is, he might get
the recognition he deserves.

JD: Have you met any young
colored musicianswhowanttowork

(Continued on next page)
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in the tradition of B.B. King?

MIKE: I've met lots of guys in
their 20's who play straight blues,
but not teenagers. Maybe some-
where down south in Stonewall,
Mississippi, maybe there's another
young Muddy Waters listening to
Jimmy Reed on the radio and pick-
ing it out. | think the music will
always be there for people who
dig it. It's not going to die out.
Maybe as living conditions get bet-
ter and the basic causes for the
blues get destroyed, it might. But
| don't think so. That music is go-
ing to move people always.

JD: How do you find Negroes re-
act to your music?

MIKE: We've had very good re-
action, because Negroes: seem
proud that we want to learn about
their culture. Also, their standards
are higher than ours. Shuck that
will pass with white audiences, will
be considered shuck by Negro au-
diences. I've had great experiences
in cutting contests with other gui-
tar players, sitting in with bands
and freaking the house out - jams
for hours. But we had a disastrous
experience playing the “It Club”
in L.A. It was just empty. That was
the only disaster. But Paul Butter-
field played for a whole year at
an all-Negro club. He did very well
at Sylvio's where Howlin' Wolf plays.

JD: Do you think the band will

ever be interested in electronicmu- -

sic?

MIKE: I'm already into it. But
the way-out stuff | dont know.
| don’t use echo chambers and
fuzztones and machines and stuff.
‘It's like learning to play a whole
new instrument.' You've got to
learn how to play electricity. May-
be | will someday. It's too much
right now. I'm still learning how to
play music. Electric music is learn-
ing how to play the amplifiers too
and the other equipment, like
colors, strobe lights. It's all very

groovy, good way to make money
and blah, blah, but we can still
play music for a while.

JD: Are you serious?

MIKE: It's the music of the future.
It doesn’t have to be degenerating.
It's just too much work to do it
now. I'd have to learn all new tech-
niques.

JD: Who are some of the groups
that you like?

MIKE: I could name good groups
and bad groups. Groups that | like
are: The Blues Project, The Fuggs,
Mama's & Papa’s, the Lovin’ Spoon-
ful, The Mothers, The MFQ, the
Byrds, the Beatles, very, verymuch.
| think they're geniuses. They're
electric musicians of the highest
sort, and | like Bobby Dylan, Bobby
Goldshoro. Dylan's guitar player,
Roby Robertson, is good, too. And
that's about it in the pop scene.
| could tell youmore people | abhor,
like Lesley Gore and Nancy Sinatra
and all the people of their ilk. I'm
amused by Herman. He's getting
better though, much more bluesy
as he gets older.

JD: What kind of equipment do
you use?

MIKE: | use a Gibson Les Paul
guitar. It's about a 1958 or 59
model. It's gold and it's got 2 pick-
ups, a toggel switch, 4 controls. |

use a Fender Twin Reverbamplifier,
| put the volume on 10, the treble
on 10, the middie on 5, no bass,
and the reverb on 2. Lately at the
Go Go I've been putting the volume
on 5.

JD: Being from Chicago, do you
like Nelson Algren's books and
stories? ‘

MIKE: That's one of my favorite
writersin the whole world.

1D: Have you ever met him?

MIKE: No. | never have. | think
he's a cat that would really under-
stand the blues and enjoy it. James
Agee is another cat who might have
understood the blues.

JD: Living in Chicago, are you at
all aware of the romance of that
city?

MIKE: No. I'm completely un-
aware of it. | lived in the suburbs,
from a fairly wealthy Jewish home.
I'm unaware of Chicago. | like it.
It's pretty slummy. I'm aware of
a lot of the blues legends there.
The famous passing of Sonny Boy
Williamson No. 1. His fatal stab-
bing. | heard it from five different
people who all swore they were with
him the night he died. How they
brought him home, propped him
up in the door, rang the bell as
his inert, bleeding body tumbled
in. That world I'm very aware of. O
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1967. March — Hit Parader.
Article: Meet the Chicago Loop. 2 pages. It's mentioned Mtplayed on the first single.
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re woiting lor o club lo open,”

i Judy, the peiite blanda vocalis
of tha Chicags Luop. "But ihe opening
wor deloyed 10 we [usl sl oround i
a bosemant reh ng and getting dis
couroged. We dedded 1o come jo New
York for o wealend,"

They brought o demanstration fope
with tham < win sorge they'd recorded
in somecna's living room. They alse
hod -pictures ol themselves ond they

said Bob, “'We played
the tapa lor anyone in the eeord busk
ness whe would listen. Bob Crawe's
oitice wos one of the ploces we wan,”

The noxi thing that hoppened was g

Lovin') She Comes To Ma'
ogo Leop, one of the meil fun recands
ol the year.

The Chicego Luop ure fun ioo, As they
sal guielly In our olfice one aftermoan
wa found It difficult te ballave that these
klx pice people were the same
wha did all that shouling and lovghing
and stainping on the record, Bul thay
did. Excapt John Sovanne, thelr leod
e just joined the group,

Jumps up and down as wall oy makitg
@reovy guiter sounds, But when the
Chicage Loap recerded “She Comes To
e, they didn't hove o lead guitari
A Iriand ol theirs, the Incradible Mike
Bloombisld, the king of the wh <
vl in and rmslly

o, John shouts, loughs ond_

Althaugh It may net ba opparent
lrom thelr lirst record, rwao of the Chie
ugo Loop were in Folk mysic
tima ogo ond the othen aiw wall
in thythm ond blues or rack and rll,

Judy Movy, vocalist and “uillity” par.

ianist, and Bob Stowsan, whe sings
yihm guiter and har
anea folk singers. Cigani
Barry Goldberg, drommar Ju
ond boss gultarie! Carmen Riale are
veteans of Chicage's thriving #& 8
scane, Leod guitarin John Savanna hai
been in dotens of rock bands in Naw
York.
Everyona was oul ol work when thay

decided to join lorces in Chicage, For,

they called themslves Time

Myt

N 6

i PARAMET

In high schec] and of locl charity shows
and ploces.

At Len & Judy, they reconded on
album, “Lave Iy BiHervwes!”, ond song
¢ April Lon [oined the
want i Michigan $iate
dn't Iike it because "There

College

woi no place fo sing except for jug
ba

Judy re-

ey did. Togethar.

i thing ‘wa mu ad
preity ond vary chorming.

Judy in vary

Tennessee i
tion, WLAC

mueh. And snywoy, | wonled 1o gat
infa rock.'*
Than he mat Judy,

CARMEN

Carmen Rigls was bom on July 22,
1945 In Greenwich, Cannecticul. He
Ing the basy when he was
d Robby & The Troubodon
many ¢lubs acron the coun
uding the Thunderbird In Las

ond playee
try, Inched
Vagos,
“ia ware dolng thythm and blues
befate most white groups picked i up,”
sald Carmen. "'Maybe thal's why we
didn't gt & breck, We wora foo early,”
Robby & The Treubodors spl wp
Carmen soysd in Chicoge where hé
mat Mike Bloomlield and Bony Gold-
barg ond fot of ather pacple who fiked
12 play thythm and bluss, Ha mal Judy
and Bob and things started happening.

BARRY

Millsr.Goldbarg Blves Band, ond the

Barry Goldbarg Bluss Band. A very nlca
Intmrview with the Miller-Goldberg Blues
Band In on poge 50 of the May '66
Hit Peradar,

‘Barry wor wuppcasd to four |n Bob
Dylen's bond :hunlr bafara Dylan had
hls motorcycla occldent, Instecd, Barry
hung around Naw York, playlng on re-
cording sensians. He con be heted on
Mitch Ryder’s record "Davil With The
Blva Dresa On/Good Golly Miss Mally",

“IACK

dock Slemos, o Chicagoon since July
30, 1947, when he wou boin, clways
wonted fo play the deums. Ha got a set
whan ha wds In the &th grode-and bagan
bangling and erashing away. Ha dug the
Jomes Brown Band, drummers and "ol
soulful music,”

"I lvad in a colored relghberhosd so
| heard thelr music oll day long ond
gol to know how the pacpls |lvad,"
says Jock, "I worked In o bond which,
ancapt for the mnnphnn- playar ond
mysall, wosallcolored.”

Jack ke to linwn to Chuck Jockson,
Frldﬂy King. Tha Tempdations, Smokey

& The Miracl lenne Warwich, LilHa
Anthany & The Imperioly and Wilian
Pickel. He alsa considers Mifch Ryder
and the Rightsous Brathers the mm:

“soulful white singers.

He ‘was tha most lagicol d\nl:. ler
drummer of the Chicoga Loop.

JOHN
John Savanno, @ notive of the Branx,

Mew York, bom June 6, 1945, bagan
ploying the guitar whan he was 14

& wh all tha Litile Rich Bairy Goldberg, ham In Chicoge 23
and hey come ta New York and ployed lrom Randy’s Recard & yeary age, ramembars, “when | was  years old. When he wos 18, he starfed
Gelling the lyrics wai o problem, The  ai the Night Owl. 8ut nothing hoppened Bebgot ten yoars old | found o lunny siotion  ploying professionally on . weekands,
group mmambared the sanig when i far them, so they returmad 1 Chicage. qroup, the en the rodia, |1 dida't come | Ever since, he's been in mony diffarent

wot dane by tha Coosters in 1958,
bul when tha Loop went 1z Atlantic

Thali naxl tip lo MNew York was mere
sucemasful, That woi when they mat

wanl 19 colings I indiana and he op-
pecied or o tcla gy ol the 1964

good, but it playmd differ
af the progmms wos colled Jom with

bands, Induding @ law -h.m he wai
tha locder

Recods 1o get @ copy of the ariginel  Bob Crawe. Mewgart Felk Fastivel Sam | found oul It wes blues, rhythm I kept gatling mare and mars Invalved
varsign, Atlantic didn’l have ona. 5o Now lsl's mest the members of the hat he wan! gnd and blues and gospel. Thet way whot | in music” Jobn told us. "Whan | ws 17,
they wrobe the words o best they could  Chicags Loog one-by-ans really dug.” | was in o group that mode o reco
remumbartham, Jerry Lew lawli ard Litle Richard  Bul I nevar did anything, I've olwdys
The recording sassion wan wild. Pra- wnre big sn younp wonted to ke In o greup thol hed o
ducar Al Kosha wanled a 3 dimeniianal Jupy whan he lormed his own bond |n high  successtul record."
sound. The pary |des wen plenned, achool, Hiv first eaiional ol wos Alon Strah, moroger of the Chicoga
but al times if sounded liks o real browl  Judy Movy wos born in C} with Robby & roubodors. For 3 Loop, wan looking for o laad guikaris)

going on in the background. Everybody
scrsomed and yelieg ond, Bob Crewe,
who wwns Dyne-Yoics Records, bioks
10 dozan gloases on the floor belors
tha record wa linolly completed.

January 18, 1946 Whan she
yourg het father ployed “eld songs
nabiady's aver b o™ an the con
cutfing while she and her alder brothar
Len ang olong, Thay continyed singing

hove besn o
parience but |
My carest vary

groavy persona
couidn't see if furiher

yoars, thay foured ihe United States
When (he group broke up, Borry ce
turned 1o Chicage

Ha ploysd piatie and argan with Miks
Bioomiiald, Oty Rush, Juniar Wells, the

The sancger of Joha's groug eolled
Stroh ond John met tha Loap, +
™ dog thalr sound vary e said
John, "ond 1 felt ‘Hera's my chanca.”
Tha raat s histary, O 7

kkkkk

1967 April 11 — Advertisement

The Café Au Go Go, 152 Bleeker Street, NY is advertigifigm The Village Voice?): “Jam session tonite —
Butterfield Band — The Cream — Eric Clapton — Mike Bloomfiatdl others. Adm. $3. Beg. 8 pm to 4 cont.”.
What a night! As it turned out, Bloomfield did not pariie, it was “only” BB King, Eric Clapton and Elvin
Bishop. In the interview below from May Elvin talks abdlé evening. There is a picture from that night,
showing the three aces. Usually Elvin is edited out @futicture (see CD booklet “Riding with the King”).
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1967 May — Hit Parader.
Interview with Elvin Bishop about jamming with BB King anda@ton and taking over in BBB after Bloom-

field and other stuff. 2 pages.
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1967. Sept. 22. — Los Angeles Free Press
Mike Bloomfield: Honkies Can'’t Dig Soul Music” 2 pages. Byl Kerby from an interview with MB.



, BILL KERBY
{The following Is excerpted
from an Interview with Mike

when an extreme hip varonica is
going down, man, that audience
screams because they know the
1 they know the dialect,

, lon of the
Elecirie In deleted por-
tlona of the interview, which will
appear In its entirety in the next
insua of Scene magarine, Bloom-
fleld traces his musical develop-
ment and his split with the Paul
Buuorrleld Dlues Band to form

He discusses some of
hll favorite musicians, tells why
he cancelled his recent Bowl ap-
pearance with the Mamas and Pa-
pas, and some of the joys and
hangupa of his art.)

MB: You know what I'd really I1ke
to do, man? I'd really like to
work in places with colored peo-
ple In them, I'm so sick of work-
ing in front of honkles man, 1
Just can't stand It anymore,

DK: | saw sbout three or four
blacks out in front tonight and |
was thinking about you In rela-
tion to & mixed audiencs,

MD: In Chicago, where [ first
siarted getting together was o
club called Big John's. It was &
hippie ciub that was completsly
integrated, Just every tof hu-
manity possible and it was de-
finitely integrated and everybody
would get grooving together and
the groove would gt so mellow
_u was the only olub that | had
in my 1ife that was llke
"u( The onllest, onllest one and
I dug that aven di
,mwllnn in atraight

they know what they are sup-
posed to do.

Did you ever hear of Charles
Kyle's book The Urban Dlues?
‘When you'replaying bluesor R&D
or a certaln type of music it will
Invariably reach people who are
familiar with that music, really
familiar, man, For me with the
social Implications of the lyrics,
the feeling and everything, you
know, will freak them out, we
will be lelling It llke It is and
that's what we do. I want to tell
It to ears that understand what
we are t: g aboul.

White people just don't know,
they just don't know about mny-
thing. They suck entirely. Really
generally, in everything, but in
music It Is & horrible thing, I'm

ol m
oying them-
selves, but it's not whcnlwou]d
like o be, know. I think (f
we played In exclusively colored
places we'd be crow-jimmed half
the time right out of the fucking
scens, man,

In Chicago when 1 started
learning how to play there was so
much dues [ had to- pay, just so
many cats rapped so badly and
#0-hard Lhat it just made me so
up=tight—inl thére was Just as
many oats that took me by Lhe
hand mnd sald, *Young man let
me show youw
famous blussain,
aslde and sald,
straighten you out.*

1 don't dig freaking out people,

Freaking out the kids ls not where
my head is at, If they get freaked
out and enjoy the muslc that's
lavely, I'm vary happy, but blues
i8 & language and It is spoken
and It I8 called & response thing,
wa-n I speak the language | ex.
espoase, | expect screams

lnd yells at mppropriate mo-

ments, just like in bull fghiing

-

It atr me right out,
man. They did their best todo that
and that's where 1 want Lo be but
Ln this economy, inthis fuckedup
country, the black man will for-
ever be down unless s revolutlan
takes place whichit should, arm-
ed ravolution,

Thank God there are Malcolm
X's and Rap Browns aroynd who
ure {inally, finally getting the
pecple together loto revolution,
because this economy and this
country will never, ever, ever,

-
ever, allow the black man to get
anywhere, Llke all Civil Rights
bullshit, you were tralned, | was
trained, from birth to not be pre-
Judiced. Yet thesa crackers up
front who say, *fuck man [ don't
m It, they're animals, man”

they're up front enough so you
know where they're at.

Likke me, | pre-judge, Intel-
lectually I can eancel out blas,
but in my heart 1 have been s0 -
condilloned by this fucked up so-
clety ‘that | pre-judge. I cannot
look at & man and say *You are
a man,” just a plain man. I will
pre-judge him, I'l} say *You are
4 faggoet, you're a Jew, you're
whatever.” | just spend half of
my time just trying to clean my
head up and really look at things
in reality but of course the white
community will never do this,
man,

That's why we will never make
1t economically. Thal's why this
country is so tolally destroyed,
You've got & stupld fuckinrorack-
er for & President. [ mean
there's no doubt when you hear
the way he talks with a southern
accent, he's a stinking lousy
Tucking cracker. ['m sure he at-
tended » great deal of lynchings,
and gol off and came in his pants
behind the thrill of seeing that
body hanging there. Right in the
muslc thing It'a the same thing
because tha languige we are
spoaking will never
the people who are o
hear It, 118 just going lo gel worse
and worse,

BK: That's really sad,

MB: In a way I really feel that I
hava learned well, that ' ve really
pald my dues and that | can blow
the blues with as much depth and
Soul and feellng as any man, yst
1 feel It Is the black man's
music and the fucking honkies
have been capltalizing on It for
years.

Man, do you know when John
Coltrana died that the President
didn't even talk about him en
television? Can you belleve that
a major American artist, fucking

Car] Sandberyg died who Is s gri

genlus cat and who bas been ves-

tigal for twenty years, has been

Impotent, a used up scrotum of

s man, you know, and like a lly-
b

1

artists of all ttme died ud
the President didn't even apeak
about 1t, [ didn't evan hear It on
the radio, [ didn't even hear iton
the T.V. I'm really expecting
L.B. Cracker to get up there and
he should have made & speech,
you know, *Today all America
should hang your headsin sorrow
because a gre great artist
dled.® A hundred yearafromnow
they're golng to know Coltrane.
After L.B.J, is dead they']l pro-

bably know about that arilst.

(Continued on page 20)

“Page 20 'S-ep-t._-zzm,- 1967 Los Angeles Free Press

WHAT THE BLUES ARE ALL ABOUT

(Continued from page 14)
DK: You say you're playlag Negro
gigs. Eventually don't you have to
spread the languge or experi-
ence”

AlB: No, because It'S‘an enor.
mous thing, man, II'S too hard to
understand & whole cultural dla.
lect, to understand what Iyrics
mean, Like BB, King's song *I
Doa't want 1 Sole Hanging Around
Sy House Whea 'm Not Home®
or *Laundermat Blues™ by Albert
King—those things have a valid,
incredible meaning, lke *Back
Door Man,” the eats thatactually
EO out when the busband goes out
to work and cop some pussy, man
This happens everywhere, every
culture, every race; It bappens,

The cat can write 3 song and
understand exactly what you're
talking about. [ve seen shoot-
ings go down Lo clubs, I've seen
shootings for, that very thing, &
Yery simple matter of adultery
and you sing these songs and kids
will listen to It and not usder-
stand aword. They !l know the ly-
ries Intellectually o their minds
and they try to comprehend some
me1ning of thase words, but they
really don’t understand,

Whes BB, sings =1 Don't Want
A Sole Hanging Around My House*
1t's such strong IyTics, you koow,
I you're sick, man, don't call

the doctor, you just sulfer until
I cet bome.® That's strong shit,
*kkkk

that bis some strong messages,
man,

BX: What's ihe difference be-
tween The Doors dolng “Back
Door Man® and Welf dolng “Back
Door Man®?

MB: Both people know what It s,
they both really understand what

It 1s. Wolf |5 singing It becausa
Willy Dixon wrote it for him and
tald bim to slng it, but he knows
because be 15 a *back door man®
and a real pussy creep, and ha's
really into that,

Kids are getting more hip. Soul
music is really moving them. I
bave never seen a more inte-
grated radio thing. I'm amazed
that Ous Redding 15 selling to
white kids and Stax is anentirely
Integrated shop.

1967 December — Hit Parader.
Interview (part 1) with Elvin Bishop. 2 pages.
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. produce’ themselves. -

]
|

‘ Jyes.
We had [the Band and we had hired

. l1s 1
¢ plaving seond binlfar. 1 reit h was
being shitty dad that was & dryg. So.

1 Butter,| hacked sround for a-

while and that was more of & drag,

+ I wanted to geta band of my own.
Always wabted lo so me and
Barry Goldberg & band together. .

We ‘knew this guy hamed Peter

Strassa, that's three, and Nick the

. Gresk [Gravenites], that's four. .l

knew Nick in  Chieago,| Harvey

(Brooks| voluhteered his serviees,'!

really didn't dig the way he iplayed :

but 1 knew he was supposed io
really good) I'd. heard him play folk-
rock, Harve; ood. Harvey's learned
 lot of how lo

on his wayito

¢+ we mel Eudd

Eood | that ucra

» master,
[uue-) 'Buddy's so
me could believe it.

another horn pllyer' who s an apar.|
ing organ player ', . He played lmm
+ and uua||wiu-h=¢ over {o orgsn.
And that's hew ] got the band,
We:all lived here and 1 lost my
ass—a fortune feeding and housing
them, We [worked and like the mil-
lions of ideas|that 1 had never came’

because of Bud-

! didn't dig it but now I ru:l.ly dig It
: The b lhas become an extreme!
That's where It'
2 lot of good ideas
e abopt eventually if

going! T
which will e

the band gely to know esch other.
You've got to be thrown together|s
long time] to|" get close and | share
<knowledge. theught the |whole
thin,

mmuq. planning it out. I'm

véry Influented by producers, espe-
cially Phil Spector, 1 think it would
be really, better if the groups wwld

There's. another thing. The Kol 4
" Stones are|a really good: nd,
He, 1 der them like a bo;
band because they don't play me'd:
musle. They| don't- play - professionyl
+ musle for men, they play music for
young people, and even with the|
~ most intelligent material as 2 -
ulant; they|play music for the young,
Then there's a whole other thingi
the .masters| of music—the Beatlles
who slowly evolved to music for men
(patierns and serjous and
8. There's no juvenalil i
all. They developed the
Pop soeme.| And soul music is as se |
‘rious as !‘ﬂl can get, even in ifs’
most Irivolous momenta,
, Do you pay the boys in the mdl
as rdemen or share the bread equal-
~iy? [ |
. 'No one ! makes money, man Il's
| completaly coopefative, 1
1‘nr hassler in a Mg
Millions af them There's the
| hosslew, the |personality hasstes. One
| o ol .ms good as another cat, | '
i + Buddy'ls & person who -
‘o gings well. Any bagd
can be um;ur-d around him. He'
| got talent apd rzelmg 1U's very easy
to.get Boddy

euy to get Buddy ever to that
e That
| now.  We. have had _some  weird
| changes, really weird rhmgu Every- T
' Ibody got really birarre for a while |
' vand most bf it ironed out| The prob-

| for 2{pop record, groovin all over the

rlilouun ‘Put a m:l. ot people
in = room together and break it down

and get it together and break all of- |,

that personal shit down, You gotta
be ahble to really combine and eats- -
yoursell when you're playing to-
gether. You got to ook at the other
cat'and get off right there. And the
people are able to get off becauss Lhe,
other cats are getting off behind you
(und your whole sound xnd your whele
thing, - There's got to be that kind
of thing golng very strongly. It's got
to be that one thing, because Uf that
+ doesn't hlppcn it's all over. You ean't
make

¢ You du: Albert King. |You Botice
his band {s absolutely nothing, They
were dead schleps, dead ubltp- play-
ing behind him and Albert was the
only one who really messured up to
Albert's own sound. It was like they
were old tired blues players and it
was a drag. But Albert was exquisite.
It was weird to see this; exguisitely
exciting cai, Albert King, Ireaking
out mnd all these kids digzing him,
Here, this whole vast audience’ of
(which: he was upaware, He's been
fling sround the- bloea for 'all
|these! years and his band, whe
weren't hip o it at all—1 mean they
didn't even care. It was just a bunch
of white faces and that was & drpg..
Everybody was g o cooper-|
ate, but the ‘groove has gotts be
there, In other words, with Buddy
It's very easy io groove. He's mixed
up: sometimes It's emay to groove
1and sometimes it {sn't. But when the
‘groove 't there, it's very bard..
Omce| you establish the feeling. coce
everyone knows what he has to say,
then it just becomes a matter of say-

you really say it right

Why did you choose “Groovin' In
|Eu|u for your first single

did “Groovin' " because “Groo-

. well for several reasons:

two, because groovin was the thing

place [ figured well we got a pop
| record. In my, opinion “Groovin'* s
a great pop record, a really . pop
record from beginning to end. The
hornd, the guitar, the drums [ think
the ice la a littla old-timey, but it's

out of the studio and we heard it,
we though it was. really good. I

I think It's the best
| thul we are rel.n 1o do, pop-
{ wise. ‘But it wasn't released right
| which was a drag.

Whe produced it?

We produced ervi.n‘ " ourselves.

What do you of some of the
* current producers? wrm do you get
from them?
1 would like to bo personally pro-
| duced by Jerry Ragavay in New
York, He's one of tie greatest soul
producers. ['ve ever heard. John (Si-
i.mon, he produced some Dylan stuffl.
He's' yery heavy Phil Spector.
George Martin, cats-like that know
everything. They know every line,
every cue, every ldea, Every-bit of
percussion. They can constantly come
up with original ideas. They under-
stand the idiom: | they understand
theuhisiomy of rock and roll; they
know the board like they know their

lem is \n‘re instrumentally rnuy
i
. Y

hands It% an instrument to: them.
'rnq know every sound, -

| ing &8 best a3 yourean say it, because

m-'bouu;ucb-nrl 1

sound ls not-as

:

i

i

4
BEs

i...

'Efgis

E

i
s,

EER

i do. Paul's band had » unique|thing:

Paul could blend certaln talents to
! make the unique sound Lhat is the
| Butterfleld Band and which it has

f.wﬂiﬂ Band is really more standard.
| dzed than it ‘was’ when | was playing
 with it 1 played further out riffs.
Now’ it's a little more standardized
except they freak out a bit, sort of
A not-réally-jazz but ja-oriented on
some things. I don't know, In my
opinion, iour band is sort of leaving
them behind. In ours & lot of ldeas

' OH . our organ player, Is & moo-

ster, on fkeys, really hn“} He will
et Io be Just s good a1 anybodr. He
plays like Hendrix plays guitar.

Sema of your best nnff i Stax

: , Even though your growp
is larger and more compler, do you
find a streng rimilarity in powr group
to the Stax house band?

Ne, because ey have 2 very weird
coneept of enulr what they want to
do In Just the area where they're
working. They are diretted and
guided by a different combinstion
of talents, Duck Dunn, Al Jackson.
They have been playing that way
since they were In high school to
* gether.| Beven years is & good thing

¥ Look al'the Beatles going on for
years. Stax will go on: Nashville will

bathered to find really good things.
They bothered to find the best pos
IINI When T first heard “Hold On,
I'ml Coming,” well [ heard a new
type of singing, (1 mean Sam and
Dave. | mean [ hadn't beard bnything
like:that since 1 beard gome of thoss
cais/ o8 Arboolie Records or some

P vl

No, be's not that hip te reck far-
those yeary:

Iud but the sound of the But- .

go on| The resson in that they

- ] [ . 4 ]
thing. Those cats hv‘i.wlm like
sieel and young leather or

Otz was so unique, 8o individual, you
know, and like that's whers Stax ls
at., !

1t's Like with Motown, except that

| Motown s a lttle more shitty, like,

| really more and more sugary, Except
thai

funkier than blues and playing as
,about & down home &3 you ¢an get
"that's really woodoo musie, man,
boogaloo music. All music is extrems- |,
sophisiicated,

Dcmwnm' Motown =
:mmuonaah*umu‘
Idlitllndﬂ“kh:hbul!"orﬂc :
It's a very poulful song.
Itmﬂklmdolbtﬂf&h: |

material.
w-dnﬂ.mb.“'oﬁuonoh
& while. W
l&t"'.l‘bltl M
Yulh"Rlnelmwuﬁ.‘

Yeah, of course, because Harvey
and [ really dig it I kmow = lot about

bands. I
really love country music, I'm really
into it, 1 adore it I love country
#ingiog and writing, and It's stylss.

. Woday It's betier than ever, axcept
at today there stuffing it with
atrings and wtuff. Cats in that fleld
are hnuutu:. like the young Butl:

. Owens imi
The eats after Bu:k Marle Eﬂp
xud David Houston, Tmmy Wro-

great

country
music, but It's sowl music too, It
would be a litle of exch: it would be
mlnulu;mwhm.m.:mm
horns to play. like steel guitar.

Have you any interest in the ritar? |’

No, 1 can't give up my Life. You
-know I'd have 1o ait down and just do
that. Man, it's too hesvy.

Jerry Garcia ter o country
picking style inte his playing ond
the Deed do a couple of Fine rocked. |
up country songs. - Hare you ever
wanted to incorporate couniry srunds
in that way?

sure. 1 tucking love country musle.

ove it. There's really dimensional
]nrm. 1 llll It all, 1 Lke even the’
the mast insipid period

Ilis and the Country Pll,ﬂﬂg"
whatever or Texas Playboys 1 dig|
walks, chicken walks, stuff like that

. 1 could’ play almost avery somg,|
- man, | know country music up the|
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m on the guitar. 1 could play about
every country style gullar there la:
old Flait, picking, . Travis pleking,
Chet Atkins, right on down Lo chicken
picking. | have ployed & Iot of coun-
try music, | have played It for years.
I could put it Inte my giitar playing,
but 1 den't want to. | wont play
gouniry music. Well, one of our
tunes hag [t in there, 1'1] play ecoun.
Jtry muasle, when we play country
music. 1 sori of prefer {o remain
relatively valld to the idlom unless
it adds to ldlom like when Ray
{Charles] does country muslc. |
would put counlry guiter Into the
same woy Ray doeca counlry musle,
When Ruy does 'country musle man,
it 'wes gpod spadeorieated country
musie,

| Do you aee the differences bg:mm
aeul munic end the blues?

Absolutely, the difference |s quite
elesr. Soul ls from the churth; soul
music’s whole trend has singing like
cbhurch musle, oo smeps, mellsma,
& lot of noles. Monoayllable singing,
extreme virtuosos of the woice. IU's
right after gospel minging. ..

And Aretha ir the perfect repre
sentation of that. |

+Of course, man, ahe's & monsler
She's llke Lha best of thal type of
slnger. But all the new soul singers
man, all the best, Like Sam and Dave,
all jsing Uke focking preachers.
They're goapel singers iz whal they
are, (Blues ls secular, not religlous,
right? ‘Blues (s a pecular musie, It's
& bar musie. 1t's & slmpler thing you
know, Even the blues today Ls geiting
kind of soulful I don't mean soblful,
l mesn gospel-oriented. El decided-

, ple Interesle

think there are groups that are bet.
ter than that . . . like the blindboys,
they're really groovey, The Soulstir-
rers are another, they ace really
heavy, Little Richard is a very poor
gospel singer. |

How did you get involved with the |

blues? What was happening then in
Chicage from which so much mew
blues lalent has come?

Well, I'll tell you a little bit nhnul
tbe Chicago blues scene, the white
Chicago blues scene, The whole story
o best ks [ can remember It Now
what originally went down, the first

; cats T knew on the scene—there were

several areas, where Lhere were peo-
In blues In Chicago—
the collectors, dnd the record cats,
the historlans’ mad the discoverers
who somewhere!in Lhelr life realized

' thal they were living in & eity that
‘was fraught with the real shit—all-

the old cats on the records that had

* moved out of Plgeonfoot, Georgla—

and had ended wp In Chicago. And 1
was one of thosse caty, like Bob Kess-
ler and Pets Welding, There were a
whole lot of people. And then there
were cats around who wepe foliles,
saoteric folkies, who put blues among
other ssoteric, ethnic folk music. |

| Keil eme. of those

Charlis Kell, yeah, Charles was dne
of Lhote cals. And then there ware
& very few cats who dug blues be
cause they wers| living In Lhat nelgh.

! berhood and thers were ndihing bul

spades around and they dug hanging

, out In the bars. And there were a few

cats like that The first cat on the

| scene that [ pleked up on—the old

. right

sarmon, tell the story . . . blues Tell
the story, but It's much more sccu-
rate, it'a like a newspaper. It sayd
‘this ls .what happened.’ There's nol
that much velocity involved, It's more
accurale reporting. maybe using dif-
ferent words . . . while soul musie is
really different you know it's more
of a preaching, Joe Tex, veloclty.
1t's like(“The Love You Save” Just

| ¥ beautifully, superbly written music

far the Negro masses. Soul music Is
more behind the church.

Har this led you inio the purer
forms of Gospel muric?

Lately, man, yeah I've gotten ex-
tréemely Into Gospel music, just plain
Gospel music. That's my favorite mu-

sie today in the whale world. 1 think

that's the| most hsppening thing
In the world now. It was the best
singing In, all of American Music,
those are the besl. | mean’ Cospel
singers, real good Gospel singers,
they have the same voice, like Yma
Sumae, or like an opera singer, ex.
cept they xing In & more funky way
1 find like lstening to Eddie Jackson.
Ob man ... Ul play you & record by|
the,s-mlsuvmnnu Man, the volces
are unestthly,

What! ringers ahd groups would
vou recommend for fomeone who
was interested. n learming oboui
pospel forms?

I would recommend the Sllver.
tones, Blindboys, any of those groups,
they're all top notch pospel groups.
The Staple Singers are a little hokey
for my laste. Now,

Kood,”

They're resl folky,ioo. Mavis is sbout
a1 exclting a female slnger ma ever
walked on this earth IU's just that |

down the live. Soul songs preach s°

Er of me white Chleago

blues scens—was Nick the Greek,
Nicholas wag [from the West' Side
man, a very tough Polak neighbor-
hood, like they were smoking reefers.
And Lhe next eat down there on the
really tough|scepe was Buiter [But-
terfield] and like Butter wanted to
play harp, And he went down there
when he was & young man, right
down on the street which was the
hardest fucking scene In the world,
the baddest, filled with bad mother-
fuckers. He went down there. Butier
went down there with his harp and
sucked up to Junior Wells, and Cot.
ton and Little Waller, After a bit
Butter ‘got better than them. At that
lLims Buller was going 1o the Unlver-
sity of Chicago, but he spent most

of his time on the sireet and I felt |

that for all practical purposes, Butter
wis just @ tough street spade—like
Malcolm X—a real tough cat, man.
At thal time | was banging around
the folk scene, with the ethoic folks
freaking out with “Little Sandy Re
view." flipping out with Gary Davis
and Lighining Hopkins and folk mu.
si¢, Oh man, everything from Woody
Guthrie o the couniry blues That's
where | was at. But basically my heart
really belonged down there, with
blues singing, Because that was like
rock and roll but only a million times
better. That was Lhe real thing.
When [ was around eighteen years
old 1 bhad been sort of messlog
around and Paul sort of sccepted
me. Well he didn't really sccept
me at all, he just sort of thought of
as & folky jew boy, because like Paul
wes there and 1 was just sort of a
white kid hanging sround and not
reslly playing the shit right, but Paul
was ithere man, 'l guess that was

ebout where the scene was at and 1
didn't know many people, | just knew
Paul and Nick and Elvin (wha was
working with Paul 3L that time) and
& few folkles. | Then+ when 1 was
sround elghteen this eat, Charlle Mus-
selwhite, cama tp from Memphis and
» he dug blues too. He was from an old
hlues scene at' home in Memphls
Mostly it was llke Paul's scene, .in
‘which be hung aroucd with Furry
Lewis and other old blues singers.
I was also pretty much, by Lhis time,
preity blues conscious |
1 was managing this elub and
every Tuesday night I'd try seriously
to have concerts with Muddy Waters
and Sleepy John Estes, all the blues
singers In| Chicago thst 1 could gt
hold of, that I'd ever met or Lried to
meet. 1 l«o|l=t eapecially the
rire ca
1 -.. oknd cum..u and lut u:h
mlJ W{ w.lpl:ly::d.pl vri h
o p! m t

layed harp. Even-

mu; Je-} Yk il whan we wacked
there, we|played nothing but blues.
The band was Chasles, and Lhls eat
from the Sopwith Camel named Mor-
man Maysll who ls from Chieago,
yeah . . [|and this bass player who
was fron s Roy Rogers' band. Mike
Johnson {was the name of our lead
wuitar player. He waa sort of a rock
player; he sang rock and rell. When
wa got i r we didn't play noth-
ing but blues and we weren't real
good, but we had'a lot of feeling.

* Aftef that 11eft that club and went
to another club, after playing there
for m yeaf, and gave Butter my gig
there. I maid, "Listen, my gig's dnne
there, why don't you work there®"

21

Butter had a band that had a sound
all its owa, an oul of sight band, the
best band [to ever come down in that
area, tight, tough, blew everybody's
mind. 5o Butter played there. And
right after that, cats started saying
that the white groups were really
:m.{.nl. dm to it because the rules
been ilald down: you bad to be

(1 ;m a5 the apades in town; you
had to bs as pood a4 Otls Rush you
hed to|baias good as Buddy Guy, as
food a5 Freddie King, whatever In
strumeht iyou played at Y
you had €b be sx good ax they were
And whe' wanted o be bad on the
South Nr‘.r Man, you were exposed
all over-1 mesn right in thal city
where [yott lived, in one night you
could hear Muddy Walers, llowunl
Woll, pm, Guy, Ous Rush, Big
wnur. Little Walter, Junfor Wells,
. Just dozens of different

bluu singers, some famous, some not
30 famous They were all part of the
blues, and you could work with them
if you! were good enough If yeu

wanted toy glg, thal's where you went
and that'y where you worked, amd

like all these cats, man, these white
kids in lon, llke Geoff Muldaur
was play) the blues, and In New
York Boli Dylan and his cats were
playing their thing of the blues.
But like in Chicago they were play.
Ing the real blues because Lhat's
where they were werking: they were
working with the cats, Corky Slegal,
and 'Jim Schwall, who are not really
good, worked a year in Pepper's
Lounge, ooe of the (unkiest clubs, for
a year as & novelly act. Corky played
the drims and the plano. Applejack,
cals_you don't know about. Chicsgo

Slim, and Steve Miller and all the

v

i really jweird . . ; we looked like the

Etnes you knew . . . really long -
‘hair .| . and outlandish c¢lothes . . . |
'this wig years bafore the Stooes and

L |

cats 14 Steve's band.

The |thing Is pll the Chicago muai-
cians played ibe blues and lll lhl
other rals wers |imitators.
playing right,along with them R
;n imitation jusi could not do, It had
0
right. They had to stand up. It was
Buddy Guy playing just twe deors
dowm from you. You wanted to burmn
him I you could, you know,.you just
wanted to get up Lhere and Bim
off the siage. I; think It was very
healthy,

What profesrional bands did you
play with or sit tn with at thot time?

Millions of Lhem. It would take
& day |to give yéu all the names. [
didn’t pluy with: as many s many
cata did, because:] got my own band,

1 stayed with them for two years, We~

ward signed John Hammond and we
recorded for Columbin. And it was

Il|'u naver lwued. They never
|I fucking) track that we cul-
Did |yow play poith about all the
tha major bluer men?

Millions: of them, really, milnm

of blue cats, [' played with them, [ .

was helped by them. There are ple
tures of them on my wall: different
, cala who |are special friends. Like
Blg Joe Willlams, be was Uke & [a
Lher, a close friend. With eats Like
! Muddy, man; it lke seeing your
old uncle. Seelng Muddy on the road
or al m gig or something, it's like
giging| with the whole family or

something, with your older brothers |

and upcles or something lke that

It's & very close thing. The older eats
bave gotten a lot of work because
the' younger cals have (alked about
them, and said “man, you think I'm
good, you should hesr cats like Little
Walter .|. . man ithat cat can play
harp.” That what Butter ssid,

the real Lhing, it hpd to be *

1t's liké me with B. B, They're at .

ihe Fillmore now, Man, they wouldn't
be at Lhe Flilmore If thers weren't
cals talking about them The maln
reason you talk about them is be-
cause you love them. | know I love
them. Thete cals who were 5o groo-
vy o teach me and they were 30
groovy becsuse they weren't satisfied
with just the Uitle white boy playing
thote licks You:'hsd to be good in

order for them to dig you, They just

weren't happy, they weren't grabi
Just to se & white cat playiog that
musle, That warn't where it was at.
It was when a white cat socked it 10
them. They'ds yell at the right tme
and say that was the real shit. That's
so good, man!

Do you get educated response fmn
white audienees®

No, man, hell no. White poople,
are well, yesh I'm getting it now, so
many people al the Fillmore and the
Avdlon have hear . H, King at the
Hepal. They've beard enough live al
bums to know what's happening But
hell man, it's s call and response
thing; you've got to know the ver
nxcujar. You gotta know whal's going
dowrd In an Indisn thing you've got
to kiow when a caf played a good
way | It you were at & fuck-athon,
you'd have 1o know when a good furk
wrall down lo knew whal's happen
Ing. Thess kids doo't know: Lhey
know & good show, Lhey know when

Lo

¥
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they can| see. (he's down son|
ges) 5o something is. happering.
man, that Just: wrenches your heart |
cout, wheri he bends hix voice about
ten fucking ways, goes from falsetio
., 1o bass, ph man, it just 1oothes your
soul. Fori the first five yesrs I re-
member that when | listenad 1o lrec:
ords | didn't listen to anything|but
the guitar. | wouldn't even liten
fo records with horns on them, and
that's where a lot of kids' heads are '
at. They Just hear certaln things; but
10 understand the whole vernacular, -
the whole mystique, the whole thin
that's a ‘whole different‘thing. |||
Do you get good ‘respense 1n:m
black audiences?
1 don’t know. We've never pliyed
for strictly spade audiences We're
‘We're a good rock and sock and
soul band; we get good responses
from* almost anybody because |we
copk real ‘hard, honestly. 1 think
people like fo see extravagantly
planned plays, like the Who and
Jimi. Like passion plays.
M e woy Buddy. o
lvr Been Lovin' You Toa Lang
ah. 4 play, exactly. Very much |
hkr James lrown falling to |the |
ground with a cape thrown aréund
his. A revival, a play. People like
speetacles. In my opinion ane of the |
most pleasing spectacles i3 to see
band playing their asies off, hard as
they can,you can see them grinning.
You can fecl |t driving you auls nd
Eood Fard driving emergy.
That's why | dig the Young Raseals.
And that's especially what a spade
nua-mcmmnm
You soid' thar. "there's no white

* biltshie | with. Butterfield” He's m
apart from all the rest of the w
Chicago cats—why?
It's amuing. It's » |m'mlngmil
~1hing. He did it-by so adapting bim-
¢ sed fo that environmenl, thal he
turned over, that he tramsformed,
thanged and anything that’s in his
baekground, is completely disalved,
by the earnesty and Lthe complete
“teugh mlsmnuily of the street. The |
waorld of thestreet, that dog eat dog
Sord T et R 1 ems Y
and that set -him aparL Very few
ather tats have gome through that
experience’ and that's|what set Paul
i | apart. That's what I|noticed about
| him immedistaly, be was there,

It's Hard tuTwL into words what
the real blues| is and what it isn't
It's when there's an absalute confi:
dence about it and you're mot studi-

to|cop something; you're
not listdning to a Robert Johnson ree-
ord.and trying to seund like it, Jou
are merely playing the most natural
muslc for you, the music you can
play. 1t Paul: opens his

. cause that's hig thing, That's the most
natural thing for him to play, It's
. like breathing for him, He picked
ast and just got h:u-r and
And that's why [ say there's
Us & very entertalning sighl.
Thal's why 1 dig Otis, or the Vanilla
Fudge,| they work very hard. That's
one thing white people who have
seqn Us reslly dig: when we are
P"!“W good, we play our asses off,
100 We're really

a |lnn‘ it, and digging It Is a neces-
no white bullshiL. I's just competely.
nutural. At one time maybe it wasn't

you're down on your knees becawse |

i But like when Buddy sings 8 line ©

but by :m;pleu-!y immersing hjmsel
in the environment, and in the com
petilion of the environment, now |

How did you come fto join his
band?

Oh, well, 1 went to Magoo's and
Butter was going to make a record
and he wanted someone Lo play slide
guitar on the record and [ eould play
slide. He, brought Paul Rothehild Lo
listen to me and I 'played on the

I record. B

sing It| would ;have to be blues, be-" |

1
1 didn't dig Butter, you know. I
didn’t like him; he was just too hard
a cat for me: But I went to make the
secord and the record was groovy
and we made & bunch more records.
One thing lad to another and he said
“'Do you want to join the band?*™ And
it was the best band I'd ever been
in. Sammy Lay was the drum-
mer | ever with, But what-
ever | didn't like about Paul as a
person, his musicianship was more
than enough to make up for It He
wag Just so hesvy, he was so much.
Everything I dug in and about the
blyes, Paul was, There he was: a
white cat as tough as he eould be and,
it was u gas, So we went to Newport
right after that and | was going to
play with Dylan, you know, il was
a cholce between Dylan snd Butter
and [ chose Butter beeause thals
where my head was. That kind of

music. 5
Who do you think are the best
blues musicians? The top two or

| three cats? 1
Ray and B.B. mean | could
‘name a million cats, bot there's no
one better than Ray Charles or B. B.
King. They are the last wor

| Do you consider yourself primarily

a bluesman or o rock and roll star?

b pns the most suthoritative
think finally, at last, I've reached an
underganding sboul and with my
guitan I just know all about it now.
I finally know all about it .u .
music form and as a social scene,
l Just know It, It's in my hm Bul
eah, | am a rock and roll star.
Why did you leave nnuﬂuu!
ipped out. And like Elvin was
uvtiﬂ’!l S50 1 left and when 1 went
home, it was even worse, And besides,
|/ I wanted to get » band of my own.
{ I had a lot of ideas that sre mine.
! 1sawcats like Buddy who is 5o heavy
| T was content to do Buddy's thing.
it's such 3 plessure. It was » delight

didn’t know shit from soul music.
didn’t know anything about it. 1 nev-
er even listened to it before, I just
dug blues

You're of rourse hip lo Aretha,
She's operating in the same ares os
your band,

b fouit ik it - el shu
more New York th
phis because her rmm don't mnd
like the Memphis sound. They are &

pely. Aretha is the last word. She's
the best female RES singer, The
Supreme: have syrupy voices
Martha's uil right... but Aretha will
50ck it 10 you; she's the hardest of
them sil. She has the most dynamic
| woice, the most engaging style. She's
sexy, she's 3 red hot mama. She's Dot
| slick or anything: She's just soul, In.

|
i ;
|

§

just to play that music, Like I really .

little more complex, She's very gos .

3 way It's kinda unhealthy, it's kinda
Unele Tommy, When she sings Dr.
Feelgood, thal's where shi
While the Supremes sre the ather
thing, you know (hey're um urban
Negro, airline steward of some-
thing like the Kim sisters. So Lke its
a very weird sociological thing.
Soul mune s mare popular now
than it ever was before.
zhmk IM.1 will be the
roll

head Pleces.

mausic, PiFs mot head music, Just 53

)upp:nln: are Simon and Garfunkel.
there's the hybird, There's

h.- t....um -ou: you knaw, rml
ulful’

Nov [T dont think. 4. going 0 56
" dont thiak 1t w } ever

Xn
and love It and buy it, and dlntt
to it and boogeleo io It, ke

himself, and :nm- wlth hls [(rl!ﬂtnd i
h s

oIl B where hls hesd
is. Bect hen 'he
when hg or she goes to bed ll nl:hL
it's| Herman who she wanis to be
fucking Certainly not Sam and Dave
or Albert King. ‘And I think that
Yasically thats whers they identify.
You know, kids can identify with
wild funky shit. They much more
resdily identify sexually and per-
sonally with a white person than
lixe with Otls ,

What yoa're saying is that it comen
downrto avacial thing.

1 think yesh, il's definitely a ra
celal) thing. [ think kids are to the
;.514 ke kids sround today

are very much more énlightened,
they smoke pot you know and they're
enlightened to a 'great deal more
sounds, sonority. They can be moved
by many other things. Is musical
valuet Uke many Kids. wockit N
ten to spade groups & few years un.
“Why listen to a spade group?

go listen to beautiful Frankie .nn..
lon." Now they'll listen to  lot of
‘s racial, but Ameries
asle problem of Iden-
tification, You must idestify with
something you can dentify with. Kids
can ident'fy with the Beatles very
easily.

Are bands like yours, Steve's, and
even Paul's headed in on electronic
direction? .

They are headed in the direction
of the amagamation of the persan.
ality between the bands. We've all
heard the same licks; Steve, me, Paul,
the English cats, we've all dug the
same things, we've all dug the same
records. If you question me o Steve
Miller or Mutter, or Eric, we probably
all have the same favarite records
basically and we've dug the same
thing. It's the same ‘influences um
hive come out.

Fach cat has lts own way of saying
the same things. Whoever has dug
more of different type of. things,
that's going to be where be's st You
take a little baby and put him in a
white cotton box and he'll have 3
very limited horizon. You take some-
one who's dug 1 Iot of ways snd that's
going to come out In his music, He's
golng to
than & cat who's only been listening
to one kind of music. So It's very
hard for me to predict

There's .a
soul bands th:

holn host of white
ompletely -

heard of.'No one has ever heard of
them, Like Lane Cochran and the
C C. Riders. laillions of then. wl

over (he south |nd (h
who play nothing buf

music, with Borns and ;sug.... it jn“
like the record.

wﬂ b!tur than Mitch. Years,

the first of those type bands,

Like lnup Ryder
Bt ewvier than uhﬁ.

Jn- Turner sort of, Those cats pliy

and Miaml. [ don't know, I run

the same circuit of lounges in v;;
n

them and they pliy| fabulous. Real
professional, but they play ehat To|
40 shit’ They stay with whatever |s
happening at thy time becausy they

really don’t have it 1 mean,

like
In o while you hear a group

like the Vanillh Fudge, you know

Just thess

from New York,

s
whe can really follow that New York

It:liln pattern, you:know Dion and ",

ts or Jay and the Ameri-

:m- ‘who are Jewish, but fell Into
that same pattern. Sort of a Foir

Seasong type of thing. but they didn't.
They took after the Rascals,

lwk 8 lfe of their| own personali-

mean i

e Ao i of interest in j
Sort of. 1 tried, | didn't dig u r
it's fantastic musicanship, very

heavy, but 1 really don't dig it that

much.
Thg thing that strikes me s that

folkoriented — [ w
spesk 10 mp o

come on with = lot more |

1 |
I'm much mhore
t someone 1o
arly <efinsbles

i
Ynh it's aver.

terms, that I understand with very
little oblique shit

Do you do much somg-writing?

Yeah. | write sometimes like Stax
songs. | wrote one we did on out
album. It's for Steve Cropper. 1 do
all kinds of song writing.

How did you end up. doing the

sesrions on Highway 617

Well, 1 met Dylan st thls funny

little club ulkd. IM Baar in Chlea
£0 just after his first album cams

oot Tha Tner' notes. deseribed-Abm
1 & real hot shot, you know, & resl
gTeat guitar player. I heard
the album and it sounded just shit-
ty. He came to Chicago and-1 wel-
comed the opportunity lo go down
thete and cut him. So [ went to see
him in the afternosn to talk to him
and he was really nice, He was just 3o
nice. I saw him st a few parties and
then out of the clear blue sky, he
called me on the phone Lo cut & rec-
ord which was “Like a Rolling Stone.”
So I baught a Fender, a really gosd
gultar for the first time in my Lfe,
Withou! a case, a Telecaster, And
that's how. He called me up.

And then?

Then | went with Butter and it was
over untll the next session. Dylan
Is very weird about loyalty you koow.
Like he sort of felt

both of us. Like when [ played

Bob, 1 didn't know anythimg Abcul
that kind of music. But I thidk 1
could play with & him a iot better

The conclurion of The Rolling
Stome Interview with Mike Bloom:
field will be carried in the nest iarue.

T |
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1968. June — Hit

Parader.
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Article “Impressions Of Bob Dylan” by Mike Bloomfield. gages.
Interview (part 2) with Elvin Bishop. 2 pages.



June

LLod

Wmn | first listened to Bob's
“John Wesley Harding,” I didn’tlike
it too much. The second time |
listened mare attentively and | really
dug it, because old Dylan has really
learned how to sing. On that song,
“Down On The Cove," he sounds
like Percy Mayfield. The best song
is the one with the line “kick your
shoes off, get another bottle of
wine and climb up- on the bed.”
It's a ragtime kind of song with a
steel guitar. Although Bob comes
through as a very good singer, the
album is poorly recarded and the
sidemen aren't playing too well.
That's because Dylan doesn't give
them a chance to play. He doesn’t
run the songs down with them.
Some of the changes are boring but
he’s showing the world he can sing.

He doesn't seem to be progress-
ing. To my ears, there isn't a mark-
ed difference in his writing. Just
his singing is better, and the words
and his voice have come together.
His images were much better on
“Highway 51 Revisited.” That song
in particular and “Subterranean” is
pure Dylan imagery. Sort of William
Burrough's surrealism. - -

This album is calm Dylan. Post-
electric, calm, together, Dylan. His
other things were more frantic and
that's more appealing as far as im-
agery goes. 7

There were spots where he sound-
ed like Jerry Lee Lewis singing.
When he wants, he can get into a
good rock and roll groove, with
electric instruments, and shoutand
bea really great rock and roll singer.

He probably did this album without
a band merely to go in the studio
and get his songs out. Be as expe-
dient as possible. He just got his
new songs together and hissinging,
nnd went down to Nashville and did

H: prabiably hasn't lost interestin
the rock band. Judging from my ex-
perience with Dylan's rock band
sessions, he never really gets with
the band. We just learned the tunes
right there, he sang and we played
around him. He never got with the
band so that we could groove to-

Evenin the old Elvis Presley style.

Impressions Of

gether. There was no real empathy
with the beat or between Dylan's
singing and the groove of the band.
If he got into it with the band, he'd
be an unbelievable, cool, rock and
roll singer. Maybe he's had bad band
experiences or he won't let himself
work with the band. He always
seems to be fighting the band on a
lot of his tunes.

Dylan is a hero because he tells
the truth. He says all the littie
things that a kid knows are hap-
pening. Dylan says, this is what's
happening. “Hey kid, this is what's
going down in your mind, this is

_what's happening inyourlittlelife.”

On “Like A Rolling Stone"" he tells
itall. That's such an old story. And,
“Baby, | Just Wanna Be Friends
With You," every word of it is the
truth. The kids hear him singing
exactly what's on the bottom of
their minds, what they dwell upon
in the lmdmght hour, and old Dylan
i3 just telling it tothem in hissong.
That's why Lenny Bruce and Mal-
colm X. and John F. Kennedy were
heroes. They were truthful,

Whert Dylan first came 10 New
York, he was just skuffling to get
work, He was into different music So
then - protesting and all that. But

that was' the trulh, too. He: uym

what went down in_this country:

and he wrote songs to show what  life

was bad, | don’t think he’s interest-
ed in i

that be.just wanted 1o be 8 rock_ llu-r.
and_rofl star nm'mm the bmn-’f

BOB DYLAN

by Mike Bloomfield

ning. He was born and raised in
America. His influences are all
media and communication and he's
a rock and roll star incarnate. He
could be a sexy hip-shaking idol
just like Elvis. Somewhere in the
bottom of his head that's what he
reslly wanted to do when he was
fourteen, He really wanted to be
Elvis. A lot of years have passed
since then but it's still in his head.

For years, Bob, myself and lots
of other:guys were just digging the
music. when we were teenagers.
We werediggingfactsand stylesand
music history. Then suddenly one
day it stopped being 2 hobby or a
favorite pastime. Suddenly Dylan
was just playing and singing and it
hemmt the most important thing.
Bob's IIMN became the most im-
portant thing he had to offer. He
stopped doing other people’s songs.
He left Woody Guthrieand his favor-
ite folk. muc behind and sang his
own sonp That came first over
everything.else. He realized, ' ‘My
main thing is this because this is
what | do bat_a This is the most

fertile iR my head. It keeps
rn-ezg;i, é‘g‘%’s‘?m‘e'

it
when he'!

published or not, but I didn't like
it. It's completely into imagery,
reminding me of William Burroughs,
but more inexplicable than Bur-
roughs. | could hardly understand
it. Maybe I'm not hip enough.

There is sort of aparallel between
the book-writing and his lyric-
writing. He could probably sing
stuff from the book, but actually
he can sing anything. That's his
premise. Shakespeare can besung.
Phil Ochs walks around with a big
book of poetry and he’s singing it
all the time to different changes.
| think Dylan can sing any one of
his thoughts — like opera which is.
just the singing of dialogue.

Dylan is mainly a poet. His sing-
ing is unnecessary. He sings
because more people will hear his
poetry. 1f he was just a poet, and
never sang, like Leonard Cohen,
Dylan wouldn't have the exposure.
Dylan's hip enough to know that
media is where it's at. Histhoughts
are much more accessible to the
mind because he sings his poetry.

His movie, “Don’t Look Back,”
was stone Dylan. A little of it,
just a little, was p i
because he knew he was being
photographed. | chuckled all
through the movie because | remem-
ber what Dylan was like. That movie
is Dylan.

| first met Bob at a Chicago club
called “The Bear," where he was
performing. | went down there be-
cause | had just read thelinernotes
on ene of his albums that described
himasa“hot-shotfolk guitar player,
bluesy, blah-blah-whee, Merle Tra-
vis picking, this and that." The
music on the album was really lame,
| thought. He couldn’t sing, he
couldn’t play. )

| went down to the Bear to cut
him with my guitar. | wanted to
show him how to play music, and
en | got there | couldn't believe
ersonality. He was sonice.
re with my wife and we
L He was the coolest,
15 We talked about Sleepy

swnd Elvis' first records
§ roll. Here was this
ould see then that




(ABOVE) DYLAN'S BAND, THE CRACKERS (FORMERLY THE HAWKS) ARE LEFT TO RICHT: LEVON
HELM, RICK DANKO, BOB DYLAN AND ROBBY ROBERTSON. NOT PICTURED ARE RICHARD MANUEL
AND CARTH HUDSON. (BELOW) DYLAN AND MIKE BLOOMFIELD DURINC ONE OF DYLAN'S FIRST
“ROCK BAND'' RECORDINGS.




he was going to be stone famous,
a huge star. He was a nervous,
crazy guy but he was so nice it was
just staggering. He asked me to
play some Sleepy John Estes stuff
on my guitar, but | couldn't do it.

Then | met him a few more times
at parties, and one day he called
me and asked if I'd play on his
record. | went to his house first
to hear the tunes. The first thing
| heard was “Like A Rolling Stone.”
He wanted me to get the concept
of it, how to play it. | figured he
wanted blues, string bending, be-
cause that's what | do. He said,
“Hey, man, | don't want any of that
B.B. King stuff.” So, OK, | really
fell apart. What the heck does
he want? We messed around with
the song. | played the way that he
dug and he said it was groovy.

Then we went to the session. Bob
told me, “You talk to the musi-
cians, man, | don't want to tell
them anything.” So we get to the
session. | didn't know anything
about it. Al these studio cats are
standing around. | come in like
a dumb punk with my guitar over
my back, no case, and I'm telling
people about this and that, and this
is the arrangement, and do this on
the bridge. These are like the heavi-
est studio musicians in New York.
They looked at melike | was crazy. Al
Kooper was there. | didn’t know who
he was then. It was his first break,
too. | thought he was a famous
session cat. But Dylan remained
completely isolated from that. He
just sang his tunes and they fitted
the music around him.

As faras| can remember, | never
saw any communication between
Dylan and the band - ever. There
are songs like “It Takes A Train
ToCry" and “LikeARolling Stone,”
where there seems to be some sort
of communicatign. It happened
almost by mistake. On everything
else they could have had muzak
going, or an electric machine that
went through the changes.

The final upshot of this came at
the 1965 Newport Folk Festival.
| was supposed to play with either
Dylan or Butterfield. Albert Gross-
man had just signed Butter, so |
figured he'd make the choice. Now
| was already in Butter's band and
Dylan asked me to play with him.
Here's where we misundertsood
each other. |figured Albert would
tell me who to play with, where
I'dbe the most effective, buthe left
the choice up to me. |said, “OK,
man, I'm a blues guitar player and
| have an’ obligation to Butter, so
| have to play with Butter.”

Now here's a weird thing about
Dylan. Prior to that Newport thing
he was always introducing meto his
friends as “the best guitar player
inthe world." It was sort of funny.
Then one day | saw him with Roby
Robertson, his new guitar player,
at the Cafe Au Go Go. | walked
over to him and he introduces me
to Roby, who | already knew, and
Bob says “Hey, Mike, | want you
to meet the best guitar player in
the world.” | think that's what Bob

is all about. He wants loyalty.

If you say you're going to do some-
thing with him and you don't do it,
he gets very brought down. He
figures he’s being betrayed.

Now I'd love to do a record with
Dylan. | know | could get him into

it.. Get him cooking, wailing with
the band. Having a ball, getting the
band to push himinstead of fighting
him. | know where his music and
his words are at now. I'd hand-
pick a band to go into the studio
with Dylan. I'd use Al Kooper,
Barry Goldberg, Buddy Miles and a
couple of other guys. We could
really cook. Butitwill neverhappen
because he has a band.

1 don't know wha's playing guitar
on “Visions Of Johanna™ but it's
terrible. He should have played
Iyrical stuff like Marty Robbins. But
he played funky guitar licks and it
sounds terrible. You can't playjust
one thing behind Dylan. With his
writing there has to be all kinds

of different music going. You have
to set a different mood for each
song, a mood that will make him
comfortable.

He's a mysterious cat. It's weird
when you're working with a genius.
When you're talking to him youjust
know that he's seeing everything.
His little eyes are seeing every bit
of truth and everybitof bulland he's
categorizing it, working with it, un-
derstanding it. He's a genius and
it's very strange to know a cat like
that.

Dylan exudes this force, this very
magnetic thing. You can feel his
strong mind. He’s a beautiful guy.

When | saw him for the session,
he had this tiny old wooden house
in Woodsteck, New York way out
in the country. It was a little two-
room hut, like a log cabin isolated
outin the woods.

When he had the motorcycle
accident he laid up there for a long
time. He had his neck in a brace
and he just got scraped up a
little.  He just didn't want to go
out in front of the kids any more,
In my opinion, he stopped playing.
because the crowds would yell at
anything. It didn'f make sense
to play any more. It was just for
the money.

The kids had heard his songs,
s they just wanted to see his
flesh. They wanted to tear hisshirt
or pull a guitar string off. It had
very little to do with his songs and
it got to be a lame scene, so he
stopped playing. (That's why Dave
Crosby stopped playing with the
Byrds.)

Now 2 colored audience always
has an honest interest inthe music.
Even when it's James Brown, the

- idol, they come to hear James'

soul. They're not there to tear
his clothes or “let'sfreak out, thal's
James Brown.” James Brown could
come out with swans and strings
and balloons and wear a clown
outfit- anything - but to the people
it would still be James.

Dylan's kids aren't there to hear
Dylan's soul. The kids got dragged
with Dylan when he got a band.

But Dylan figured, “Hey, this is

* groovy, not going out there up &

gainst those kids. I'm gonna lay
up for a while and dig it.” He must
have writtens tons of stuff then.
He's always scribbling little things
on paper. His brain is so alive.
You can almost see electricity
pulsing out of his eyes. | sure
would like to be his friend again. O
mike & jim

(Latest album/John Wesley Hard-
ing = Columbia )

1968 October 3 — Down Beat.

In an article: “John Lee Hooker: Me and the blues” theeegiture of JLH and MB.
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1968. June — Rolling Stone?
Article: Impressions of Bob Dylan, by Mike Bloomfiel8.pages.
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1968. Sept. 28. — Billboard.

Review of The (reformed) Chicago Loop’s concert at ArttNY, Sept. 15. (No MB)




- Billboand | [
For ‘New’ Chicago

A &3%68‘

Loop

Music’s the Main Thmg V’ 13

NEW YORK—The Ch:cago
Loop, changed in membership,
showed it still places a premium
on musical values as it closed a
two-week engagement at Arthur
on Sunday (15). In itsi second

set, the young Mercury quartet

handled familiar material, but
gave it new interpretations.

An example was Tim Rose's
“Morning Dew.” Bob Slawson,
group leader and ' principal vo-

_ strated.

" leaving .three

" calist, uscd hl strong vmce ef-
fectively . rummer |[P. 1.
Bailey and bas guitarist Stephen
Wasserman gave the piece a
stronger beat than usual. Then
came an extended instrumental
section with lead gutiarist Jackie -
Dana having a chance to show
his considerable talent. A Bailey
also pcrformeq well throughout
But, in Wasserman, the unit has
one of the finest young bass
players arounﬁi as his work in
every number clearly demon-

Dana also [did his share of
singing with [Joe Tex's “The
Love You Save"” with [“That's
the Way Love|Is” being his best
blues selection] A powerful “You
Got to Bring It With You
When You Come” ended the
set as Slawson, the only mem-
ber of the ongmal group, al-'
ternated on harmonica and vo-
cals.

The members left the stage
one at a time, first | Slawson
mstrumentaluts
then Dana leaving the stage to
the strong rhythm performers.

lectronic sounds were added as
E’asserman cxltcd Although pri-

arily a:concert unit, the Chi-
cago Loopalso lmprcsscd as a
discotheque qUartct They also
played the Cafe Au Go Go on
Tuesday (17).| FRED KIRBY
b |
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1969 — Hit Parader
Interview with Paul Butterfield



Blues With A Feeling

intended fo interview both Jimmy Cotton and Paul Butterfield together, but Cotton was exhausted when
| arrived, because he'd just come back from doing a Ban Deodorant Commerical. Although Butter did all of
the talking, Cotton was present and nodded in approval throughout.
IV'sa pretty tasty interview considering Butter is not known to be the most articulate of musicians.

An Interviewr With

PAUL
BUTTERFIELD

I'JP “Where did you first meet
James Cotton?

Butter. We met on a reservation
(laughter). He was with Muddy
Waters band then, that was about
1957.

HP:  What do you mean, a reser-
vation, was that the name of aclub?

Butter  No, | was thinking of—

there was this Apache reservation
out in Phoenix, Arizona where we
played this club called JB's and
cowboys and Indians, real cowbays
and Indians used to come down
and hear us. That has nothing todo
with it, really, where we got toge-
ther was in Chicago and we used to
play a lot of the same gigs. | was
working in a show band at the
time.

HP:  What do you mean, a show
band?

Butter: Its where you all wear the
same uniformsand play lounges and
stuff.

HP: Its interesting that you met
Cotton while he waswith the Muddy
Waters band. Aimost every musi-
cian I've spoken tomentions Muddy
as one of their most important in-
fluences. It seems that he inspired
a great deal of blues oriented mu-
sic that is today's pop.

Butter: | don't think so. | did lis-
ten to Muddy a lot, | really dug
him. | don't think its his playing
that influenced me so much as
his feeling did-—there's so much
feeling in his music. When ! couldn’t
play any music, when [really wasn't
very good on the harmonica | used
to go down and play and cats who
didn't know me or what | played
wouldn't let me sit in. Muddy al-
ways let me sit in. Butnobody sings
or plays |ike Muddy Waters. The
closest I've ever heard was Robert
Johnson who was one of the great-
est blues singers and guitarists Chi-

cago has ever seen. He died when
he was just about 21.

The thing is, when | was going
down to see Muddy in Chicago—
Cotton was playing with him then
and a lot of really good musicians
used to come and play with them
all the time. There was a lot of
interest, a lot of things happening.
The blues was really a scene.

A lot of people who are aware
of people like Muddy or Howling
Wolf didn't know about him until
this last year or two because things
are just opening up now, its not
just in Chicago any more. As a
matter of fact the Chicago scene
is really dead. But a lot of people
like Albert King or B.B. Kingare a
big influence on the pop®scene,
because Michael Bloomfield and
Eric Clapton and Jimi Hendrix and
cats like that have taken licks and
things from their style and used it
in their thing. But even though
Muddy himself influenced me a
great deal, sitting in with his band
and all that, it has nothing to do
with my harmonica style or any-
thing. Little Walter and James
Cotton and all those cats have their
own thing going. The feeling is
what's important, though, that's
got to be there. | haven't really
heard any young groups that play
like Muddy Waters. | mean Muddy
really had a great band, then, Cotton
and Otis Spann were in it and a
lot of heavy stuff went down.

HP: Elvin Bishop is really a dis
tincive guitarist. What do you think
influenced his style the most.

Butter: Elvin is trying to do a num-
ber of things, trying to break
through some of the barriers. There
are a lot of guitarists in the mid-
west doing a new thing, like a
jazz thing. That's why Larry Coryell
is breaking through - because he's



using different things that arecom
ing from different places and put-
ting it into a jazz thing, Elvin is
something else again, he’s opening
it up a lot. I've heard many guitar
players who have more technique
and more facility, but Elvin opens
it up with feelings. He's only just
developing a style.

| started out with Elvin. At that
time he didn't play any guitar, he
played harmonica. He started play-
ing guitar in about 1950 2nd we
used to hang out and play.

He’s not with the groupany more,
thoagh. He quit. He's out in San
Francisgo to rest for a few weeks
and see if he can get something
together. | think he's going to start
his own group.

HP:  Who's your new lead guitar,
now?

Butter: A guy named Buzzy Fieton.
He's from New York. He's 19 years
old and he's a monster on the
guitar. Really together. There are
50 many really young cats around
now who can really play blues.

HP: Its kind of curious that somany
younger musicians are into Chicago
blues which is essentially a form
that emerged about 30 years ago
and is, say, music of the last gener-
ation rather than music of this
one. That is, what is loosely termed
‘rock’, even though there is a lot
of blues in it, is music of a con-
temporary generation and what you
play is essentially an older form.

Butter Blues is not an old or an
older form. It has no label, its not
Chicago or anything, its feeling. You
play the music you feel. There's
different ways of approaching it,
naturally, some people spend years
studying it but some people have
a natural feel for the blues. For
example, our piano player, he was
born and raised in San Francisco
and he's just got a natural feel for
the blues. I've run into a couple
of guitar players here in the Village
that have just studied for the last
two years, practicing the harp and
things. | don't practice the harp
any more, to tell you the truth,
| just play it.

HP: | can see why you object to
categorizing the music, but cer-
tainly you'd have to hear it some-
where. You play Chicago blues be-
cause essentially it was your envi-
ronment.

Butter: Sure, you have to hear it
and when you hear something
you dig you play it, but it really
doesn't matter where you are. Like
the Chicago sceneright now is really
dead. But we were lucky, when |
was there working and playing,
everyone was playing blues. As a

matter of fact at the time it was
the only place anything was happen
ing, except maybe at the Apollo
Theatre in New York. They'd have,
say, Lightning Hopkins or Sonny
Terry and Brownie McGhee in the
Village but they'd never have any
blues bands.

Take Albert King. He's not from

Chicago, he's hardly ever in Chi-
cago, but he plays some of the
heaviest blues you can hear. Just
as heavy as Muddy or Wolf or any-
one that's been playing from Chi-
cago
HP: | would still say that there's
adistinctive form to Chicagoblues,
its a recognizable sound. And there
really has been no innovation as
with rock groups who will pick up
different kinds of instruments, like
the sitar, which makes a drastic
change in the character of the mu-
sic. Blues bands stay pretty much
with the same rhythms and instru-
mentation.
Butter: Well, right, its developing
within its context, its not really in-
novating. But its going to develop
into different things, naturally.

The thing about that kind of mu-
sic for me is the feeling. | know
cats in Chicago, especially young
Negro cats right now, who don't
want to play blues, they put down
the blues. They want to do some-
thing different, a lot of them want
to play jazz or top 40 or r&b stuff.
They put down guys like Muddy
and Wolf because they want to
get away from thatscene, the ghetto
scene, | guess. See, they think its
anold form too. | disagree.

HP: I'm curious about something
else, too. Over the past few months
several blues bands have added
horns.

Butter: | started out playing in a
band with horns and when | got my
own band | talked about getting
horns for a long time, | always
wanted to work with them. Right
after | added the horns, about a
year ago, | guess it was, we cut
that Pigboy Crabshaw album,

HP: Do you like that album?
Butter: Not particularly, no.

HP: Which is your favorite so far?
Butter. This next one coming up.
HP: Its finished?

Butter: Yes. And things are chang-
ing for me, I'm really learning about
how to arrange the horns. The thing
just naturally develops. Like we're
playing the blues, but | think its
really going someplace. I'm not
really a purist, | like a lot of the
things that Blood Sweat and Tears
did with their horns.

HP: Well they did all kinds of ma-
terial on their album, a Nilsson




song, for example, anentire orches-
tra in some parts, an r&b chorus
and a string ensemble, to mention
justa few things that don't fallinto
the category of blues.
Butter Well, agaig, | wouldn't say
that they were really a blues ori-
ented band. Kooper can play some
blues but the rest of them are
not blues musicians. Bobby Co-
lomby was with a show band, that's
why his playing is so tightand Steve
Katz doesn't really play blues. But
their horn section is really beauti
ful stuff. Not just an their album,
I'm really talking about them live.
Some peaple put me down when
I'got horns, they'd say “man, why'd
you do that,” but there's so many
things you can do with the horns
We're playing a few things now that
aren’t really blues—like same jazz
oriented stuff and spirituals, | really
dig warking with the horns. | don't
dig having them just stand there

and play along with us--that's why
| don't like the Pigboy Crabshaw
album too much. We went in and
played the session without having
the time to experiment with what
we could really do with the horns.
It was too new.

HP: Do you write charts for your
albums or just do head sessions?
Butter: We play the things we've
been working with so we havethem
down pretty much, we don't write
charts or make plans or anything

But I don't feel | used the harns
like | could have if I'd had them
alittle longer. Like we have a tenor
sax, alto sax and trumpet. The alto
piayer plays baritone, tenor and
flute, the tenor player plays flute
and soprano and the trumpet player
plays piano so we can reallychange
around and get a lot of new things
together. Like we could use two
sopranos and a trumpet and the

guitar player also plays a french
harn.
HP: French horn!
Butter: Yes, we're really going to
use the french horn. We're writing
almost all of our own material now,
we do a few old things like “Pity
the Fool” off thelast album. Things
are changing with James Cotton,
too--hewas in Chicago for 12years
with Muddy and now with his own
band he’s out of that scene. Next
year different things are going to
go down, he'sgonnahavenew tunes
and everything. That was the thing
about Chicago, it got so dead, no-
body rehearsed, nobody played any-
more or tried anything new. People
who really wanted to stay with the
blues got out of Chicago and that's
how it opened up.

| do like the Pigboy Crabshaw
album for one reason only. We just
got in there and played, no going
through any of this junk of over-
dubbing again and again.

HP: It was recorded completely
live?
Butter: Right. That's the way |

think all music should be recorded.
Groups should cut live and play
the thing, not overdub and use all
kinds of tricks,

HP:  I'm surprised you feel that
way. | can understand it withablues
band, which is basically a spontan-
eous kind of music, but with some-
thing like the Blood Sweat and
Tears album there were a lot of
things on there that would have
been a great strain to do live.
Butter; Sure it could have been
done live. Have you ever heard
Ray Charles' big band recorded?
All of it is live. I'm not downing
Blood Sweat & Tears, | really dig
the group and the horn section
and everything, But this Ray Charles
sound was better and they did stuff
that was really moredifficult to play
together, more involved, and it was
all live, no overdubbing at all.
There's more feeling when you're
playing with another musician than
playing with a tape. Every time
you overdub you lose some of that
teeling. What I'm into is playing
live music, playing with my friends.
I'm not just into production and
overdubbing and all that. | could
do that all the time, and | did do
it for a long time, overdubbing on
the harp, but | didn't like it as
much as just playing.

HP: | think production techniques
are one reason that records are so
much better and more together
than they used to be.

Butter: Sure. But look what's hap-
pened. You get a lot of groups that
gointo a studio for weeks, laydown

a basic rhythm track, put in other
instruments, put the voices in and
add more stuff-~but then they have
a great record and they can't do
the stuff live in performance.

HP: | guess that's right to a large
extent. | remember how great the
original Byrds records were, they
had all this charisma from their
albums but when you went to see
them live it just lay there.
Butter: That wasn't their onlytrou-
ble. Sure they did a lot of aver-
dubbing and production tricks but
they couldn't play live because they
weren't competent musicians. I've
heard bands that can play anything
that they recorded and play it bet-
er live.
HP: How, then do you account for
the fact that, just musically, the
Byrds records were pretty together.
Butter: Well, you spend enough
time in the studio - the first thing
was, and really now, they brought
in another bass player and another
drummer to play on their records.
A lot of groups do that, for in-
stance the Monkees didn't play
their instruments at all on their
records.
HP: That's not a fair comparison
at all. The Monkees were never a
real group, they were a package.
You can't compare them with a
group that's serious about making
music, at least in their intentions,
if not in their musicianship.
Butter; | played with the Byrds a
couple of times and they just
couldn’t play live together. Partly
because they just didn't dig each
other and partly because they
couldn’t play. Jim McGuinn is a
good guitarist, but the rest of them
couldn't play. | just didn't think
they were any good. | like to play
live and that's what | like to hear.
HP: | have to agree with you up to
a point. Like the Beach Boys since
they have decided they were ‘art’
don't have very much feeling to
them. The sound is tight and slick
and gimmicky but it gets to a point
where it is all showmanship and no
soul.
Butter. There is one cat in the
Beach Boys, Brian Wilsan, who does
all the arranging and has all the
ideas. But | talked to one of the
other Beach Boys the other night
and all he had to say about any-
thing was “will it sell, can it be
marketed?” It all had to do with
producing and selling and money.
Theonly thing | think about music
is that it should be honest. Honesty
in playing and feeling is the most
important thing about it That's
what it is for me and that's why
| dig it so much. O ellen sander

1969 June 26 — Down Beat.

Article by Don DeMicheal: “Up with the blues: Mike Blodield”. 3 pages.

Review by Don DeMicheal: “Muddy Waters — Michael Bloondiel Paul Butterfield”.
From the live part of “Fathers and Sons” session.
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IT WAS ALWAYS GREAT when Mike Bloom-
field and Paul Butterfield would come
trooping through the Chicago Down Beat
office to see Pete Welding, who was sort
of their musical kindred spirit-adviser-
father confessor. 1t was great because all
the little ladies pecking away at their
typewriters would start twittering and
tittering, sneaking up to me with snide
comments. about the length of the two
young men’s hair, their casual dress (old
jeans, jackets), their unscrubbed appear-

ance . . , wild-eyed beatniks they probably
are . . . maybe with bombs . . . carrying
a guitar . . . | This, you understand, was

about six, seven years ago. some time
before long hair, jeans, and unkemptness
were common, at least in Chicago’s Loop.

‘Welding kept telling me about these
two guys . . . hung up on the blues, sitting
in with the south-side blues crowd, Paul
living in the ghetto (Mike stayed at his
mother’s Gold Coast pad), both coming
over to Pete’s apartment to dig his collec-
tion of old blues records. Fascinating, But
1 had the feeling that this was in some
way like other white-youth musical inter-
ests, the old thing of Imitation Black,
which goes back, I guess, to the Austin
High Gang, and if not that far, at least to
Lu Watters and those other pale reflections
of black beauty. One day. Pete said Mike
could really play. I said something like,
“Oh?" but didn’t believe him, because my
mind was made up, without having heard
him play one note.

Then Mike and Paul got~hooked up
with Bob Dylan (like attracts like, 1
thought); next came some feelers for a
tour of Epgland (the British dig ersatz,
said I); then the Butterfield Blues Band
and the East Meets West album and lots
of money; Mike split, formed the Eleetric
Flag; next Columbia records, more money,
fame, places for both in the pantheon of
pop-music idols. Finally I heard them play,
and they knocked me flat. DeMicheal's
wrong again. Thank God.

Recently, they were back in Chicago,
their home town, for a record date with
their old mentor, Muddy Waters, and a
concert at the Auditorium Theater. Mike,
now addressed as Michael, was treated
with seven pairs of kid gloves by the
record and concert people. Sensitive, tem-
peramental, you know. “He disappears
... meverll be able to do an interview
.« « just smiles at everybody

A call to his grandmother’s apartment,
Jisted in the phone book, produced:

“Mike, you got eyes for an interview?"

“Sure, What's it for?”

“Down Beal.”

“Down Bear! Yeah? Where y'wanna do
it? Where you at? Tll be right down.”

Fifteen minutes later, he was trooping
through the labyrinth of offices where T
work now (in an old, converted mansion),
refusing to let me lead the way to my
own office (which was to hell and be-
yond), playing a game (and winning it,
since he found my office), still toting his
guitar, still causing little old ladies to stop
their menial tasks to cluck tongues (and
causing sweet young things to look up,
too, but for different reasons, since he
looks like a bloody movie star), still
wearing an old jacket and jeans, but now
«+.a STAR.

JAMES POWELL

MIKE BLOOMFIELD

Like so many musicians, his speech is

much Jike his playing: long, sometimes
involved sentences (lines), clearly stated
(as if he's thinking four bars ahead) in
often colorful and imaginative ways.

Surprisingly, he began talking about
Lester Young and Duke Ellington:

“To my ears, Lester Young is easier to
understand than any average Motown re-
cording because it's clear—it’s very clear.
He takes the melody, the head, and then
he does variations on it . . . Ellington,
there’s no better music in the world.
There’s no more polished, complex form
than the Ellington band, early or late.”

In the last two years or so, it seems
that Bloomfield and other pop people
have been gelting closer to jazz, since
they've been improvising more, which
usually means that whoever is doing the
improvising will naturally get into jazz.

At first, he seemed to agree:

“well, I'll tell you, what I know about
jazz. and my interest in it was this: I had
for years read names like Lester Young
and Charlie Parker and Charlie Barnet,
not that they were similar, but just all
these names, But I'd never heard any of
them—I'd just heard names. And Pete
‘Welding turned me on. He said why don’t
you just start listening to these names—
and he played me his record collection,
his hundreds and hundreds of records, and
T played them chronologically from early
to late, and this was six, seven years ago,

b -

and he just played me enormous amounts
of music and made me listen to it and
understand how it developed, and 1 heard

it.

“But that music—if you take a young
hom player today like Albert Ayler or
Roscoe Mitchell, you can be sure that he
in his Tife is a direct link in a chain that
may have started with Lester Young you
know, going to Parker, on to Coltrane,
to Ornette, to Archie Shepp, to Mitchell
—it's a direct link.

But then he disagreed:

“That music is not in my background
at all—those changes, those ideas of melo-
dies, the entire jazz musical tradition, I
never heard that music except in a schol-
arly way, as a class of music, to learn it.
1 picked up some things from it, but very
little as opposed to my background, which
was the music of AM radio, American
media music.”

Then it was pointed out to him that he
played a thing very much like Charlie
Christian; just one little phrase he played.
If he were to put a tag on it, it was blues,
But it sounded like jazz. What was the
difference?

“No difference,” he said. “There really
iso't. It was improvised music.”

“It seems to me, if you're going to
improvise, and youre a popular-music
musician, you have ta go in the direction
of jazz—what's going to come out is going
to sound more and more like jazz.”
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“Jazz guitarists.

“No, I don't think so,” he replied.
“We're getting into semantics, I really
don’t know what jazz is and what jazz is
not. Ramsey Lewis is considered a jazz
pianist, and I'm sure he considers himself
one, but I don’t consider it jazz in any
way. T consider him a blues player in the
style of Ray Charles. Ray Charles, for
all purposes and intents, can play a sort
of weak jazz, but he's a superb blues
player, a super Gospel player. Now, you
take someone like Oscar Peterson or
Phincas Newborn—when he’s playing
blues, it's jazz blues, and it’s an entirely
different thing. You can hear it, you know.
There're musical differences, Jazz uses
ninth and 13th chords, But, see, I could
improvise without harmonically extending
the form, and T feel jazz improvisation
harmonically and rhythmically extends. T
could improvise for a long time and
never change the form of my music. I
wouldn't change it harmonically. I
wouldn’t play dissonance, really; 1 mean
I would play with microtones, but they
certainly wouldn't be dissonant to the
genre that 1 was in, and I woulda't really
improvise too much within the time se-
quence. Yet I could and do sometimes
play music that gocs radically into differ-
ent harmonic directions and radically dif-
ferent time directions, and you can say,
now you're playing jazz—this is jazz when
you're doing this—but to me, I don’t think
it is, because to play jazz, in my opinion,
you've sort of got to be schooled in it
and brought up on it, and you've got to
know the roots of it, you know?

“Like I said, like the training of those
musicians and those horn players, you've
2ot to understand that. , ,

“But don't you feel that you're in a
similar continuum as, say, Roscoe Mitch-
ell?”, I asked.

“No, I'm not, no. I've heard Charlic
Christian, T've heard .

“I don't mean in jazz.
“In music, yes. Absolutely. In blues,
know I am. I'm a follower of thc B.B.
King style of modern blues music, and
Tve taken that style and molded my own
style from it. But it certainly isn't jazz,
as far as I'm concerned. That music is
blues and nothing but. American, if you
would, folk blues. Jazz is a folk music,

too, but. .,

Bloomfield didn't start off to be a blues
player. He was a rock-and-roll whiz kid,
very fast, with a bagful of tricks. Yet, he
said, whenever he heard a blues record
on the radio, it got to him, His progres-
sion to the blues began in folk music,
which led to Sonny Terry and Brownic
McGhee and then to Lightnin® Hopkins,
Muddy Waters, and the south side.

“I think T was about 16 when I first
started going down on the south side,” he
recalled. “I was a good guitar player then,
you know, fast, and I would fake my
guitar, and I was ready to burn those cats.
T'd play my rock-and-roll licks, and a lot
of those guys would be impressed by how
fast T played. But, of course, I wasn’t
playing blues, and T wasn't playing soul-
fully or anything, It's taken me till now
to learn how to play blues like a man.”

The way he learned was by doing, play-
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have tried to sound too much like horns , . .

ing with blues men, in joints, in front-
room parlors, wherever there was some-
thing to be learned,

“So many of those people were real
mice,” he said almost wistfully, but then
a frown skittered across his face and:
“So many, when they saw me getting good,
weren't 50 nice anymore ‘cause they didn't
dig me copying their licks."

ich raised a subject that I'm sure
has been brought up to him many times
before. Does he feel a draft because he's
a white man playing blues?

“Well, if I didn't play it better than the
black cats that I learned from or as good
as them,” he answered, “I would really
feel it. But since I know I can hold my
own chops-wise, playing-wise, I don’t
really. I feel it in the way that for years
white people have made their money cov-
ering colored music, just imitating it, and
you can always sell the white version of
black anything.”

“But isn't that still happening?”

“Tm a perfect example of that—you're
looking at it—and I try as best as 1 can
at all times 1o say, ‘Hey, man, if you dig
me, you've got to listen to these cats.’
And where's BB. King and Albert King
now? They're revived and have the best
careers they've ever had in their lives. And
why? It's because the white cats they
taught and who learned from them told
where it's at. They didn't say, ‘Hey, I
invented this music.” They madc sure that
people knew who they learned from.
That's all you could do, you know.”

One of the main sources of learning
for both Bloomfield and Butterficld was
Muddy Waters, who was, according to
most accounts today, quite open-minded
with his two young white admirers.

“Muddy was amused with us in the be-
ginning, 1 think,” Bloomfield said. “T re-
member once I got real drunk when I
was about 17 years old, at Pepper's, and
1 was singing up there. 1 was singing a
song I wrote about Muddy, and I remem-
ber him cracking up at a table of his
cronies. I mean here was this club where
there were these pimps and gousters and
bad cats and whores—and not only that
but all these working people too. Just a
man’s scene; it was no boy's scene. And
these grown men allowed me to be in on
that scene and treated me as sort of an
equal.

“Muddy and Otis Spann were very
fatherly about it in an amused fashion,
vou know—they’d figure what's with this
little white boy down here? And then
they'd crack up when they saw he could
play. I guess they took a little pride and
pleasure in seeing us mature as musicians
just as there were guys who got put up
tight the better we got to play. They
figured, ‘Well, this cat’s going to get me
right out of the gig" And then there were
cats who just didm't care about color; they
were mad because you were playing better
than them, and some cat would hire you
instead of them. This happened with me
lots of times. I know it happened with
Paul. He played at a place called the
Blue Flame, and he was a special attrac-
tion.”

It's a long way from Pepper's Lounge

on Chicago's southside to where Mike
Bloomfield is now. Looked up to by a
legion of young guitarists, he is a mature
musician, concerned that his admirers
learn music the right way. His major com-
plaint is that youngsters learn music back-
wards—they learn certain phrases and
string them together, instead of learning
their instruments,

“All they do,” he said, “is learn chops,
licks. That's how I started learning, which
is a very bad way to learn, I'd been better

if I'd learned how to play one or two
notes correctly, learned how to state my
melody in the most simple, articulate way
possible. Like you hear a fast run, and
you say, ‘Gee, look at what that guy
played,’ and you try right away to learn
it. It took me years not to do that—not
even want 1o do that—and to want to take
music and put it together in my own way,
with my own logic, and then add musi-
cality to it by attack and touch. But it's a
long, long process, and it takes you years
to go back to fundamentals and learn
where you went wrong so many times.

“You must play your music as musically
as possible. Every mote must be related
to another note, not only harmonically,
not only logically, not only tone-wise, but
in timbre, attack—one note soft, one note
a little louder, and it all must make sense
within the framework of the genre, the
framework of your own playing. I hope
that T'm doing that all the time now. I
know I'm trying to.

“T guess now I could play any mode
that there is if I heard it awhile—any
music. To me it's just music. 1 played
with Don Ellis’ band and it wasn't com-
plex; I didn't feel any struggles about the
time or anything. You just hear it as
music and it's quite simple to play.

“Jazz guitarists, in my opinion, have
tried to sound too much like horns or
have not used the guitar to the extent
that a guitar is supposed to be used. The
guitar is not a tempered instrument—it
can be bent, it can be messed with, A
piano you hit, and that's all you can do
with it. Where as with the guitar—boy!
There are an amazing amount of things
to do. And with an electric guitar you can
do_even more.

“I don't think many jazz people have
ever even considered investigating the pos-
sibilities of the guitar until just recently,
though they are brilliant musicians, espe-
cially Django Reinhardt, who of all the
jazz guitarists was my favorite. If any
jazz guitarist had an influence on me, it
was him.

“Why? Because he played sweetly. He
had a very, very sweet style, and he had
tone and a strong attack. He was a strong,
impassioned player, But I found Mundell

owe, Jim Raney, Jim Hall, and Barney
Kessel were finger players. They play with
their heads, and they don't play so much
with their hearts, Jike Django, and as
opposed to someone like George Van Eps
who plays highly emotional music, for my
ears at least, George plays guitar like Clare
Fisher plays piano . . . real romantically
and emotionally, It's not so much an ex-
ercise in intellect, even though Van Eps'
/Continued on page 48
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(Continued from page 16)

playing is truly intellectual, really com-
plex—it's almost classical, you see, play-
ing seven strings and playing voicings like
he does. But still it has heart; there’s a
great deal of soul in his music, which I
just found lacking in most of the jazz
guitar players, And when they attempted
lues . . . well, I found it just appalling.”

Vibrato is another thing that Bloom-
field said he found few jazz guitar players
used. For some reason, with the guitar,
one can get a vibrato that sounds just
like a human voice, he said, and it can
be made to vibrate horizontally or ver-
tically. “You can play it," he said, “like
a sitar. You can play it going across in-
stead of down; you can bend notes seven
or eight frets and play it that way. Django
did it. B.B. did it. And they sound like
voices. They sound like singing. They
sound like the ultimate instrument, the
human voice. They were the ones for
")

If he could gather together 100 young,
promising guitarists, what would he tell
them?

“I would tell them to try to play as
simply as possible,” Bloomfield said, “to
reassess their musical knowledge to see
how much of their music is just mecha-
nized licks, just something they can play
with their eyes closed, just involuntary
hand usage, and to assess their music on
that point—and then clear all that gar-
bage away. Think, if you've got a lick,
where can you use it, and break it down
into just notes, leading one note into an=
other, see the logic of music, and Jearn
the value of a note.

“These things sound so horribly ab-
stract, but it took me so many years to
learn because 1 did it wrong for so many
years. 1 just learned licks and put them
together any old way I could, I finished
my one lick, and then my brain would im-
mediately come up with another lick that
was there by rote in my mind. After a
while, I would be able to alter the licks
a little, and this is how I learned. But it's
not the right way to learn, You should
be hearing the music in your head, what
you want to play, a definite musical pat-
tern. Then play it the way you're hearing
it

“To a young guitar player, this will
sound like just so much bull, because he'll
hear someone playing 500 notes and he
only knows 50 notes, And he won't even
know that maybe his 50 notes are being
better played and more intelligently played
than this guy’s 500 notes, because 500
notes make no sense at all

He paused and reflected for a few mo-
ments, and then he said:

“Theres' another thing—musicality and
taste. Oh, God! I've been playing since
I'm 13, and I'm 26 now, and I'm just be-
ginning to learn what attack is, what
articulation is, how to give one note four
or five different values—with vibrato,
without vibrato, with attack, with timbre,
and things that are just so important to
being very musical, to playing highly
musical music. You know, musicality.
That's all I think about now.”

1969 August 7 — Down Beat _ _ _
“Father e?nd Son: An interview with Muddy Waters and Pauterfield” by Don DeMicheal. 3 pages. Also Otis

Spann is interviewed.
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1969 October 18 — Rolling Stone — LA Free Press — Melody Make
Review of “Fathers and Sons” album.
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1969. Dec. — Hit Parader. _
Article on “Fathers and Sons”. Review of the conbgrirv Mosrowitz. 3 pages.
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For a month before it was to accur,
thete were posters plastered all over
Chicago proclaiming:

COSMIC

JOY - SCOUT  SUPER- JAM

a benefit concert

The

Phoenix Academy

Featuring

MIKE BLOOMFIELD
PAUL BUTTERFIELD
JAMES COTTON
DUCK DUNN
NICK GRAVENITES
SAM LAY
BUDDY MILES
OTIS SPANN

Members of
QUICKSILVER MESSENGER
SERVICE
&

THE ACE OF CUPS
April 24, 1969

Auditorium Theater
Chicago, Illinois

(4¢q

FATHERS .
AND SONS

WHAT A LINEUP! From the first
sight of those posters, I anticipated a
grand night of music at the newly re-
novated Auditorium Theater, but little
did [ know what was to happen before
the Phoenix Concert.

Two days before the concert, I went
to Chess Records to talk to Marshall
Chess about a group that I have been
working with. As usual, upon entrance
to the building, 1 asked the receptionist,
“What's happening?"

To that, she pointed to the above
poster, and replied, “They're all up-
stairs recotding.™

I was overwhelned by the thought
of all of the famous musicians record-
ing together. and my first instinct was
to get into those sessions. [ was told
that it was top-secret, and that no one
was allowed in the sessions. Being per-
sistent, my next move was to ask Mar-
shall Chess, and he gave me the same
answer.

So. that whole night, Tuesday, April

18

22, 1969, T spent on the phone, looking
for people who could get me into the
studios through other means. After
many hours and calls, I finally hit the
right person, ‘who shall remain
nameless, I was to be at Chess’ Ter-
Mar Studios at five o'clock on the foll-
owing day to see what was going on.

When I arrived at Studio A, I fin-
ally saw who was actually recording,
and the list of people is something from
a blues dreambook: Muddy Waters;
Mike Bloomfield; Paul Butterfield; Otis
Spann; Duck Dunn’ and Sammy Lay
Butterfield, Bloomfield, and Lay. all
from Butterfield's original band, were
reunited and playing with Waters and
Spann, their mentors. Few people were
admitted into the studio, and I was
very lucky to be there. So, I just sat
there, in awe of these men and watched
the proceedings.

This was the third night in success.
ion of recording for this super sextet.
I asked about the previous sessions
and how they were going, and appar-

ently, upon Spann’s entrance, the eve-
ning before, the group jelled. .

The musicians looked happy in anti-
cipation of the night ahead. It began
with Butterfield overdubbing a song
from  the evening before, and then
Bloomfield doing the same. When all
of the men entered the studio, I was in
for a surprise. This was not the super
star session that I expected. Instead
of Bloomfield or Butterfield or any
other coming up front, it was a sing-
ular musical unit. Basically, it was
Muddy Waters with a backup group,
probably the best blues backup group
that could be put together.

The beer was out and the lights
were dimmed in this atmosphere of
warmth and friendship. By 8:45, it
was rolling, and what [ heard was the
blues.  Some of Muddy's old songs
were revived by this new band, and
on tape were ‘‘Mean Desperation,”
“Sad  Letter,” “I'm Ready,” and
“Walkin' In The Park.” These men
played the music expertly, needinganly



" MUDDY WATERS

a few takes for each song. It was
really something to see.

The intensity that Butterfield shows
onstage is also present in the studio.
He puts his whole body and soulinte it.
Bloomfield played his subtle guitar fig-
ures around Muddy's rhythm guitar,
and was so tasteful. Spann's piano
weaved through all the music beauti
fully while Sammy Lay solidly backed
them with finesse and strength. Duck
Dunn, (Booker T and the MG's and
Stax-Bolt bassist) was a new person
amidst, all of these old friends, Obvi-
ously he was also in awe of the people
he was working with. With tight blues
lines, his consistency added much to
the music. This three-day old group
was really together.

After all of the recording was done
some people made comments:

Marshall Chess - ""The best blues cut
inten years, "

Nick Gravenites -
the blues again.”

Sam Lay - “The only time I ever

“1t's good to hear

PAUL BUTTERFIELD

actually felt the blues.” However, not
all of ¢he feelings were verbalized.
There were locks of satisfaction on
everyone's faces, both themusiciansand
spectators. All listened to the playback
with amazement, and rightfully so. The
people depart, the studio is empty, ex-
cept for used beer cans, filled ashtrays,
and the ringing of music.

Thursday night was the Phoenix Con-
cert, and I wondered if it could be as
good as the night before. Nick Graven-
ites, the evening's emcee, introduced
The Ace Of Cups to start the music
along its way. They are an all - girl
rock band, heavily flavored in folk-
inspired lyrics and melodies. They were
fun to watch but not toogood to listen
to. Next on the bill were Gravenites
and what's left of Quicksilver Messen-
ger Service. Recently, Gary Dunecan
split from the group for newer pas-
tures, thus leaving John Cipollina,
Davis Freiberg, and Greg Elmore with
the pieces. Gravenites' vocals were
pretty strong and his writing is quite

BUDDY MILES

good. Up to this point in the con-
cert, however, the most exciting thing
that happened was a large section of
the speaker system falling into the va-
cant orchestra pit.

Twenty-eight hundred people showed
up to see music, and now it was to

begin. A quartet of musicians came on
to the stage: Butterfield; Bloomfield;
Dunn: and Buddy Miles on drums.

““Hey, Little Schaool Girl" was their
first song, and Bloomfield had the vocal
which he performed only adequately.
He makes it up, though, with a very
nice instrumental. Then Butterfield
takes “'Losin’ Hand” and sings with
both his voice and his harp. The voecal
trading is kept up with Miles taking
the lead on “Down On Broadway” and
“Texas.”" Milesis more impressive when
he is jamming with outside musicians.
Exit Miles, enter Muddy Waters,
Otis Spann, Sam Lay, and Ira Kamin
(on organl, The tapes are rolling again,
only this time with one of the most re-
ceptive audiences | have ever seen. The
19



DUCK DUNN

crowd expected great music; and they
only had had a taste of it from the pre-
vious foursome. Now, just about every
body onstage was a dynamo, sothe aud-
ience’s expectations were unbelievably
high.

The new group, with Muddy singing
all of the vocals, began with *“Hoochie
Coochie Man,”" and it was the first
sign of a musical explosion. Bloom-
field and Butterfield were grooving on
each other’s music, with fine counter-
point and anticipation. They were work-
ing so beautifully, it made me wonder
why they ever broke up. As usual, Lay
and Dunn provided a solid rthythm sec-
tion while Spann and Kamin could hard-
ly be noticed.

The slow blues was next with "“Long
Distance Call”" a mournful song that
gave way to both Butterfield's and
Bloomfield's instrumental virtuosity.
Muddy was also different on this night.
He was more fluid in his singing and
his physical movements and was gen-
erally very relaxed.

20

1971 June — Guitar Player.
Article: Michael Bloomfield: “straight stone city bls® 7 pages.

MIKE BLOOMFIELD

There were a couple of more songs,
and then what we all had been wait-
ing for happened. Muddy und the
band went into "Got My Mojo
Working,”" and then everyone saw that
there was only one boss on the stage
- Muddy Waters. He took hold and the
audience went right with him. When
he sang the words, “'Got my mojo
working,” the audience, in unison,
answered, "Got my mojo working,™
It was incredible. The refined
atmosphere of the Auditorium became
a gospel revival hall with Muddy being
the preacher and all of the audience
his followers. It ended, but the an
ence wouldn't let go.

Muddy came back to the podium
and Buddy Miles joined the band,
and they went into a faster Mo
By now, there was not a single per-
son who could sit in his chair, and
all were jumping and applanding and
singing Moved by this response,
Muddy even did a dance on the stage
It was the most exciting performance

kkkkk

OTIS SPANN

that I had ever seen, and when heleft
the stage for good, the audience still
wanted more. Everything that fol-
lowed was after the fact

All of the “Mojo,” was put on
tape, and recently, Iwas lucky enough
to hear a rough mix of it. It is the
most exciting live performance that I
have ever heard on tape, and hope-
fully it will be included in the al-
bum that is being put together, All
of the electricity of the Auditorium
is transferred on the tape, and it put
me right back to the Auditorium with
all of those good people un that beauti
ful evening,

Between the studio work and the
concert work, there is a wealth of
music that will be in record form
soon, possibly as a two-album set.
The name of the album is going to
be called Fathers and Sons. It was a
musical happening that will probably
never oceur again. ['m looking for-
ward to the LP, but in'the meantime,
1 will have the memory of watching it
all.Oirv mosrowitz
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copyrighted “Key To The Highway”
and all these old songs and made sure
the artists didn’t get screwed. He had a
great love for the blues, Melrose. So 1
found a few of these guys who were still
around gigging like Sunnyland Slim.
Sunnyland knew where everybody was
and through him and Big Joe Williams,
who was also with Bluebird, I managed
to find everybody I was looking for
Some of them were very hard to find,
like Coco Amold who had kept out of
the public eye since 1935. He was just
on retirement, doing nothing at all,
living in a little old one-room shanty. A
lot of the guys were suspicious: why
would a young white boy be wanting to
know about them, much less wanting to
hear them or know anything about their
music? Many of them were oddly
amazed that you would know anything
about their past history and whatnot.
But 1 told them there were people that
wanted to hear them and who knew all
about them. And like some of them just
wouldn’t helieve it

GP; Like when these guys came to your
club, would you gig with them on stage?
MB: We didn’t even play on stage. It
was at their homes. On stage at that
time, there were younger singers in
Chicago, most of them patterned after
the old blues peaple. If it was a har-
monica player, he would be patterned
after Little Walter; if it was a guitar
player, he would be patterned after B
B.; and there were tons of them, they
were older than I was, but only by
about three or four years. There were
guys like Little Smokey Smothers
Homesick James, Eddy King, and
Hound Dog Taylor, and Robert King,
Lefty Diz and Fenton Robinson, and
let’s see, Luther Allison, he’s comin’ on
strong now. Of course, the big ones,
Buddy Guy and Otis Rush and Magic
Sam and all those guys were in Chicago
and they were easy to find, because
they would be gigein’ in club. Guitar
Junior, B. B. Junior and Little Mac and
all these cats, they’d all be playing
clubs. But to find these guys who had
stopped recording 20 years ago was

tough. What interested me even more *

was, of course, the guys, because it was
years prior to that time that I had been
an electric rock and roll guitar player
and like 1 still have my best chops play-
ing fast rock and roll guitar.

GP: A few years back you used to have
lightning speed, but the accuracy was

off.

MB: 1 did have speed but I didn't have
the notes in the right places. It took me
all these years to develop. But speed

26

thing. | Had sl
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Well, e

isn’t important. [ think it’s good to have
both, speed and feeling. Listen to
Django and Charlie Christian and you'll
hear feeling and speed. Sometimes, at
rare. moments youw’ll hear B. B. King
play as fast as the fastest jazz guitarist
He can do it if he wants to. You see, B.
B. is weird, he usually plays only down
strokes just like Charlie Christian only
played down strokes. But B. B, can play
both up and down strokes and he plays
just as fast as the fastest jazz guitarist in
the world. But he’s learned from Django
records and stuff like that

GP: When you say “feeling” I assume
you mean feeling the vocal sounds of
not only your voice but also your gui-
tar.

MB: Yeah. It took me a long time to get
interested in singing, not me singing but
listening to vocal sounds, because the
finest guitarists are those that imitate
voices. And the more vocally you can
play guitar, the more human you're
going to sound.

GP: Kind of like Robert Johnson wail-
ing right along with his guitar?

MB: Right, exactly

GP: And when you stop singing, your
guitar continues singing . . .

MB: Right. You know, Jimi Hendrix
was very good at that. Very, very good
at that. I consider him the greatest
guitar innovator of the decade at least,
possibly this quarter of a century.
Charlie Christian and then Hendrix as an
innovator, as someone who completely
changed the whole avay of thinking and
looking at a guitar. As far as electric
playing, he was the first real electric
guitarist for me, other than the old guys
who played like the original steel play-
ers. Like Leon McAuliffe, there’s one of
the real electric guitar innovators in
America. And one of the originals. He
was supposed to be one of the first guys
to play the electric guitar, this was way
back in the early depression, in the early
thirties, and he played so sophisticated.
Les Paul was like the first one to get
into overdubbing, but McAuliffe was a
very sophisticated player. He played
with Bob Wills and his Texas Playboys.
But this guy’s playing was really far out.
I heard his first solo and if you played it
today, it would be avant garde, he was
such a heavy player.

GP: How did the blues thing come
about for you after listening to all those
R & R records?

MB: Because I had heard it on the radio
and | liked it a whole lot more than
Rock and Roll. Now, my tastes have
changed, I like rock and blues equally. 1
will sit and listen to both B. B. and Fats
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Domino, they both mean a lot to me.
But the blues then was so unattainable,
and so delightful to my ears | wanted it
pretty badly, so I just drenched myself
in it. Instead of playing it, I would just
listen to these cats. I would hire them
and then listen to them, | would be
their friend and they could show me
things, and I could get them money.
And 1 would learn from Big Joe (Wil-
liams) and Sleepy John (Estes), you
know, the old Delta blues singers and
they would be teaching me stuff just
like they taught Robert Johnson when
he was little. The exact same way. It
was incredible. At the same time, going
from club to club seeing the modern
ones playing just what | wanted to play,
that was where | was at more than any-
thing. Like I prefer “Rumble™ by Lee
Gray to maybe something by Duane
Eddy, just because it was funkier. I
always lean toward the funkier sound.
GP: How did the Paul Butterfield thing
come about?
MB: Well, like I had my own band when
I was around 18 or 19. 1 got married
and still worked in clubs. T started play-
ing at this place called Big John's,
playing piano behind Big Joe Williams,
with Charlie Musselwhite playing harp,
and a washboard player. We played that
thing out for six months. And then Joe
went on the road and I started playing
guitar. Occasionally other guys would
come in and sing and play guitar. So
there was two guitars and a drum. He
didn’t have a drum set, just a drum, and
then a harmonica. And then we played
like that for a while and then finally the
drummer got a set. He was a drummer
from the Sopwith Camel, a guy named
Norm Mayall. And then finally we got a
bass player, he was from the Roy
Rogers’ show, the Roy Rogers’ traveling
hillbilly show: his name was Sid Warner
and we played straight blues.
GP: Do you remember some of the
things you were doing at that time?
MB: “I Got Fooled,” “Sweet Sixteen,”
“Five Long Years,” “Stand Around
Cryin',” “Country Boy Don’t Say You
Don’t Love Me "Cause I'm Staying Out
All Night,” and stuff like that. A couple
of Elmore James’ numbers and just
blues.
GP: But, | mean it wasn’t like Missis-
sippi John Hurt type blues music, like
“Candy Man,” it was pretty much city
blues?
MB: Yeah, it was absolutely straight
stone city blues. It was like if Muddy
Waters had a Buddy Guy-ish type gui-
tarist in his band. That’s what our music
Continued on page
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MICHAEL BLOOMFIELD
Continued from page 26

was like. And anyway, we played for a
long time in this place, Big John’s, and
then 1 got signed to Columbia when I
was 19 to record an album with this
band, but they never issued it. | would

love to hear it
GP: Does Columbia still
album?

have

MB: Yeah. I'm sure they do, but they
never issued it, you know. Then, we
recorded “Goin’ Down Slow™ and some
original tunes and some other stuff. And
then | would also work on the south
side (Chicago), just as a guitar player
hired out to other people’s bands.
would work with them and 1 would also
jam with the older musicians, in the
older style. Not so much like John Hurt,
but more like Tam Peret. Like there
were so many piano and guitar player
teams like Leroy Carr and Scrapper
Blackwell, and I would play in that vein.
I would play that style. | have always
considered it important to play in the
genre of the style of music that you are
playing. As they called it themselves,
they called it “complementing guitar.”
But the band we had was pretty young
and enthusiastic. I've just heard one cut
off that unreleased album: the playing
was great and the singing was terrible.

GP: What kind of guitar were you usmng

at that time?

MB: 1 was playing a three-quarter size
Fender that 1 bought at a pawn shop.
Cost me about $23.00. It was rotten,
but it did me fine. | have really small

that  John’s

started playing with Paul.

GP: Yeah, back to Butterfield, you were
on one side of town and he was on the
other, right?

MB: | was playing on the north side
with a blues band, Paul was with an all
black blues band on the south side, He
would come in and sing with me in Big
which was in this kind of
Haight/Ashbury of Chicago at the time.
Then I had a chance to go to this other
club which was farther up north and
had more bread, so [ asked Paul if he
wanted to take my gig. 1 always hated
his guts and he hated mine. He got a
really good band together and when
| they hit they were like dynamite and it
was the best band I had ever seen at that
time. And so we both played in our
respective clubs for a little under a year
and then a guy from Elektra records
asked Paul if he wanted to make a
record and Paul asked me if I wanted to
play a little slide for him. I admired Paul
incredibly for his singing and his music
but | never liked him, so [ was kind of
reluctant to do it. And finally 1 said all
right, so he took me down and 1
recorded a whole bunch of stuff in New
York. I played piano. 1 didn’t play
guitar because Elvin (Bishop) was their
guitar player, but I did play slide on two
or three numbers,

GP: Just out of curiosity, what did you
use for your slide?

MB: | used a bicycle handlebar, cut off
about an inch. | find that sounds the
best. Anyway, after that thing I re-
turned to Chicago. Then Dylan called

hands anyway. I had always wanted a me.

Telecaster,_but | didn't get one until |

GP: Did vou know him before he called

you?

MB: Yeah. He had played in this club in
Chicago and [ had heard his first album
and thought it was shit. I told him that
and he said, “I'm not a guitar player
man, I'm a poet.”” And so we sat and
talked and played all day and goofed
around and got to be friends. And then
he left and 1 hadn’t seen him until he
called me up and asked if | would play
on a record with him. Now, I had no
idea that he was famous at this time,
that he was sort of a superstar all unto
his own. And when | got to Woodstock
and saw this mansion that his manager
owned — like I really didn’t know what
was happening. | learned “Like A
Rollin® Stone” and a few others and
then we cut that album Highway 61 or
whatever it’s called, and after that we
played at Newport and by that time 1
started playing lead with Paul. T went
back to Chicago after we had cut that
record, and | wound up playing guitar in
a go-go club and Paul came in and heard
me and decided he wanted me in his
band. I told him that if 1 was going to
play in his band I was going to have to
play lead guitar, and that 1 was not
going to play piano. He said all right and
so we started playing and that first gig, I
think Oscar Brown Jr, got us. We did
some benefits and then we got a micro-
bus and started traveling all over the
country playing one-nighters. That bus
was really uncomfortable and I re-
member one night in Boston, [ split the
gig saying that bus was dehuman. All
this time I was getting better and better
in my playing. 1 took one of those cram
courses in jazz from this guy named

Pete Welding who used to be the associ-
ate editor of Down Beat. He played me
all the jazz 1 had ever wanted to know
in my life. He gave me a chronologieal
history of jazz in a short period of time.
I understood how you could get from o
Coleman Hawkins to a Ben Webster to a
Charlie Parker to a Coltrane to an
Ornette Coleman to an Albert Avler and
Archie Shepp. | could understand the
musical line, you know, like who was
playing like who and how it went, And
at that time | was very much into
Ornette Coleman and | was very inter-
ested in his music, And through Mark
Naftlin, & piano player, 1 learned differ-
ent ways of playing chords. How 2
minor chotd could become a minos
ninth chord.

GP: You mean just straight chord
fingering?

MB: Right, but | would learn more than
that, Like | learned if vou were in the
key of Fm you would also play in the
kev of Abmaj.7. You would still be in
the same key but you would be playing
a minor ninth scale, which would be a
different mode. In modes, vou ¢an be in
like three or four keys at one time. Like
the song could be in Fm and you could
play in four keys and all of them would

be relevant and germane. Well anyway,
this was a whole other side to my musi-
cal goal at that time which was basically
to be a good blues player.

GP: You play mostly by ear?

MB: All by ear. And like this door
openad up to me and like | could play
so much more by ear. So much more
than just blues, I could play just any
mode or any {ramework | would try to
fit mysell into. And the speed. being u
fast puitar player really helped a lot. I've
heard tapes of some Butterfield live gigs,
where I've played so fast | just couldn’t
believe it, But now I'm really fast, but
not like Alvin Lee. Not that kind of
fast, but fast like Johnny Smith, fast
like Joe Pass — that kind of fast
Smooth and accurate. So | have these
two musical concepts going in my mind;
purest blues concept and this sort of
unpure, anythinggoes-as-long-asit’s
harmonically-germane-and-
harmonically-intelligent style of guitar
plaving. And | was working hard on
both of them.

GP: What about the Butter-band?

MB: Well, Butterband at first was very
idiomatic and we played just stone blues
about as pure as you can play it. As
pure as the English when they had their

-

traditional movement and they started
playing dixieland, and they really tried
to play it pure, Well, I think we passad
the color line. | mean we played that
blues good, man. There wasn't a blues
player that we learned from like Muddy
and those cats who didn't say to us, you
boys are going to carry it on for us.
Except about our voices, when he said,
“¥ou're not man enough 1o sing it yar.”
Muddy would always say that, and he
was right too. But eventually Paul will
be man enough, maybe he:is now, but
we were much younger then, We were
really there, we could play any black
club if we were familiar with thuat blues
and it would be the same as if Muddy
Waters was there. We had that much of
the emotional feeling or nuance of that
music. There are so many nuances. That
is the kind of music in which you
respond to it as it happens, not when
it's done. Like that's the European west-
ern music culture, where you respond to
the music when it’s done (clap, clap),
Like in the Indian culture, when it's
happening you nod, and in the black
culture vou scream, you holler, you
approbate, you say, “Yes! WOW! It's
Happening!™ If a guy gets a tough lick,
vou seream, “Yeah!"” And we were used




to playing to that sort of reaction. Not
to applause or standing ovations after-
wards, but people responding as it
happens. And this correspondence, this
close closeness with the audience, this
feedback was really necessary. 1 don’t
gel any response from any club or con-
cert hall today. It's just a bunch of
stoned kids lying on the floor, They can
appreciate all they want, but they’re not
from an oral tradition. a feedback tra-
dition. They may scream when they
hear 4 wild note. but they probably
learned that from listening to one of B.
B. King's live albums.

GP: It’s kind of like having the audience
in your fingers and you're just going
right along with it . .

MB: . . . and they egg you on and you
egg them on. You'll find this same thing
with hillbilly music. If you hear a real
good bluegrass show, you'll find the
same thing. When the band starts a song.
the audience will start screaming, man,
“cause they know what it means. There's
a whole realm of nuance that means
cverything to those people. The same
thing with the blues.

GP: Without it, it kind of seems like
you are playing in a dry cleaner’s.

MB: Exactly. You must have that recog-

nition of that style and have the proper
response. Like in church, if you don't
have that proper response it makes the
music a little less valid, you know,

GP: Getting back into it, you dropped
the Butterfield band and then split out
west and then the Electric Flag,

MB: You know, for a long time all of us
in Paul’s band had wanted herns. All of
our blues records, or many of them,
other than Chicago stuff and stuff that
came out of the South and Detroit, had
horns. Fats Domino, Ray Charles and B.
B. King especially were guys that had
horns in their bands, And as a guitar
player, I really wanted to hear that
sound of the guitar interacting with
horns. So when | went out to form the
Flag, man, that was still in the back of
my mind. | wanted just a good old blues
band with horns in it. And just all these
diverse influences came into the Flag
and by that time I was into all kinds of
music - Beatles and other things on the
radio. There wasn’t any music AM or
FM that wasn’t entering my head at one
time or another leaving some sort of
imprint on my mind.

GP: Were you satisfied with the Flag?
MB: Well, you know the Flag was a
good band, but it got incredibly pushed

into the making. Real-fast-to-make-it-
real-big syndrome. And we never had
time to mature as a band, dialectically,
or even as people. The thing that made
us close together was our obligation: we
had to make this, we had to make that,
we had Lo write this.

GP: What about the cuts, though,
weren't you satisfied with tunes like
“Texas™?

MB: Yeah, I guess I was. If you want to
really hear the Flag's playing in differ-
ent bags, get The Trip album, because
we tried to play every style we could
think of, every American musical style
that we were all familiar with, we
played on that. It’s the soundtrack from
the movie, “The Trip.” We played
everything: old jazz, dixieland. There’s
just nothing we don’t play on that
album. But anyway, by the time the
Flag was really getting it together, I was
really into this concept of idolatry, not
liking idolatry. Like 1 am super curious
to read the “Rolling Stone™ to hear the
latest news about John Lennon or what
Bob Dylan’s doing. When I was a kid 1
was super interested in knowing what
Chuck Berry was like or Carl Perkins or
anything like that, and 1 still am. I'm a
gossip, 1 shoot the shit about any of
those things.

GP: Let’s go back to the Electric Flag,
where did you meet Harvey Brooks?
MB: On the Dylan sessions, When I saw
him in the band, I really didn’t think he
was the best bass player | knew, [ knew
better bass players, but he really wanted
to do it and 1 was flattered that he
wanted to and 1 sort of knew that he
was kind of famous as a bass player. But
I knew better cats, but he was good.
Harvey was real good. He knew nothing
about blues, man, his roots were so far
removed from mine, Like when | was
playing some blues cuts for an Ian and
Sylvia session, like he didn’t even know
how to play blues bass, really, and 1
kind of resented it. It was childish 1
guess, but we finally got along, you
know. Now, he’s just a fabulously great
bass player. And I met Buddy Miles in a
big rock and roll show. He was playing
with Wilson Pickett’s band and I was
playing in a Mitch Rider session and
Mitch was on the show and I asked
Buddy would he join the band. And
Goldberg 1 had known for a long time
back in Chicago. The horn players, one
of them was a friend of Barry, and the
other was recommended to me by Larry
Coryell. And so that’s how we all got
together. 1 got a house out here in Mill
Valley and we all came here. We all lived



in the same house, except we should
have lived here a lot longer. We should
have stayed in one place for a long, long
time, man, until every possible thing
was ironed out.

GP: It seemed to me that the Flag was
really together.

MB: You don’t know the half of it. No,
we were really good a lot of times live,
but a lot of times, well, we just had
troubles. Buddy was success crazy, he
was absolutely insane 1o make as much
money as he could as fast as he could
and he would spend incredibly exorbi-
tant amounts of money and buy giant
cars. And we had some junkies in the
band. There were just horribly diverse
factions which can break any band up.
And most of all 1 found myself being a
product, just a stone product. And if 1
had just a little more control it wouldn’t
have been so bad. I don’t mind being
the product if 1 can also be the manu-
facturer. If somebody had taken control
of the group, we would be together
now. We'd have been even more beauti-
ful.

GP: What about Richie Havens? 1 saw
his name on that album playing sitar?
MB: He’s just a friend of mine. He's a
sweet, sweet, wonderful guy, He’s one
of the few Christians you’ll ever meet.
He’s truly good. And I just wanted one
note, so he played a single note drone
on the sitar. He was hanging around the
studio when we were recording, so 1
asked him to play that one note. Just
‘cause he was my friend and he was
hanging around, 1 thought why
shouldn’t he make a little money too. It
seems silly to hire a professional sitar
player to play one note.

GP: How did that Supersession album
with Kooper and Steve Stills come
about?

MB: 1 didn’t want to make that record
too much. It was just a favor for Al
Kooper and he said we'll make a lot of
bread out of it and subsequently he was
absolutely right. 1t made a million. | had
just finished with the Flag and was
really depressed, and 1 didn’t want to
play any gigs at all. Nothing. All 1
wanted to do is sit around and read.
And 1 have insomnia, and 1 told Kooper
that and said 1 probably won't be able
to cut this record. He said, well. come
on down and give it a try. So I flew to
Los Angeles and cut for him all day and
he rented this big fancy house with a
swimming pool and everything, and 1
couldn’t go to sleep, man, | was so up-
tight. So 1 snuck out early in the wee
hours of the morning with a guitar in
my hand, I got a cab and flew home.
And when Al went to look for me in the
morning | was already back in San Fran-
cisco. So he hired Stills to replace me
for that day. And that’s how that went.
stills is playing the wah.wah and I'm
playing the straight guitar. That's how
you can tell who is who. 1 don’t like to

rap about weaknesses, but that is some-
thing I'm weak in. I am also very reluc-
tant to gig live. [ don’t dig gigging live.
1t’s not a question of intellectually dig-
ging it or not, I just don’t react to it
well. 1 get real nervous and real uncom-
fortable and I never feel that it is really
worth it other than to make the bread. I
don’t get feedback [rom other people.
The only time it’s worth it is like when
we played San Bernardino with some of
the guys from the Johnny Otis Show:
Fillmore Evans, the singer, and Eddy
Vincent and Big Joe Turner and the
horn section and everybody got turned
on and it was just fabulous. The audi-
ence was turned on too, but they
couldn’t have been as turned on as we
were. All of us, old guys and young guys
were just groovin' on each other and
having a ball. And like when we played
the Keystone Korner (a small club in
San Francisco), Friday night was just
“agh.” but Saturday night everybody
was just so turned on, man, it just made
everything worth it.®

(In the August issue, Michael Bloom-
field will falk about his instrumentation,
musical goals, his new atbum, equip-
ment, technigue and more. )
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GP: Musically, what is your ultimate
aim in life?

MB: Well, I just want to be a singer,
piano player, and guitar player who's
able to play in any mode, any mode of
music, be it a Bach concerto, whatever.
I want to be able to understand what’s
happening as soon as I hear it. Under-
stand the structure, learn the ideas, and
be able to play it. Or, if not play it
exactly, play so closely with it that you
would think that [ know the music. And
that’s what I want to do. It comes from
just knowing that all music is in modes,
in different Kinds of modes. And pretty
soon you get to identify them. You can
learn them all technically. There are
huge books written on scales and
modes.

GP: What instrument are you using
now?

MB: A Les Paul and a Gibson double
cutaway (an original Les Paul, and an
SG).

GP: What kind of strings?

MB: I usually use Fender strings (Rock
and Roll). Light gauge for when P'm on
a gig and heavy when I'm in the studio.
GP: Any particular reason for heavy
gauge in the studio?

MB: Yeah, you don’t go out of tune as
easily with heavy strings. That's the
only reason.

GP: What about the action?

MB: 1 like it high. I like a guitar to give
me pull. I like something to pull against.
So I like strings that aren’t too loose
and I like action that’s not loose either
1 don’t like Slinky strings and I don’t
like very low action. I want to feel
something tactile that I can play against.
so T like hard action.

GP: What kind of picks do you like?
MB: | use an imitation tortoise shell

‘Straight Stone City Blues’ Part Il

Michael
Bloomfield

by Michael Brooks

Late last March, | spent a day with
Michael Bloomfield in his Mill Valley,
California_home. Out of that meeting
came an_interview with enough infor-
mation for a two-part series. The first,
published in June, concerned Michael

and his times with Paul Butterfield, Bob
Dylan, Steve Stills, the Electric Flag,
and his earlier days in Chicago. This, the
concluding part of the series, places
emphasis on Bloomfield's instrumenta-
tion, musical goals and technique,

pick. You know, they come in those
little blue plastic boxes. They're shaped
like a real expensive tortoise shell but
they're cheap. [ like them a lot because
they seem to be the most medium pick
in the world. They're more medium
than any kind of pick that says, like,
Fender medium or anything. They're
thicker than those, but they're sort of
light too.

GP: And amps?

MB: For amplifiers, I like a Fender
Super Reverb. I've got a real old Fender
Bassman or Showman. [ like that and I
like an Acoustic amp for big gigs.
They’re a good amplifier.

GP: Do you plug those in series or just
use a single amp at a time?

MB: When [ used to play with lots of
volume, I plugged in series. Now, T like
one amp. If [ were able, | would play as
quietly as 1 could. Tll tell you some-
thing, man, you can get more volume
out of your hands, as a guitar player,
than a volume control. 1 can put my
guitar on 4 and get more volume than
people on 10 sometimes. Everybody in
the bands that I played with complained
that I played too loud and I probably
do play too loud, but I know my amp is
never up past S. It’s all in dynamics, you
know. Like, if you turn my amp up to §
and if 1 hit it hard, man, it’s going to
come out so loud. But the whole idea is
that even if you turn your amp up to
10, you should still be able to play a
whisper and yet have a very loud ampli-
fier. Nuance is extremely important. Or
use the volume control on your guitar,
you know. Use those things for nuance.
Unless you can pick with nuance. |
mean, like, look at a horn player: not
only can he play soft and loud, but he
can put a rasp on his horn. A fuzz tone

is never going to equal the naturalness
of 4 rasp like Ray Charles’ voice or a
homn player when he starts playing
raspy. But you must learn at least the
dynamics of being able 1o play very fast
and lightly. A lot of people can't play
fast unless they're playing real hard.
And you should be able to bend notes
and sustain them for a long time at the
lowest volume possible. Now, I can hold
out a note so you would think I am
using a sustain unit or feedback, but it
doesn’t have anything to do with
volume, it’s just absolutely equal vibrato
pressure with your hands almost setting
up sympathetic vibrations with the
other strings. It’s just really important
to learn to control your hands.
GP: What did you do to learn this?
MB: Well, there were certain things 1
had to learn. Like if you are going to
bend strings, if youre going to play
micro-tonally — that means across the
fingerboard vertically instead of up and
down. First of all, you've got to learn
where your intervals are, right? You've
got to learn where your notes are. Like
if you are going to bend a note from G
1o A, which is a whole step, like be-
tween G and A there are an infinite
number of tones that are called micro-
tones. Thal’s the way a sitar player
works. Well, you've got to hear that in
your head first of all and then you've
got to make your hands go automat-
ically to that spot. And there’re tricks
you learn, like if you're bending your B
string and pushing it forward, it’s good
to mute the string right next to it, the G
string. It's good to mute that G and
push it up so you can bend your B
string right underneath that string. Like
sometimes I bend seven or eight frets
Continued on page 36
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Ellington’s band. He is known for his
incredible barnyard sounds. You know,
like a growl trumpet sound. He could
even sound like an animal, and that’s
how 1 would like to play.

GP: What about as a total musician?
MB: Ideally, as a musician, I would like
to be like Ornette Coleman or like
Roland Kirk. [ would just like to play
melody, just endless sireams of melody
and have it have no name, no compart-
ment. 1 would just get up there and play
endless streams of melody encompassing
every sort of tradition that my ears have
come upon. But in another sense, lam a
definite purist and | believe that if
everybody is playing polkas, and I'm
not playing polkas, then I'm not playing
along with the group. I was brought up
in a tradition of music, the tradition
where one complemented and stayed
within the genre. Very much like Indian
musicians. They stay within that genre.
and 1 think very much that way too. In
studic work, you've just got to play
with the guy. He tells you to play that
way. And so it’s best to know every
little bit of that whole field. When I
play that rhythm and blues, I don’t even
think of it as blues. There’s a whole
style of black guitar playing that has

nothing to do with the blues. There’s a
rhythm and blues style, you know. Like
Steve Cropper, he’s a hillbilly, a white
guy, but black guys like Eric Gale and
Curtis Mayfield and Bobby Wommack.
they play this whole exquisite style of
guitar playing that has nothing to do
with the blues at all. Bobby Wommack
1s basically into ballads, street ballads of
the 1950°s. 1t really came out of a
gospel style of guitar. The kind of play-
ing that came out of gospel guitar was
very bluesy, but it wasn't blues, really
It had the same notes as the blues, and
the gospel singers would sing the same
notes as the blues singers, but it was
played a slightly different way. They
used more chords, and they used more
thirds and things that just weren’t used
in the blues. Loman Pauling was one of
the first guitar players to play that way.
Wommack is one of the big exponents
of that. Probably one of the best stylists
is Eric Gale. The way they play on all
the Motown records. Steve Cropper is a
very good R & B guitarist, but Gale 1s
just the very best I have ever heard.
Those guys all play jazz, but for a jazz
guitarist, I like the guys who aren’t so
heavy. Jimmy Raney is a heavy guitar
player, you know, but it just doesn’t

quite knock me out. I like Django Rein-
hardt very much, 1 like Wes Moni-
gomery very much. 1 like Luiz Bonfa
and George Van Eps very much too. For
funky Jazz guitar, | like Grant Green
and George Benson. 1 sort of like Phil
Upchurch. There's a guy named Sonny
Greenwich, from Canada, he’s a phe-
nomenon. They talk about John
McLaughlin, but dig this Sonny cat, he’s
the Coltrane of guitar players. But still
as great as all these guitarists are, out-
side of Van Eps, | think that Hendrix is
possibly the most innovative guitar
player of this decade, or the last twenty
years.

GP: Yeah. Jimi didn’t have any borders
and that’s possibly what made him
great. When he played I'm sure his
thought process didn’t say I am playing
rock and now | am going into jazz. He
was transmusic.

MB: Absolutely. Sound was his thing.
He played the guitar, but he could get
any sound in the world through it, and
sound was what he was looking for. 1
think that he was the most advanced.
There was no one near him in any way.
He had everything: speed, control, and
on and on. And 1 talked this way about
him when he was alive, man. The cat




was the most amazing guitarist 1 had
ever met in my life. He had huge hands.
Incredible finger positions that 1 had
never seen. He was so unorthodox that
it was really strange, he used that giant
thumb of his and played the weirdest
chords. 1 think his work will be studied
for years and years. And yvou know, |
never tried to imitate him or take on his
style when 1 played. I've just never
heard anybody come near him. I've
heard guys that were doing direct imi-
tations of him, like Blue Cheer, but they
weren’t even in the same league. The
nearest thing I've ever heard of the
Hendrix kind of playing was done by a
guy named Randy California (with
Spirit). He knew Hendrix from way
before.
GP: Today, what's Michael Bloomfield
doing?
MB: I'm cutting an LP. I hope to make
this my best guitar playing record of all.
Mark Naftlin, the best piano player |
know, will be making the album with
me. You know, there're different fields,
and Mark is not a Theolonius Monk and
he doesn't play like Monk. His school of
playing is very similar to the way I play.
And in blues, next to Ray Charles, I've
Continued on page 47
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Continued from page 38

never heard a better blues pianist. 1 am
going to make it with him and 1 hope
there’s going to be a 50/50 dialogue
between us in musical interacrion. Like
there’s a very good album with Jim Hall
(GP Vol. 4 No. 2 1970) and Bill Evans.
1’5 called Undercurrents and is a very
good guitar-piano album. The same guy
who does Blood, Sweat And Tears, Roy
Halee, is going to engineer our album.
This is going to be my best playing
record, because none of the records 1
have done have ever satisfied me. Every-
thing that I've played on records | have
heard better on tape, like live gigs. Way
better. So much hetter that it's rdicu-
lous. But | hope this to be indicative of
this period of my life, my definitive
record. A record of me playing up to
this period of life.

GP: Is this going to be city blues?

MB: No, it's going to be a piece of
music, but it’s going o incorporate all
the early sounds that | liked so much.
Of course, I'll do blues scales and gospel
scales, It'll be on that, but it just won't
be stone blues. Listen to some Charlie
Mingus albums, you know. They have
sounds like the church and sounds like a
barnvard and socunds like everything,

but you call it jazz, Mark and | have
very similar tastes, so 1t will have all the
things we like on it. We were both up
with the music of the 50% and also
we're into a lot of improvisation, We
would like to tie it up in an intelligent
fashion. It will all make sense if we get
it together right. But mostly 1 want it to
be long periods of time, good 20-30
minutes of meaty chunks of playing.
GP: Do you have any last bit of advice
for guitarists?

MB: Yeah, There are times when | don’t
play at all. Sometimes | don’t even
touch the guitar for months on end. |
play the piano, listen to tapes, listen to
records — but that’s not good enough,
All you young guitar players keep those
hands moving and play as much as you
can; but my God, if you don't play, you
must listen, because listening o music is
sometmes as important as playving. So if
vou're not going to be practicing a lot
and everything, then listen. And just
don’t try 1o cop hot licks. Try 1o under-
stand the whole field of music, the
whole genre. And once you understand
that, then vou will see how everything
relates to everything. One of my great-
est fetishes is American music and how
everything relates to it.m

“Heroes of tleetEic Blues” with citations from



| “lalways lean
toward the funkier

sound. Like, |

prefer Link Wray's
‘Rumble’ to anything
by Duane Eddy.”

a bit weird—although really

no stranger than what was

happening over in England at
the fime—that America's first great white blues
guitaristwas a rich Jewish kid who received a
quitar as a ber mitzvah gift. But Michael Bloom-
field's cultural DNA was transformed by an early
exposure fo rockabilly and blues radio shows,
and the experiences friggered a ferocious pas-
sion fer music and a life-long devotien to the
guitar, There was also a fair amount of rebellion
present in the psychic transfer.

By the fime he was 15 years old, Bloomfield
was so immersed in blues guiter that he would
sneak out of his femily’s upscale home on Chica-
go's North Side and haunt the blues clubs on the
city's South Side. Seeking fo hear Muddy Waters
and ofher players, he'd simply stand by the door

and listen whenever he was denied entry. But
there were many fimes when the ballsy teen
would not only bluff his way infe some seedy bar,
he'd also step onstage to jam with the house
band. By 18, Bloomfield felt he had mastered
both “real fast, bluesy rock and roll” and folk
stylings (including Travis picking), and he focused
on managing a club and promoting acoustic “liv-
ing room” performances in the homes of cbscure
Chicago bluesmen. Although he often related
in interviews that he had quit playing guitar for
a while, Bloomfield was acfive enough onstage
and in the studio to beguile producer John Ham-
mond, who signed the guitarist to a CBS record-
ing contract in 1964. Those sides went unreleased
at the time, however, because CBS couldn't figure
out how to market a white blues guitarist.

In 1965, Bloomfield jeired the Paul Buterfield

Heroes of the Electric Blues 9
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Blues Band, and the group’s gutsy, rock-fueled
take on urban blues was a smashing success.
Bloomfield rapidly ascended to guitar hero sta-
fus, and was tapped to perform on Bob Dylan’s
Highway 61 Revisited, as well as at the folk
singer's controversial electric set during the 1965
Newport Folk Festival. The next year, Bloom-
field’s enthusiasm for all music propelled But-
terfield’s East-West album into a thrilling blend
of eastern motives (especially ragas), psyche-
delia, jazz, and full-tilt blues. Not surprisingly,
the stylistic mélange was incredibly seductive
to San Francisco’s flower children, and the band

became one of the scene’s big concert draws.

By then, Bloomfield wasn't digging the
group’s direction or the audience response (“It's
just a bunch of stoned kids lying on the floor,”
he complained), and he quit Butterfield to live
in the San Francisco Bay Area and form Electric
Flag—a band that further expanded Bloom-
field’s palette with the addition of a horn sec-
tion. But Bloomfield didn't stick around 10 truly
develop the act’s promise. His distaste for “be-
ing a product” and the “success craziness” of
the band's management—as well as the stress

ed up delivering the most commercially suc- |
cessful album of his career.

Sadly, the '70s dissolved into a haze of bad ‘
Iuck, career missteps, and drug and alcohol abuse.
Bloomfield would bounce between projects such
as doing porn soundtracks for the Mitchell Brath-
ers, joining “super groups” (Thiumvirate with John
Hammond and Dr. John and KGB with Rik Grech
and Carmine Appice), and recording an instruc-
tional album (If You Love These Blues, Play 'Em
As You Please) for Guitar Player magazine. Noth-
ing reailv worked for loug, and, on more than one

of working in a group with a few junkies—d
him to quit before the debut Electric Flag al-

il d could be found ranting
“Michael Bloomfield is too f**ked up to play

bum even hit the racks. In 1968, he

tonight” in the t of the venues in which

parmered with organ player/producer Al Koop-
er on the jam-oriented Super Session, and end-

he was scheduled to perform.
In 1981, America’s premier white blues gui-

GOP A LICK FROM MICHAEL BLODMFIELD

ichael Bloomfield was arguably the most chromatic blues

If you have a good enough ear—like Ravi Shankar or Jimi

player ever. The secret spice in his barbecue was the 1.5,
the bluest of blue notes. Bloomfield especially liked fo con-
trast the b5 with its &5 sibling. This signafure move is ubig-
uitous in the punchy “Born In Chicago” from the first Paul Butterfield
album. For instance, Ex. 1 starts with B (b5 in the key of A) and ends
on an anticipated By that heralds the V7 chord. The quarter-bend in
beat three is also a Bloomfield trademark. For him, moving in and
around notes was an exciting part of the game. “To bend strings mi-
crofonally,” he explained, “means playing across the fingerboard in-
stead of up and down. There are 14 possible notes within seven frets.

Hendrix—there are 21 steps within those seven frets. Your guitar will
sound more vocal if you play this way.”

In the fifle cut from Paul Butterfield’s East-West album, you can hear
how Ornette Coleman influenced rockers of the fime. Suddenly every-
one needed to record at least one “outside” solo, and this was Bloom-
field's moment. Aband: blues-scale for this Dm vamp,
he cut loose with snarling, whining sitar-like licks, Wes-inspired octave
riffs, and the lick in Ex. 2. It's the intensity of Bloomfield's atfack that
makes the crazed chromatic colors werk.

—EXCERPTED FROM ANDY ELLIS’ APRIL ‘95 BLOOMFELD LESSON, “FULL BLOOM®

Ex. 1

AT(I7)

! E7(V7)
= 120-152

Dm(i)
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tarist of the '60s died alone in his car from a
drug overdose. He was just 37 years old.
—MICHAEL MOLENDA

Quotes excerpted and edited from Guitar
Player featuires by Michael Brooks (June '71 and
August’71).
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Beginnings

“I'started playing guitar when T was 13 years
old, and Thad a guitar teacher for about a year and
ahalf. He taught me chords and theory—what
litde stuff T know—and also some lead stuff. To-
ward the end of the lesson, he would have me play
these standards out of a fake book—they showed
the chord changes and the melody—and he
would play the leads and improvise. That’s how
1learned how to play rhythm guitar.

“Outside the lessons, ['was into '50s rock and
roll—AM radio stuff, Carl Perkins and Sun
Records stuff, Chuck Berry, and whatever was
on the dial. And very very rarely would I hear
blues or black music. But way at the end of the
tadio dial in Chicago was a show called Jam
with Sam that 1 heard when T'was about 14, That
station played stone blues, man, and I just liked
that music most of all. And that same year, T
went down with a friend of mine to hear Muddy
Waters, We took a bus and two trains to get to
the club—two little kids going down there to
afunky bar—and they wouldn'tlet us in. We just
stood outside and listened. At the same time,
Iwas really interested in commercial folk music
like Odetta and Bob Gibson and Josh White. But,
aslgotolder, I got real interested in more eth-
nic-type folk music. I call it ethnic music, but
if it were like blues, 1 would prefer Lightnin'
Hopkins to Brownie McGee, because Lightnin’
seemed more real.”

USTEN!

Paul Butterfield Blues Band
[Peul Butterfield], 1965
East-West [Paul Butterfield], 1966
A Long Time Comin’ [Electric Flag], 1968
Super Session [with Al Kooper], 1968
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The Hot-Licks Kid

“When Iwas 14, I was just a regular hot-licks
kid, and I wanted to learn. Like, if you wanted
to play in a rock band at the time, you had to
know that the ideal guitar player was not inven-
tive, but the guy who could play just like Duane
Eddy or Chuck Berry or Buddy Holly or the Ven-
tures. It was the guy who could copy every guitar
solo note-for-note perfect from the record. And
so that’s what I tried to do. At the same time,
though, I was hearing this stuff on the blues radio
station, and I was trying to throw as much of that
stuff into my playing as I could. And so, by the
time I was 15, I was a real fast, bluesy rock and
roll player. I had all the notes, but I wasn't putting
them in the right places at all. It took many years
later for that to develop. You see, my theory of
music was to imitate as exactly as you can, and
you'll be doing all right. That lasted for quite a
while until [ learned some good musical values.”

Folk

“T started with an acoustic, f-hole-style dance
band guitar, and then I went to electric and
played as many rock and roll lounges and gigs
as [ could when I was 15. And then I got a Martin
and I started learning folk music. I started playing
as much of thatas I could. At the time, [ was really
interested in playing ethnic folk music, bluegrass,
and Travis picking. By the time T was 18, Twas
aboutas good at that as anyone in the world has
ever been. | was a mean picker at that time.”

Listening

“There are times when I don't play at all.
Sometimes, I don't even touch the guitar for
months on end. T play the piano and listen to
tapes and records. Young guitar players should
keep their hands moving and play as much as
they can. But if you can't play, you must listen,
because listening to music is sometimes as im-
portantas playing. And don't just try to cop hot
licks. Try to understand the whole field of mu-
sic—the whole genre. Once you understand that,
you'll see how everything relates to everything."

Vocalizing

“It took me a long time to get interested in
singing. Not me singing, but listening to vocal
sounds. The finest guitarists are those who can
imitate voices. The more vocally you can play
guitar, the more human you're going to sound.”

Shredding
“Speed alone isn't important, but it’s good
to have speed and feeling. Listen to Django

MICHAEL'S GEAR

Guitars: Gibson
Les Paul, Gibson
SG, Fender
Telecaster.

Amps: Fender Super
Reverb, Fender
Bassman, Fender
Showman, Acoustic.

Strings & Things:
Fender Rock
and Roll Lights,
bicycle handlebar
cut for slide.

Reinhardt and Charlie Christian and you'll hear
feeling and speed.”

Action

“Ilike a high action. I like a guitar to give me
pull, and I'like something to pull against. So 1
like strings that aren't too loose, and T like an ac-
tion that’s not loose either. I want to feel some-
thing tactile that [ can play against."

Finesse

“Alot of people can't play fast unless they play
real hard. You should be able to bend notes and
sustain them for a long time at the lowest pos-
sible volume. I can hold out a note so you'd think
I'm using a sustain unit or feedback, but it
doesn't have anything to do with volume, it’s just
absolutely equal vibrato pressure with my hands
almost setting up sympathetic vibrations with
the other strings. It's really important to learn
to control your hands.”

The Bloomfield Concept
“Ideally, as a musician, Iwould like to be like
Ornette Coleman or Roland Kirk. I would just
like to play endless streams of melody encom-
passing every sort of tradition my ears have
come upon. T always seem to have these two
musical concepts going in my mind: a very pure
blues approach and an unpure, anything-goes-
as-long-as-it's-harmonically-germane-and-
intelligent style of guitar playing. And I work
hard on both of them.” o
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Heroes of the Electric Blues 11

1972 January 6 — Rolling Stone.
“Two Nights Only: Butter & Bloomer” A review of a “reuom” gig in Boston probably
December 21 and 22, 1971.
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1972 May 25 — Rolling Stone

1973 March 29 — Rolling Stone.
Review of another reunion gig at Winterland.
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1973 — Improvising Rock Guitar — Green Note Music Publioatio
Foreword by Michael Bloomfield. Includes demo flexi ret@lo MB).
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1974 August 1 — Zoo World # 64, The Music Magazine.
Article on Electric Flag by Arthur Levy. 4 pages withginial photos.
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A Rock 'N Roll Revival

by ARTHUR LEVY
Photos by Mario Algaze

Part 1. The Electric Flag:
Prelude

Uhese five people are really unique,” and then a long
hundred millimeter 9 PM. nicotine drag
*and then anather pase

pause and

coming together as @ group
and Debby O'Brien is furrowing her Doris Day brows
scarching for the words (0 set in swne, or searching for the

invocation to my Flectric Flag Reunion story, because

the background and the musical maturity vou can give o
of them, the changes they've all gone through in the

any on

last five years for all of them 1o come back again,” and ic's

becoming clearer  her frustration as she grows more
serious and resolute, uneil she collapses back a glorious heap
inher chair, - I'm extremely emotional about the group.

With that.

the anteroom of Criteria's celebrated Studio €) bounded up

Tommy Dowd (who was sitting next 1o me in

(o open the door for Howie Albert, himsell working late on

sessions somewhere clse in the complex. Could a clavinet be
bortowed, well now it's out of twne and we're not even using
it then how about this other, well that one’s out of une also

but we're using it, then pass, bye Howie. The ubiquitous
Dowd. producer with Jerry Wexler of these Electric Flag
sessions for Adlantic Records. gingerly excused himself. went
back ineo the studio 1o listen 10 a playbick of “Earthquake
and

Cour and the anteroom’s solitude reverted 10 me

Debbic,
W

as 1 met her crystal gaze coming down again
1 1 first heard them play in California 1 was
managing another group at the time that was also on the bill
at Monterey, playing at the Monterey Pop Festival in 67,
and 1 had been a blues fan for many years and their energy.
here she suruggled again with my story in her words and her
recollections. “Have vou ever heard Monterey?”

Ihat would be the summer of 1967
and Haight Ashbury, free LSD and the Grateful Dead and

the summer of love

Jimi Hendrix and Crawdaddy! and the Doors, but no
Monterey: I was stuck working in a hardware factory
making bucks 1o drive back 1o Brandeis in the fall in a 1959
Jaguar 4. No Monterey for me that summer of 67 1 only
managed both Newport festival weekends by the skin of my
teth and Monerey might as well have been Joujouka o
this stranded bohemian, "No," 1 fessed, “but 1 saw the
Hick,”

Until Woodstock came along two years later, Montercy

stood as the prototype. As if the flicks did justice to either
cvent (they didn't, and T've still never seen Woodstock, cause
1 was there), they still managed to immortalize a handful of
the bauds that played at cach. Where Sly, Cocker, and
Hendrix were deified at Woodstock, it was Hendrix, Otis,

s the Electric Flag who stood out at Momerey. Yet by the
time Monterey Pop was released Otis Redding was dead,
Mike Bloomfield had left the Flectric Flag after one Lp, and
pitiable Lyndon Johnson (whose voice introduces that first
Elecuric Flag Lp) had decided not 1o throw his Stetson in the
ving for the 1969 elections. Seven-year old thoughts rushed
on.even Lillian Roxon's tacit description of the Flag as “a

mixture of innggence and expericnce. La dream

wntil that gaze brought me back to Monterey, where

Strange
hand
the Flag played in frontef an audience for the first time and
won

And yer tearing it dowh they were already heading

toward the hreakup. buteven with that at hand it was still a

Iieathuaking cxpericnee 10 see them. So.my involvement
with them in the reconstruetion has been as much emotional
avanything clse 1 want this so badly for them, what price

glory, whatever.” Reconstruetion made me think of the Civil
War

senseless conflict

4 comey vision of brother against brother in brutal
agonizing incerial suuggling, then one
wrenching dissolution as all the parts tore away from

cach other, Independence Day in reverse
Meanwhile, the Booger Bear Mr. Buddy Miles strides
sround in front of us and takes o seat next to his manager

Debby. who already is recalling the dissolution of Cream
their last days, when theyaraveled from gig (o gig in separate
private chartered planes, staying in separate hatels with
sepatate transportation and not sceing each other until the
smoment the three walked out onstag
the sceds of one. tanscended by this new Flag
Well. il you ncan dod have iy old feeling ba

A psychic extreme, or

Buddy
s like it never left

cauttowly offers into the conversation
ity just been seven or eight years since we've been together
quite natarally, it akes time 4o get those feclings where they
you can imagine.” 1ose feelings really haven't
Not o me s into the band, it
just never materialized, hever happened, it never reached
any climas. iy just aneof those things you start that you
never finish. and finally it looks now like some things are
really gonna get started, the way it should be

were betore

left you nican? A1 was alwa

Part 2. The Tyranny
of Democracy

The next evening, less than 24 hours later, even more
wacks had been laid down by the band, and a least the
general uncasiness of adjustment o Griteria had heen
overcome. In fact, no one thought it would be this casy 1o

nrury “the Criteria sound™ with the sound of the Electric
Flag, hut the tracks were there and “Farthquake Gountry”
e “(Play Your) Sweet Soul Music” sounded even better the
second time dround, Typieally. studio C was aflutter with
old Tadies, roadics, managers (Debby O'Brien, and Buddy's
nager George Khachadoorian, “Khach,”) and Nick
enites. the barrel of a singer songwriter whose voice

tur 1
Gr
alone had always been’ something of an Electric Flag
trademark wme. | couldn’t aceount for his frankness, bu in
talking of the demise of the original Flag the phrase “tyranny
wimbled out, fike @ seven-year itch

of democracy

Used 10 be we lad an8:piece band and six or seven of the
guys thought something was ool and they would overrule
the opposition. but (hats tyranny in @ way. so now we're
tying 1o accommocdate everybody. 1f one person says ‘no
man, his ain't what's happenin’ then we don't beat it into
Iiis head and force him o take the demacratic decision
Just have t cop to it: Well, we can't make him do it
this tyranny tie tragic Baw of the old band?

we
Was

i

In Six Parts

No,

drugs, and ¢

the tragic flaw of the old band was drugs, hard
irreconcilable differences it caused in the

friends abuse themselves,

hand_it's tough 10 se¢ your
especially to the point where you watch them dic a couple of
tirmes. or come closé 1o death— itoutrages your sense of life
that you can only goso far until you say screw it." Nick never
went that far, though he would get involved to the point of
yoing out and busting heads of dealers who were supplying
liis triend's habits. Somehow after all those years, after Mike
Bloomficld and Barry Goldberg especially had licked theit

own (i asy for Gravenites to chalk it

Bangups, it scemed

all up 1o artistic temperament and the ¢raziness of the era,
haweser inescapable it was then. Now the important thing is

ow, ot $0
much 1o sidestep the inerpersonal conflicts as to allow them
1o dissipate over time without bending out of shape and

giving everybody as much room as possible to

losing the band again, keeping it to the point where they can
en the crazidst

alb remain friends, where there’s a place for ¢
one o fit in without the differences becoming irrecon
cilable, where the individual is pever tyrannized.

14 ot a necessary ingredient for intense creativity that
you suffer and be driven crazy ind argue and fight and be
iiaval. it's not that eritical; its eritical when you're

g0 m
voung cause everything's that way, its intense, irs crazy,
driven up and down with emotional problems,
hassles. you have junk problems. sexual problems, all kinds
of crazy shit. Over the last five or six years a lot of the guys
have just worked that all out till they don't think twice about
it they evolve a lifestyle and don’t get hung up about it.
But that conflicc P not saying it doesn't exist, but it's
voiced now. it's out in the open. it's not that secret hostility;
they're voiced, they're dealt with, that's what keeps cach
imdividual going.” And Gravenites proceeded to pull
together the five members of the band better than anyone
could have done.

All this time Barry's been in New York pursuing a
professional songwriting career, which he's done before in
Chicago. that whole Brill Building/Tin Pan Alley bit,
something Ive never done — groups did my songs cause
was avound them, got involved with them — but Barry was
juststraight biz, hustle up a tune and try 1o get 25 bucks out
1 that level in New York for years, trying to
et o bieak of some kind. and finally got it with Gladys
Kuight's bit” hit of ‘Imagination.” And thank God
tnagination’ broke for him 100, cause itd be terrible to
lve lim show up completely whipped and broke and a
failure. a drag because nobody else in the band is at level.

of it involved

out

Bt he showed up with a hit under his belt and a couple
more cooking and a future so 1 was glad for him

“Belore the Flag was around. Buddy wés a young kid of 17
or 1§ vears old working on the soad with Wilson Pickett. But
those type of pickup bands were just like slavery —if you
messed up the leader would fine you. And’ Pickett thought
T was the hottest thing in the whole world, a giant star, and
ather musicians were his minions, who got paid a

with fines on top of it and traveled in a bus,

these
salary
Bired el was whiat it was

come and be

“So Michael canme d said,

along a the
drammier in my hand,” none of this bullshit, be an equal
pariner, @ chance to make a caseer for himself — Buddy
immcdiately ook it and thar's how he started to make a
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Part 3. Jerry Wexler,
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+ The Imagination

tlee Electric Flag etanurage was el up
discimmes

warki, Law i m
an Ansha Frankl
ichiciing A

herg
s 165 Veenpes I
Gan ber Matlng Stone artlele S mimthy gl calkd the
the Ring” of misshc, w1

w chat the Atdansic v

ask the Flag wirl dhe maverial fa- minsieig fir.
vt v s hadl u ol “w

the crergy |I thy |t il thiat were
veally far & wirng bearros and & ot ol difteret i of

N 1...|wu|. # Ik e pocper Braceraliip ad far an i
prmbuces or n conductr ot aranger thay e liave pow
blberg wink s henviby Chibcago-thus'd 55 peass visl whesi
BlonmEield, himarld 4 seberiom o the Bush Serves bdues bars-
and-Irsimiy seene. Wriugls lin the ides of “an Amerean
Music sl o play all form of Ame
it Ui mi: P sy e i Bttt i
b ot oty B el W it g
el i 1965 Sun Hiuse, Marce
ll.-umui- Y fli Bsien, ta e Bt Tl plas




16

Goldberg: The eternal Wexler freak

the kind of vhythm 'n blues thing Goldberg kiew best, thac
he'd been playing in Big John's with Steve Miller for a year ar
so after geting his ass kicked our of New York. Bassist
Harvey Brooks was considered the “Big Daddy” of New
York's bass players hecause of the enormous varicty of scssion
work he did, and was quickly recruired: Buddy Miles, fresh
out of Omaha, Nebraska, was discovered shaking the walls
playing drums for Wilson Pickett at Murray the K's 1967
Easter Show and was rescued, irridescent suit and all, from
the Wicked Pickeu's band: then a friend of Goldberg's,
Peter Strazza on tenor sax, and a friend of Larry Coryell's,
Marcus Doubleday on trumpet

“And Nick was like the President of Chicago, the
President of the Association of blues and funk and
philosaphy who alko had & voice and a style that no one in
the world ever h: he didn't sound like anyone but
Nick. . .we needed him o Tound the whole thing out, make
it sturdy, give it the roows.

"And it really worked. it was a bombastic thing, like one
those sci.fi movies where this big-band monster, not wanting
to, just cuts everybody down wherever he goes — we'd be
into Jackie Wilson's ‘Higher and Higher' and the flag started
to wave and we just got these rushes.” After six months with
the Flag, starting with scoring the soundtrack for The Trip
and winding up with the Huntington Beach one jointbust,
with Monterey and the first Lp in between, Goldberg's
heavily drugged surreal dream washed away.

After three years he woke up in New York, with Gail his
rescuing angel: “Hey, this kid's had too much gricf, he's

Iready mude the commitment, he wants to live, 5o a5 long as
be's gona live with an honarable commitment, give him an
hanorable stare " Three years more hustling with record
companies, giving piano lesons, and doing the Tin Pan
Alley/Brill Building reucine with songwriter Gerry Golfin
resulted in his re-establishing ties with Dylan, who brought
him 6 Woodstock 10 jam with the Band and Doug Sahm
amang others, after a phone call. “We gor into things like
listening to oldies but-goodies stations wgether, Smokey
Rohinsan songs, Gene Vincent songs, and he called me up.
in New Vork three days later and said 1 got Jerry Wexler on
the phone  do you want to cul an album for Atlantie? The
only thing is I gotea produce it.’ Sa that was that, something
happened.” Before Coldberg’s album was completed, the
idea for re-forming the Elecuic Flag was already in the air;
befare the reviews of Goldberg's album were all in print,
Wexler was already fistchhing with the Electric Flag.

Wexler lnaked a¢ it Tike this basket of cobras that yow'd
look inta real quick. then close it after you'd see how the
cabras were doing. He thought it was like some really crazy
unch of guys in a sreet gang or something — bur it wasn't
Iike that, we just dooked like thar,* Barry Goldbérg chortled
rhrough his beard, “he knows it now, he's geting to know
everybudy, digging where everybody's coming from, and ir's
a very happy relationship. And be's already talking about
the sceond album, which is very far our”

Part 5. Dinner With
The Boys

That same night, Michael Bloomficld borrowed a pair of
sunglasses from soul-gospel keyboarder Richard Tee, who'd
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Deen brought dawn from New York for swoetening on o few
wracks, and suggested 1 join him and Goldberg and
hassplayer Roger “Jelly Roll” Trayand Alex the engineet for
a late supper. By the time we got to Garky's. an over-rated
Wolfie's-type restaurant/deli, Bloomfield's legendary “cool”
10 the prese had warmed considerably, and T'm thinking that
all his schmoozing about television comedians and Richard
Tryor is just bis way of saying to me that when he's ready,
he's ready.

In the meantime, between courses of kreplach, chopped
liver, maneuvering the urns of pickled cukes and tomataes
and sauerkraut around, Jelly Rall is telling me about his days
in Cincinatti backing up James Brown in an all-white studio
band known as the Daps. He alsa hoofed it on the read with
Allen Freed as part of the Hollywood Argyles (“Alley Oa
when he was a tcenager; there was also 2 hand called the
Fingermen and a single, “Muleskinner Blues Richard
Podulor (early producer of Three Dog Night) produced
Jelly's solo album on Kapp, endiled Jelly Roll — all as a
prelude to the Howard Walesferry Garcia project,
Hooteroll?. an early Douglas Lp that brought Jelly Roll to
Bloomfield's autention, via his playing bass on it.

1 played with just about everybody in the world — you
name ‘em, | backed 'em up,” says the burly, tall Kentuckian
("a cousin of mine,” Bloomficld tells, “from the Kentucky
side of the family”). He was recommended 1o Bloomfield by
the Grateful Dead’s Sam Curler, after playing on the road
with Doug Sahm, and cume inta Mike Bloomfield & Friends
as & much-necded bassist-vocalist, rounding out the lineup
with keybourder Mark Nafealin (ex-Burterficld, like
Bloomfield), and drummer George Rains, also a Sir Doug
alummnus. When it became known that original Flag bassist
Harvey Brooks mumn t/wouldn't leave the Fabulous
Rhincstones to T the Flag, Jelly Roll's bass, voice, and
sangwriting knacks were quickly recruited
By now Bleomfleld, wolfing hils bolled bisket and potato
kes and second order of creamed spinach fike it was the
day after a fast, has Duke Ellington’s deach on his mind, and
the Duke’s “I's.just like Rubensteln’s book

wnly thing that's wrong is there’s no ducs, he doesn't 1alk
about any dues. Just good times and Bonars and fabulous
feasts in Europe and whainot — he mustve scuffled
sometime thougl, some kind of bummers mustve gone
down hur they're not in that book:— Ldidn't like that. _too
much Sugar Hill " Bloomficld’s mind is always working,
assaciating, conceptualizing all the time.

“IlL tell you vae difference between Buddy and me — his
ambition is ta be a musician forever — Hke Duke Ellington,
ta be knoven far his playing and singing. £ only want to make
enough money 1w get out of the business — yesterday, would
be 100 Tate. That's what 1'd like to do: ger the money and
stop cause there's things T ke way better than playing music
in front of people and traveling around the country doing it

Tve done cnough of it and I'm net teally an entersainer.
The applausc and the smell of the greasepaint is not my
incentive; 1 like to have a good fime playing with the
musicians and commune on that level, that's important 1o
me, not the money, and I'm nat interested in anything clse
abour it

“Thar's 4 big ideological conflict between Buddy and me
— I wanna get out and he wants 1o stayin. But I don't think
there's ganna he no quick bucks from the Electric Fla
way, gonna have ta work a long time for it. See. my habits

Jelly Roll: ""You name ‘em, | backed ‘em up’*

now are to work ensugh to pay the reat for & couple of
months, live good for as kg as L can strerch e, then go out
and work as little as 1 can o stay totworking as long as
possible, and it makes for a very pleasant life, you know?"

Bloomfield left the original Flag one 5
after manager Albert Grossman had booked the band intw a
pair of gigs on the same night — first in Fresno, then in
LA, “monumental gluttony” Debby OBrien ralled it,
thaugh Grossman has been persuaded to sell the bands
mame back for this “reconstruction,” Bleomficld then
vevolutionized vock ot a pair of Super Session albums
formulated in 1968 with Al Kooper: stayed rooted in Mill
Valley while producing Otis Rushs Moumeng in the
Morning Lp with Gravenites for Aantic’s Cotillion Tabel
that year; showed up (with Miles, Butterficld, Sammy Lay,
Duck Dunn, and Otis Spann) backing up Muddy Waters at
the Super Cosmic Joy-Scout Jamborce concerts and Lp in
April, 1969; recorded Jt's Not Kitling Me (produced hy
Gravenites) for Columbia that year (with all the Mill Valley
folk — John Kshn, Naftslin, Bob Joncs ef al.), followed by
Live at Bill Graham's Fillmore West, with Gravenites, Taj
Mahal, and the Mill Valley folk, The next time | spoted
Bloomers was on Woody Herman's Brand New album for
Fantasy, recorded March, 1971, and even mote recently at
the reunion of the Buterfield Blues Band,

At the ripe old age of 30 Bloomiield struggles to keep his
art from becoming drudgery, and seriously ponders how to
keep the working Electric Flag from becoming the one-man
show it ended up as in 1968, “We were grateful 1o Buddy for
shouldering u lot of the load — he was hip to the Fact that it's
what you had to do to keep your audiences going and he was
inore into it than we were at the time, way more into it; he
intwitively knew it bad 10 be done 100, but a5 our ewn
persanal apathy with the road, drugs, whatever we were into
wiuld get on us — we would do less and loss of what we had
to do, And he shouldered more and more of the load —
hecame so casy just o let Buddy take
did cause God knows he could pound his way through the
trip — and he took it successfully,”

Part 6. Postscript:
The War Is Over

The very last time 1 saw all five of the Elecuic Flag was a
phar session at the Thunderbird Morel, the results of which
pactially accompany chis story, Not lung after Jerry Wexler
Teft for Muscle Shoals I saw an ad for the Eleewic Flag
appearing, of all places. at the Ozark M Festival in
Seddalia, Missouri, the third weekend in July, They have. it
sécms, come a long way from Montercy Pop,

Whatever happens to them, in the Ozarks or God knows
where, Blowmfield’s festoonive concept from the back of
cheir first album always bears repeasing:

The Electric Flag fs an American Mustc Band. American
mesic is not necessarily music directly from America, 1 think
of it as the music you hear in the ar, on the air, and in the
streets; blues, soul, country, rock, religious music, traffic,
crowds, sreet sounds and field sounds, the sound af peaple
and silence.

1t's been a long time comin' for the Elec
War s over. My fellaw Americans.

Flag. but the
(Continued)
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1976 June — BAM — Bay Area Music 76 — A free magazine.
A 2 pages article: Mike Bloomfield: | wanna be the best.
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mike Boomfield /' [ wanna be the best

By Terry Marshall

At 33, Mike Bloomfield is re-evaluating his career
as a musician,

Right now, the most important goal in his life is to
avoid becoming another ome of rock’s legendary
shooting stars drifting from supergroup to supergroup,
imitating a guitar style that he invented years ago, and
abandoning his family in the process for endless
roadwork. Instead, he sees himself becoming
America’s greatest guitar player, someone like Chet
Atkins or Les Paul; when you think of America and a
guitar, you'd think Mike Bloomfield.

“I would like to be bigger than either Atkins or
Paul,” says Bloomfield. “They've never had any AM

record smashes, and I would like to do that. But just to
limit my playing to rock and roll — that genre that me
and Clapton damn near defined — to just rehash that
again is silly. A Peter Frampton is like a junior Eric
Clapton or a junior Mike Bloomfield. I've moved on. I
play 'way more stuff than that now.""

The immortality attached to being America’s
greatest guitar player is not something that is achieved
overnight — like mere stardom sometimes is. How-
ever, Bloomfield has a plan in mind that he thinks will

help him attain that goal and prevent him from be-
coming a seasonal sensation, a performer whose name
is only good for the three or four months that he has a
record in the top ten.

Ironically, it was last winter’s KGB album — the
album that ended the seven-year lapse in his recording
career — that brought him to this reflective state. The
album, which featured Ray Kennedy as lead vocalist,”
Barry Goldberg on keyboards, and Bloomfield on
guitar, received a fair amount of airplay. It broke into
the Hot 100 even before a promotional tour got un-
derway (without Bloomfield), featuring KGB as the
opening act for Joe Cocker. Soon after the album’s
release, Bloomfield announced his departure from the
group in his traditionally outspoken manner.

GB was “a

ing to ield, K

fabricated bullshit trip for -a lot of money, where
everyone was sort of burned.” MCA Records and the
management firm of Elliott Roberts (who also
manages Neil Young and Joni Mitchell) “took people
who had no reason to be in a band together and sold
their names. The result was a non-band.”

‘This is what happened. After the reunion and break
up after one album of the original Electric Flag in late
1974, the Flag's keyboard player, Barry Goldberg,

approached Roberts and asked him if he would like to
manage the remnants of the Electric Flag.

Roberts said no. What he wanted was for Goldberg
and Bloomfield to put together another band.

loomfield assembled a group of Bay Area

musicians with whom he had been playing for years,
and he and Goldberg brought the band to Roberts’
attention.

Roberts was unimpressed. He wanted a
“supergroup” comprised of people with famous
names. He kept Bloomfield and Goldberg and then
began looking around for famous unemployed
musicians.

The final line up included: Bloomfield; Goldberg;
Rick Gretch (Blind Faith); Carmine Appice (Vanilla
Fudge and most recently from Beck, Bogart and Ap-
pice); and Ray Kennedy, whom Bloomfield describes
as “‘a singer Roberts had been trying to do something
with for several years.”

A record contract was obtained for the group, ex-
plained Bloomfield, “by telling the record company
that this was a group of guys who have loved each
other’s asses for years and years and have always
wanted to jam together in rock'n’roll bliss. When the
band was assembled,” he continued, ‘“‘we all got to-
gether and agreed that it was a pretty sleazy trip and
that we were all in it for the money — and we pro-
ceeded with the project.”

Bloomfield described the recording of the KGB
record as “hysterically funny”. . . The record cost
around $140,000. The producer did things like bring a
string section of the L.A. Philharmonic in to play on
four tunes without charts . . . no music. He had them
play by ear ... dozens of string players, walking
around playing by ear.

“It was insane, I believe the only people who ac-
tually played on the KGB album were me and the
singer. Studio musicians were used. Barry Goldberg
left because his wife was expecting their first baby and
because he never flies, which would preclude a tour.
Rick Gretch couldn’t play because of his health and
immigration problems. Carmine (Appice) just refused
to play and left. If this record sells millions and
millions, we're not going to see zip from it "cause we're
really in the hole.”

Midway through the KGB debacle, Bloomfield
realized that the band was only delaying his own plans.
He, too, left and returned to the Bay Area. There he
rejoined the two bands with whom he is happiest
working — his own and Nick Gravenites' band —
performing what he describes as “a music history
class, with all kinds of material from acoustic to
electric.” They currently have a 200-400 song reper-
toire from which to construct their act.

Bloomfield eventually resolved the KGB mess by
having the tapes sent here so he could record close to
home and get on with his project of becoming
America's greatest guitar player.

He plans to do this by putting out records and get-
ting on television shows. He also wishes to record for
Muzak.

“I like music that is what I call ‘Life Source Music”
that you hear in elevators, hospital lobbies and restau-
rants,” he said. “Idon’t think that it's the best possible
music that it can be. I think I can make much more
pleasant Muzak than they usually have; I like the
concept of having music as a background track for
whatever you're doing.”

He also plans to record instructional records, With
this in mind, he has just recorded an instructional
record on blues guitar styles, to be released on MCA.
Records on August 1. It is his faverite record of his
career so far because he believes it is his best. He
doesn’t want it to flash onto the record charts and then
disappear.

‘He would prefer it to sell steadily over a long period
of time, so he is trying to handle its promotion care-

“I would like to be the manipulator of my com-
modity,"" he explained. “I do not mind being a product,
but I want to call the shots in the marketing of the
product or find someone who I think can call the shots
better than me and have him constantly checking with
me.”

Bloomfield is anxious for the record to be marketed
directly to the public via television (similar to the K-
Tel Greatest Hits packages, which are among the
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biggest sullers), rathor than being sold first in the
mmulwplm i then bo the public.

STV s the biggest marketplace. It really gels your
meldon arcund there, The higeest medin vuliels —
magaines. rasin — are all small compared to TV, and
Eate night TV is real cheap.”

Aside from the hlues record. Bloomfield is presently
working on the score for the new Andy Warhol movie.
[trafiim. He has o number of disco singles in mind
that he wiakes tn record and release under the name
Cownt Talent and the Origingls

There are ings of cancerts in the can, oon:
tatning what he deseribes as some of the best guitsr
pliying of bis life, recordod under superh conditions
when 0o hind wast a2 ifs hottost. Also, Colembia kas an
umreleased slbam that he frels yure will eome oat ance
hig MUA materis] is roleassd

oul whitever I've
Flag. | don'l think

“They (Columbin) will
récorded far them excepl
uuy can use that any mare unless they get 19 bina in
Fecord

lleanunnl: e will continise 16 perform in the Hay
Area with hix own band 8 well 88 Nick Gravenites'
hamil. Nolwlikstanding his sdmientbon for The Tubes,
1

Song of Champlin snd Creedence Clonrwater Re-
vival. Bloomfieid hus newrﬂlmnhﬁ Bay Ares was
really o prolifie musie scene, even when it was really
knawn for the * Snn Francisee

He explains: “There's no recoriing ar big
mansgement seene hers. There's & pm‘lli‘u‘ rlnh sEEn,
aed you could work from Cruz 1o Soooma and
stay basy il your Uie: (au.v;.uhn:mw Ve got & name
et the best gigs ‘rause ‘we've been oot herw the
longest, but If you'v gol something to say. you'll get a

Kl

“'1 had an Inderesting eonversntlon onee wilh soms
Euys {rom & young band n froal af the West Dakola
Club in Berkeley. They wantid to know why guys lke
me woukdn't qult playing arousd here so they could get
the gigs. | sakd, ‘no, man. I've been woj hfllm[
time, and if 1 want i work where [ live. you'll pust have
to get betier than me and draw more pecple and thes
you'll get the gigs. It's yours thes; you'll get the
proma; you'll gel the breaks ' In the meantime, Lthey
shiald Jist be opesing am

've n music professionally for 18

years, and 1 have ml!mmﬂ!!mr o mew band making
It without paying a whole fol of dues, 1t's fine if the
stars are with lhem and they make it In » ﬂaah. Imlil
Iﬂn wint to mnke i withost paying
that'sit."

upais(Isg pa Ag sojond
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Lnnrn.-um. The result was 4 nondd
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Roberts and asiod him if he would like tn
mansge the remnants of the Electrie Flag.

Hoberts siid o, Whit by nnmﬂ was for Goldberg
nndnlmﬁmldwwllnvﬂwr-n Dxm'l

a3sem
Teisicians with whor s Hud est laring 1z renrs
uedl bi anil Galdborg brought the band 1o Reboris’

attention
Roberts was unimpressed. He wunted a
“supergroun” comprised of people with famoes
oames He Sept Bloomlfield and Goldberg and then
n lovking sround for famous unemployed

‘musicians.
The fifial Une up ineluded: Bloomficld; Goldberg:

¥
*'a singer Roberts had been rying o o ssmething
g it
ecord

‘Wanted 1o [am logether in rock'n roll bligs, When the
band was sssembled,” he continued, “we il got for
gether and agreed that If was 2 predy sleszy trip nod
thit we were all i it for the money — snd we pro-

‘with the praject.*
Bloonfitd descried thn recording of e the Ko
a1 “hys fumny”, cat
roand B, Tho produnes i things L bting 8
strimg seetion of the LA, Phitharmanic m to play oo
four tuses without eharts . . 0o music. Ho had them
play by ear ... dosens of siring players. waking

arvand p I ear.

“It wap insane. | belleve the anly people who sc-
tually played an the KGS album were me mi m:
singer. Studio misilelans were used. Barry Go
left becanse Bis wile was expecting m.rmmm vt
Deciuse he never flies, which would precluds 2 Llour.
Rick Greteh eouldn't play beesise of kis henlth and
Immigzation protlems, Carmine | Appice] just refused
to play aned lefi I this record sells milliona and
ik e g S fhon B dim e
Peally i

the KGH debacle, Bloamfeld

r!jﬂlMd the twn bands with whom be is bappiest
warking — Ris own &nd Nick Gravenites' band —
perfurming what he describes a5 'a music history
class, with all kinds of material from acoustic 1o
alnctric.’' They currently have o 20-40 somg
taire from which to constract their sot

Bloomfiold eventually resalved the KGH mess by
having the tapes sent here so be could record close to
home and get on with his projeet of becoming
Amtrica's gresiest gular player.

He sitans tn da this by putting out records and gt
t';nx on television shows. He also wishes (o moﬂi Wr

*'I tike musie that ks what | call ‘Life Sowrce Music'
{hat you hear in ebevators, bosgital lohbdes and restas-
rants,” he said. "1 don’t think that it's the best possible
music that t can be. | think | ean make i more
pleassnt Muzuk than they usually have; | e IJue
:oncevl nl' having musle a5 0 nmum
Whatever you're deing.

He alsd plans (o record instructionsl recards. With
this In mind, he bes pust recorded an instroctions]
record on bles gumr siyles, bo be released on MCA
Recards un Augast 1 1t is his favorile recoed of his
career 50 far hoeause he believes it is his best He
doesn't want it 1o flash ot the recard charts and then
disappear,

He would prefuor it t soll steadily over a lang period
?l];mc. 0 b is brying to handle ils promotion eare-
ui

“1 would |ike to be the manipulstor of my com-
modity, " he explained. *1 do pat mind being  product,
but [ want o call the shots in the marketing of the

uet or find someane who | think can call the shols
Better than me and have him consisntly checking wilh

me."
Bloomfield s anxsus for the revard to he markebed
rim-rllr 4 the public via tefevision (similar to the K-
reatest Hits packnges, which are ameng the
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Machme! fasie
biggest sellors), rather than being sold first bn the
mmmdcmpcrs.mdtmenmenunm

TV is tho biggest markeiplsce 1t really gm your.
mvlon oround there. The biggest media
mtgarinis, Eads — tre a1l amal compared 60 TV, aml
Jmnllzm'tvu ret| cheap,

Aside

v the blues recosd, Rionmeield is presvotly

Andy Warhol movie,

filen. He his 3 number of diseo singles in mind

that be wishes o record and redease under the name
Count Talent and the Originals,

whet the bind was atits hottast. Als, Columbis has sa
unrebessed albuim that be feels e will come out pace
has MCA material is relonsed.

“They (Columbis) will drag out whatover
recorded for them exeept Electric Flag. | don't think
they canwukllln.v maore wnless they get 1% bins in
record stores."

Meamwhile, he will consinue b perfarm in the Bay
Ares with his own band as well as Nick Gravenites'
hand. Netwithstaniding his admirstion for The Tubes,
the Sovs of Champlin and Creedence Clesrwater o
wival. Bloomleld has never felt that ihe Hay Aroa was
reatly o prolific music seene. even when it was really
kntrwn foe the “San Francises Sound."

He exlal ‘There's no recording scenn ar big

ement seeae here, There's a prolific chil scene,

ARl you could work from Sants Craz to Senoms and
Hay by ol m.—nrv Gy e me wha've got @ mame
‘eauss wo've bomn out hero the

ny:ﬁm Bt u wwlmnllm!iuu! you'll gut

"I had an interesting conversation unce with some
guys from & young band in froat of the Wort Dnkots
Club in Berkeley, They wanted Lo know why guys lise
me wouldn't guit plaing srousd here so they eoald get
the glgs. Isakd. ‘no, man. I've been working for o long
time, and If T want i woek where I lve, you'll just have
16 el bedter han me and draw more peogle and thes
you'll got the gles. 1's yours then; you'll get the
b T ST e
shauld just be opent

Ty been plamg music professionally far 18
years, and | have a0 sympathy for 2 oew buad making
it withowt. paying 3 whole ot of dues 108 Fine if he
stars are with them and they make it in a flash, but if
E’ want to make it without paying dues . well,

s "

1976 December — BAM — Bay Area Music 76 — Special Anniverisane (New Year) —
A free magazine A 2 pages article: Mike Bloomfield: Inma be the best.
Reprint from the June issue. Also article on The IgstiaSanta Cruz.
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1977. February 10 — Rolling Stone

Article “Backstage At The Creation” by Al Kooper with B&dmonds. 9 pages.
From Kooper’s book “Backstage Passes — Rock ‘n’ Roll lnfthe Sixties”
published by Stein & Day 1977.
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The ammal evens of thowr seats om the
Earr Coast ruch & roll sene wd the New-
pore Folk Feaueal, held sach Jay, It was
e thaen. @ series of eomorrts @
shusfn; 1t a4 place whers mensicians wewt
e woodshed, inacting the best and boldest
of thee calleagraes .4 pastaral setimg that
had shont 2 sovie bfimgs of magic. h‘m.
Drylan had first cme tr provesnence,
4qw||hjmulhn And at th 1065 ,....
vl he dechined. forever his smuepemberce
frm Ik sirwctures of “fall,” Once wame,
Kosper tmade the wame by accdens. |

When | arrived backstage that eve
pirsg. Diylan came running over wearing
d... ecp hat ared grabbed me in 3 ber

AI Koopet,” b sakd, “how are youl?
s nu...., ou for days. (1 had
ey Newpert ) Guad tn tex yona,
o, e, et
What he bad m bus mimd was o pue
the electric

Npeport
Blsting out of £
wntted onto the fests

‘groands, and Dk wanted 1 make
she penotration blisune, This inclsded
oy ihecmpetent organ pleymng, which
had suddeny becoene 3 publicly recog-
et ofthe rew Dy scund

oo e
dacy Dy uacoprad proshteyii |
e v Jereme Atnck) on buss
o of bt w, Barry Golcbery,
was “pecruited” 1o play prana (he begged |
for the chance]. The night hefore the
schecluled performance we rehesrsed wry
ul dawn in e al those Huge Newport
pre——— the ccean.

Our portion of the show apetwal with
“Maggie’s Farm'” and conclinled with

s Roling S o the midde o
Mo sorsehuly
|

which |i...‘.‘.3|.|nn..rmm,,..‘. -

was Al and we really got it across.
Dylan came off and appeued ta be witis
| e, amd peaple were yelling for mare. |
1f you've read any accounts of that |
| evening, chances are they centered on
bow Dylan was booed into sibmission

ansd ther rezumt for &
cenering of “1ts All Oves Now, Baby
Bluc.” A sobuntic picture, maybe, but

fucked uwp
urned the heat sroun

e ful acoustic

o
Mty fiee el the emcee for the eve |
offacage

a M that's all we kmow,™

the way 1 saw it. At the clome |

et, Peer Yarrow (of Paul and

ibbec] Dyl
" e i,
that. They wnt ar

er oo
replied
imotoning toward the  bund
1" w53 Yarrow, "o back out thene

o it can't leave |

By mow, Kooper was &« full fle

1
B o s e |

Village sideshon, o fabled bt sull Lafgely
st i of rock & ol ore. Although
ha st maried and atilllise i the som
| detached sburbua o ens, s the ncigh
berhoud where he'd graum wp ssth Paul
Semom and Avthuir Carfinel, km
began spending_wore and e
g b rviierd
it the rest of the gang, This te how 1 s
—end hawe Koojrer and Diian came 1o g
| ther separase s, afiee e fursher
| improbusble adventures back in Bucens
e o the Weat Coarr.

Dylan would hold) court at a back table

e
memaur:ll t coorrREBERCTION (LeFr)
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raging ket pechuded sty thing atromges

deurk {except for yours truly, whoss

ke Bloomfickd, bassist Jerome Arnold and Dylan {left) at the
95 Newport festival wwhen Dylan rocked out the folk croud

sith * Like a Rolling Stone™ and “Maggie's Farm™, (top) sith Dylan
wrid v Douglas Sabm tn 1066, Blwes Project 2, civea 1965

Lack of husior was the jist of | theif tom, or perhips be waa fuat rying
rage. Dylan was 30 accome | 1ostay awake.
ric

wictim to the | Dyhin's logerwmmer appesrance a2
ik ¢ faticufls. [ was B tenmis staehioem wod @hrast an
e much alcobol w fibkorsited

1l

¢ of uar,
reckers for the firat timie
he

it ek on the sage.

mometer it woukd be good of Newr

weirth's ch to step in and negatare o | The con

pemparary treaty over amathes bortle of | encogh, wit
=

¢ started off smaothly
Dybin saifing theough o
coustic act o the delight of

. These nights would wsaslly end
weith.goeryone carrying cveryone home | the ov _
and Neuwirth payinga tab thaz was well | Dylan cleared the
BB vuncirecs called.us into 4 hudd
B9k rameained 2 ferce rivalry wigh | Whae it will be bk o
b Fehuicren” (as Life magrmne called
thet), slthough underlying bis antage
‘i Was o comprebensive wwareness of
their bitest albums and carees moves. |
Maybe he winted to keep everyone an | placeand we tuned quiedly [Cont an 6]

d.
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BACKSTAGE PASSES

[Cont. from 55] in the darkness.
Suddenly an ill-timed wind
whipped through the stadium,
dropping the temperature at
least ten degrees in as many sec-
onds. The crowd stirred at the
sound of the tentative drum rolls
and guitar tunings, an ominous
rumble from the other side of
the darkness.

The lights went up and we
were into “Tombstone Blues™
full force, but the audience was
quiet. Too quiet. The wind
churned around the stadium and
blew Dylan's hair this way and
that, as if reprimanding him for
this electric sacrilege. The con-
clusion of the song
was greeted with
the boos all these
kids had read so
much about and |
probably felt ob-
liged to deliver. Of
course, the barrage
was spiced with
“Dylan, you scum-
bag!” “Get off the
fucking stage!” and
other subtle pleas-
antries chamchmw

through the hour-

hem'wmsinpeu were unusually
aggressive on this evening,

They'd try and claw their way
onto the stage to make contact
with Dylan, and the police were
sparing no tactic to keep them
back. One kid was chased behind
me by a cop, and as he flew by he
hooked hisleg on my stool, taking
me with him as he went down. 1
Was on my ass.

Three-quarters of the way
through, Dylan stood at the
piano to play “Ballad of 2 Thin
Man,” a song from the as-yet-
unreleased Highway 61 album. It
bhad a quiet intro, and the kids
persisted in yelling and booing
all the way through it. Dylan
commanded us to|*Keep playing
the intro over and over again un-
til they shut up!” We played it
for a good five times—Doo do da
da, do da de da—over and over
until they did, in fact, cool it. A
great piece of theater. When
they were finally quiet, Dylan
sang the lyrics to them: “Some-
thing is happening here, but you
don't know what it is, do you?"™*
It was almost as if he'd written
the song knowing full well that
the moment would come when

*© 1965 M. Witmark & Sons

ticof our genen - Albert'sapartment,
ﬁylan didn’ t and Dylan bounded
flinch. Hejustbulled  Dylan ordered us across the room and
his way straight fo keep playing  hugged both of us.

plus set. It seemed that even the -

he'd sing it to this crowd. It was
lovely. We then segued into
“Like a Rolling Stone,” which
was Number One on the charts
that week. Everyone sang along
and then booed.

Dylan pulled his customary
vanishing trick, leaving Harvey
and me to make our way out into
the chilly Forest Hills night un-
aided. People recognizing our
shirts from the stage reached
out to grab us, and believe me,
they could have had anything in
mind, We eventually got outand
stopped off at my apartment to
shower befare driving mto New
York for the postconcert party at

— Albert Grossman's
apartment in Gram-
ercy Park. Neither
of us had the slight-

est clue as to what
| Dylan thought of
the concert. All we
knew was that we
played what we
were supposed to
play, and that the
sound had been real

We walked infs

“It was fantastic,”
he said, “a real carnival and
fantastic.” He'd loved it!

The ing . weekend we
were scheduled to play the
Hollywood Bow! with the same
repertoire. Not only had I never
been to California, I'd never
even seen the inside of an air-
plane. The band was supposed
to make the journey in Gross-
man’s private plane (the Lode-
star), but I pleaded to fly com-
mercially for my first flight ever,

I sat between Dylan and Neu-
wirth coast to coast, and they
staged the best horror show they
could dream up for my benefit.
Every time the plane would dip
or move the least bitawkwardly,
they'd look at each other with
blatantly pessimistic frowns and
say, “Thisis the worst flight I've
ever beenon,” Dylan would grip
my arm and stammer, "I think
this is the big dive, AL™ And
Neuwirth would cradle his head
in his hands and whimper, *No,
no, no.” They'd be ringing for
the stewardess every ten min-
utes, telling her I was very ill
and could they please have an-
other airsickness bag? This
drama had me ready to pull the
emergency latch until I looked
around and saw everybody else

4FEBC 104 19PF PHOTOGRAPH FROM KOOPER COLLECTION
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on the plane calmly enjoying

their cocktails and conversation,

While inL.A., meand Harvey
shared a room at the Hollywood
Sunset Hotel down the hall from
Dylan's suite, which was the
hub of activity for the week. We
got there about two days before
the concert, and I went the
goggle-eyed hip-tourist route all
over L.A., which was approach-
ing the zenith of its glory in
1965. 1 went shopping and saw
all the clothes that I'd ever
wanted to wear. Incredible
brightly colored shirts featuring
big polka dots and floral pat-
terns; the kind of mod look that
had been imported _
from London to Los
Angeles but hadn't
hit New York yet. I
immediately blew my
entire wad on shirts.

One day a bunch
of us were congre-
gating in Dylan’s
room: Irwin and me,
Michael J. Pollard,
a few hangers-on
and P.F. Sloan, who
was the most blatant
Coast Dylan

having him-
self surrounded by
second-rate mirror
images; it was sorta like giving
them the Bad Housekeeping Seal
of Approval. “Get P.F. Sloan,”
he'd scream. “Let's have P.F.

Sloan up here."”

Dylan was in the midst of
modeling a new suit he'd just
purchased when the phone rang,
It was obviously someone Bob
didn’t want to talk to, because
he was trying to hang up almost
as soon as he took the call. As
he was talking, room service
wheeled in an elaborate cart of
sandwiches and desserts that
Bob had ordered for everyone,
and he grabbed a sandwich.

Nowat this time it didn 't par-
ticularly matter whether Dylan
was lighting a cigarette, reading
a book, or talking on the phone;
he was the center of attention at
all times. He tried to explain to
the guy that he's got to hang up,
that they just brought lunch in,
but evidently the guy is holding
on hard. Dylan nonchalantly
takes the egg salad sandwich he's
eating and starts grinding it into
the mouthpiece of the phone, all
the while explining that it's
lunchtime. The guy must have
been getting the message, be-
cause everyone in the back-
ground was loudly in stitches.
Dylan’s parting shot was to pour

of
Blues Project, *66

his glass of milk into the phone
as well, saying, “Well, so long,
thanks for having lunch with
us.” Totally oblivious to the
milk and mayonnaise all over his
new suit, he juststrolled into the
other room to take a nap. End of
audience,

Leaving Dylan, his wife and
suburbia, Kooper moved to the
Village and fell in with a gang of
blues freaks, notably including
Danny Kalb, Steve Katz and
Tommy Flanders, then appearing
at the Village Gate. When they
decided to call themseles the
Blues Project, they—along with
Butterfield'samazing
Chicago-based group
which featured Mike
Bloomfield — helped
kick off the decade’s
first nationwide blues
craze. But Dylan and
Kooper kept in touch,
as we shall see.

When [ was in the
Blues Project, I was
given a sabbatical in
early 66 to rejoin
Dylan in the studio
‘and assist in the re-
cording of a new al-
bum. Bob Johnston,
a Southerner, who
was his producer at the time,
suggested that Bob try cutting
some of the album in Nashville
with some of the best musicians
the town had to offer. Bob
but stipulated that Robhbie Rob-
ertson and myself join whatever
cast was assembled. I had never
been down South before and was
not particularly looking forward
to it due to various accounts [
had perused in the papers, How-
ever, Johnston met us at the air-
portand had secured the services
of one of Elvis' bodyguards for
the duration of the visit just in
case Nashville folk weren't
“ready” for Dylan. Mr. Lamar
Fike was introduced to us, and
he spent the two weeks that we
were there telling us what life
was like with Elvis, Actually,
Lamar was a great guy with a
nasty sense of humor.

One day, with some time off,
I'ventured out of our protective
web on a shopping expedition to
Buckley's, the largest record
store in town, I decided to make
it on foot from the hotel, as it
was a nice day and it was just a
straight walk down the main
drag about three-quarters of a
mile from the hotel.

About halfway there, there's
a bunch of kids hanging out on
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king for trouble ar
ever came first, 1
myself, They were
years old, but real

tevenhz.\rz what you

boots, black pants,
tie for good measure
kleather car coat. This
uniformin that era,

make the light and
y'Te imitating my
spin off after me. [

know if 1t was early
) commit myself to my
| of a sudden, there’s
v shoulder,

midday i down
wville, there's lots af
traffic in the street
main drag, but in-
knuw that if these

v hear me say Ow’”
Bkee accent. Also, in
ren't met me, let me
1 was never a con
he Golden Glowves,
foot-onzand weigh
In shart, a meek,

oy e
araund, and the
utting me: if T don't
st guy fiest, Tl be
t to Nashville Gen-
he's shout to sy
unny at the conclha-
spin-around, I slam
his groin. He hit the

g.
s, deciding that val-
better part of punk-

ks down, I found a
ted bookstore and
to the phone booth.

id sit tight, they'd

minute.

t up guard outside
guring | potta go
rusting in Gross
out of the phone

g: about three of

ontinued running, |

 picking fights, I'm

In comes one heading right for
me, I can see it all now: books
flying, jail cells, death notices.
Just as the puy enters the shop,
here comes Lamar in a fat Caddy
screeching to a halt in front of
the shop. He jumps out of the
car, spots me through the win-
dow, then casually strolls into
the store. The kid heads right for
me, and my adrenalin is at the
bursting peint. [ grab him by his
collar and say, “"Look, you

‘motherfucka, you and your

friends get the fuck off my back
or I'm gonna get MAD!™

He looks at me incredulously
just as Lamar rounds the corner
and pulls me off the
punk saying, “Al,
you better stop

tired of batling your
ass outa jul every
ather day,” and all
the while we're
edpin’ outatheshop.
The kids is still
thinkin', what the
fuck?as we dive nto
the Caddy and head
buck o the hatel,
hysterical,

The combimation
of Dylan, scurrent
material, and the
Nashville mmmns
was near-perfect. There was me
and Kﬁbbl! Charlis McCoy,
Joe South and Henry Strzelecki
on bass; Wayne Moss, Charhe
McCoy, Jerry Kennedy, Joe
South on guitars; Hurpus “Pig”
Robbins on keyboards: and Ken-
ny Buttrey on drums. They were
extremely flattered to have Dyl
an in their tidst and gave him
every consideration they could.
The janitor emptying ashtrays
at the sessions turnsd out, in
later years, to be a young strug-
gling Kris Kristofferson.

We worked at Columbia Stu.
dips. Dylan had sketches of most
of the songe, but he completed
the bulk of the writing there in
Nasghville, most of it in the stu-
dio. When he felt like writing or
rewriting, everyone would re-

‘s | pair to the Ping-Pong tables in

the canteen. Sometimes, in the
cage of "Sad Byed Lady of the
Lowlinds” or "Visions of Jo-
hanna," he would sit in there for
five hours without coming out
and just play the piano and
scribble. He had & piano put in
his hotel room and during the
day | would sit and play the
chords toa song he was working
on while he tried different sets
of lyrics to them. It was good
‘cause I got the jump on the

Spell it AL, not
Alice—or else

tunes and was able to teach it to
the band that night without
Dylan being bathered with that
task. There were some little
things about the sessions that
were funny.

There was this keyboard play-
er named Pig. He lnoked like
your everyday plumber or ex-
ecutive (late thirties, scrubbed
Wasp look) except he was blind.
He was so unuptight about the
situation that after a while you
would forget it.

Dylan h;:d this problem with
him. He couldn't talk directly to
him because he couldn’t call this

sweet guy Pig. So he would sy

tosomeoneelse (usu-
ally  yours eruly),
. tell the pano
player to playan oc-
tave higher.” And
he would look in
Pig's direction and
sorta smile, ‘cause
thatway he avoided
calling him Pig,
The definitive Pig
stary is told by Bob
Johnston, Seems
thatPigand theboys
tied one on one
aght after a late
sesaion, and they 't
driving hame when
this uncantrollable
uege, cm;m over the inebriated

"] wanna drive, You soand-
s0s move over and let me navi-
gate this Cadillac!”

His buddies, bein' drunker
than Pig, pulled the car overand
put Pig in the driver's seat. Ina
moment they were goin” down
the highwiy with a blind driver
and a car fulla drunk rednecks.
The guy ridin’ shotgun is saying,
“A little to the lefe .. . good ., .
uh, now a little to the right . . .a
little faster ... and they're ac-
tually pulling it off until they see
a red light flaghin’ bebind 'em
andd the familiar siven of the Ten-
nessee Highway Fatrol. They
get Pig to pull the car over, and
that's where the story ends. The
rest is Jeft up ta the listener’s
imagination, if he can’ think.
Usually, he's laughing too hard,

One time 1 fell asleep on the
soft carpet floor of the studio
while Dylan was deep mto writ-
ing. I was awakened by Dylan
shaking me. All the musicians
were sitting around me, instru-
ments poised, waiting ta record.
"C'mon, Al you're haolding up
the whole session. Everyone's
waiting for ya! Hey, wake up!”
Real embarrassing.

Another night | wassitting in J

BY GARY NICHAMIN
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the control booth while Dylan | dle of the take and just stared at | ords, where his - | was there but Mick and Keith, | Woman." Almost nine months
was in the studio unmoving, | him in awe. It’s on the record | cluded the “'Suj LPs, | Jimmy Miller,an American, was | after that session, an eight-track
writing again, Al Grossman had | with no overdubbing two takes | first with Blooraf the producer. We exchanged | master of the song arrived at my
madea habitof pitching quarters | later; bass and trumpet! This | then with Bloo: amenities. office one day at CBS. There was.

into the soundproofed: ceiling,
and now everyone was doing it.
1 just knew when we left town,
s0me engincer Was gonna turn

guy is everything great you ever
heard about him. If it makes mu-
sic, he can play it.

The credits are vague on the

take a vacation » - q,

Just then Mick and Keith
came roaring in the door. Mick
is wearing a gorilla coat, and
Keith's got this sort of Tyrolean

anote which said: Dear Al, you
once mentioned yow could puc
some great hotn parts om this.
Well go ahead and do it and send

up a bass track all the way and | Blonde on Blonde album. Maybe | straight into the aml Roll | hat witha real long feather in it. | us the tape back. Love, Mick.
all them fuckin’ quarters was | I can fill in a few holes for the | ingStones. Rt It was gonna be party time, and | What a memory that Jagger |
gonna rain down on the control | reader. Joe South is playing bass - they were the party from the | has. I wrote out a horn chart,
room likea Las Vegas jackpot. on “Visions of Johanna." He Around the d the | moment they arrived. Everyone | leavinga spot in the intro where

Anyway, me and Grossman | hasa very specialstyle of playing | Live Adventures a I was | sat around on the floor with | I'could play a French horn solo. |
and Johnston are pitchin’ quar- | bass, sort of hillbilly funk. His | fecling real overworkedand was | eitheranacoustic guitaror a per- | The intro itself took me three |
ters, and this local newspaper- | unique guitar style is most dis- | sick of being inastudiodayafter | cussion instrument, and Mick | hours to get ‘cause I'm not. the

man had somehow got in. He
was in thereaboutan hour and a

cernible in the mix on “Mem-
phis Blues Again.” He and I

day. I called cloge friend Denny
Cordell, pmducaaﬂms@ocker,

and Keith played the song they
wanted to record until everyone

world's greatest French horn
player, and I wanted to sound

half just staring at the motion- | have some nice organ-guitar | Procol Harum and endary | bad the chord changes and the | like I was. I could never have ac-
less Dylan through 2 u‘z,mlm ved in | rhythm accents. There was a | complished this at all without
the glass when he London. “I wanna | conga player there who could | the tutelage of one of the great 1
finally said, “Damn! comeoverforawhile play congas and roll huge hash | French horn players — Ray
What's he on, any- to rutfnmuhe stur | joints without missing a lick. It | Alonge. Thanxagain, Ray. Then
how?" was decided 1 would play piano | T put the rest of the horns on
Grossman,not on the basic track and overdub | with studio cats. It was a bad
wanting the facts organ later. night in the studio for me, and |
to get distorted in 1 got into this groove I had | the part didn't come out nearly
this guy's potential heard on an Etta James record of | as good as I thought it might. I
scoop, tells him, I Got You Babe " that really fit | crossed myfingersand sent Mick

& Cnlumbna Rec-
ords, sir.” The guy
is ushered out short-

their song well, Keith picked up
on it right away and played a
nice guitar part that meshed

back his tape. A year later it
came out, and they had ditched
all the horn parts except my

1y thereafter, o right with it, While they were | littleFrenchhomintro, Itsound- ! ‘
Dylan was teach in af g?ace So | getting the sounds they wanted | ed fantastic on the radio, you e |
in’ us a song one he mmmt\nd my | on the instruments, Jinmy Mil- | could hear the piano and the or-

night when John-

ler was telling Charlie a certain

gan, and they actually gave me

ston suggested it How can you say ‘no’ to the Stones? accent he thought would do the | credit on the single. Nice guys
would sound great ~ song up. Charlie just couldn't | in spite of their image. (Wot ‘
Salvation Army style. Dylan | tradeoffs in that one. Wayne seem toget the part and stepped | image, mate?)

thought it over and said it might
work. But where would we get

Moss plays the cool guitar parts
on "I Want You.”

down unhappily to takea break.
Jimmy Miller sat down at the

The next night we cuta track
from the film Jagger was cur-

horn players at this hour? *Not |  The otheramazing thing about drums and remained there play- | rently working on, Performance.
toworry," says Charlie McCoy, | cutting that album was the first- ing drums on the take! Charlie | The song was called “Memo
and grabs the phone. It's 4:30 | hand knowledge that you were . was real dejected. Mick and | from Turner,” but was not the
am. when he makes the call makmg history. After I cut the | Raquel Welch wait u Keith played acoustic guitars, I | version used in the film or on the |
Now I am not album, I heard those " | fucked every chickin town played piano, Bill on bass, and | soundtrack album. I believe it
whenIsay thatatsa.m.inwalks snnga everywhere. I will prob- | fore she snuck Brian Joneslay onhis bellyin the | was issued on a later London ]
a trombone player. He's clean- | ably hear them all my life, any- | youcatchmy corner reading an article on bot- | album of outtakes. I played one ‘
shaven, wearing a dark suit and | where I go. They are instant We got dmp%}mtel any through the whole proceed- | other time with thema few years
tie, wide awake and eager to | classics because they are prime | and just crashed out from the | ings. later at a birthday party for |
please...and ... he'sahellava | Dylan. Imagine how it felt play- | flight the ﬁ:s:day.!imd:d they When a proper take was got- | Keith at Olympic Studios in
trombone player. He sat down | ing on a session when, by virtue | know I was ten, Keith overdubbed an elec- | London. They were working on
and learned the song, they cut | of the fact that you had already | wondered. Scthgmeday we're | tric part and I overdubbed the | the Sticky Fingers album, After
three takes, and at 5:30 he was | done it once, you knew that | shopping on ngﬁ&éand we | organ. Afterabout four hoursof | the party, they cleared away the

out the door and gone.
Charlie McCoy blew my
mind many times that trip, but
my fondest memory was when
we were recording “You Go
Your Way I'll Go Mine.” There
was a little figure after each
chorus that he wanted to put in
on trumpet, but Dylan is not
fond of overdubbing. It was a
nice lick, too. Simple, but nice.
Now Charlie was already play-
ing bass on the tune. So we
started recording and when that
section came up, he picked up a
trumpet in his right hand and
played the partwhile he kept the
bass going with his lefe hand
without missing a lick in either
hand. Dylan stopped in the mid-

whatever you played would last
forever. Thats a heavy feeling
and a heavy responsibility for a
punk from Queens, New York.
‘Thank you, Bob, for giving me
that opportunity.

*Blonde on Blonde'was Koop-
er's last caper with Dylan. He
went on to greater things with the

| Blues Project, then, when that

band folded, helped organize the
Monterey Pop Festival, and final
Iy came home to form Blood,
Sweat and Tears. But he was
squeezed out of the group in a
power play after their yemarkable
first album and, bored with ses-
sion work, turned to @ job as
A®R man ar Columbia Rec:

hump into Brian Jones ina shirt

70 to these peoplel

They wanted me for two ses
sions. I decided méocuand if
it was really fun
wasn't groovy, I

reason they mlled{lp
their regular keyboard -
was in the States at th
(Nicky Hopkins). Asusual I got
to the studio early. Charlie and
Bill arrived hext: meﬁt them

at the organ soft © mausly
doodling around &l everyone

recording, two men showed up
with long folding tables and set
up a veritable beggars' banquet
with rack of lamb, curries, vege-
tables, rices, salads, a large selec-
tion of winesand lots of different
dessena Quite 4 changa from a
burger break in

debrisand set up to record. They:
cajoled Eric Clapton, myself and
Bobby Keyes to join them in a
previously unheard tune called
“Brown Sugar.” George Harri-
son, who was among the party-
goers, was invited to p]:ly but
declined. I read inan

1 was so full after all that, al-
most fucked up the organ part. I
had a great time playing and I
was treated real nicely, go I was
actually looking forward to the
next evening’s session.

The song we recorded the first
night was “You Can't Always
Get What You Want,” which
later appeared on the Let It Bleed
album and was also the flip side
of the single, “Honky Tonk

interview with Keith that it
came out great and that they
would release it someday, but
the version on Sticky Fingers is
another one entirely. I must take
this opportunity tosay that over
the years, the Stones have al-
ways been honorable, great peo-
ple to hang out with, and the
best people to play afterhours
music'with,

e

it

pEE.

PHOTOGRAPH BY HOWARD KAPLAN
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1977 March — Guitar Player.
Interview with Harvey Brooks by Dave Helland. 3 pages.
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1977. August — Ballroom Blitz #21.
Article on The Chicago Loop by Mike McDowell. 1 page.
*kkkk
1978 April — International Musicians and recording world.
Interview by Steve Rosen “The Bloomfield File”.
*kkkk

1979 April — Guitar Player.

Article “Barroom scholar of the blues” by Tom Wheélgd pages. Nice pictures.
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they're going 10 have 1o listen
Do vou perform any instrumentals?

picks Bul i regular guitar, | ean't get Sire. 11 do “Sémewhere Over THE
agile enough il U'm ow .|nrur|n)x< things. Far Rainbow.” “Maria Elena,” “Danny Boy"
|]|rph}... I like the really hard kind, o anything that occurs to me right at the time,
der hard. Actually. 1 hasdly use a flai- Idon'tplan it acall. If I planit. then Il think
pick when I'm plaving electnc. | used 1o use the spontancity. I've never done the solo
vne, but larely I've just been putting it in my thing in frontefa whole lot of people. but I'd
SRt like a chance to do that. I'd like to open for
maouth, and | leave it there. | find that | geta someone in front of a big audicnce. Il open
much Funkier blues sound with my thumb o for anybody, man—if they come there tosee
my il The strngs | use ar Fender Devo, | don't care — I'll be glad just tosit and

play for them. I'm not intimidated by the
fact that the whole audience isn't made up of
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ME: Well,

ery Duse

with

trismpete

stone Bloomfield heads. Il still run through
a bunch of different kinds of music,

Asicle from history and folkiore, how do
all of these many musical forms come ro-
gether for vou? Is there a common thread,
some hasis for artistic integration?

I know what you're talking about; ves.
there’s a way in which [ relate to all of these
blues and folk forms. There’s sort of a
macrocosmic integration. a general artistic
influence on me. | like simple sonorities. |
have no present interest in spaced-out elec-
tric stuff: | admire it, but it doesn’t tug at my
heart, | like simpler things. | am a musicolo-
gist by bent. | am rooted in American music
of all sorts — Cajun, Mexican. all the jaz
players up to Django Reinhardt, like Teddy
Bunn and Eddie Lang. plus all the blues and

[see ph..|n-. p.o6l]
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1980 March — Fachblatt Music Magazin (German)

and return. ?nﬁ permits th
effect to enter the signal flow
after the pre-amp eliminating
o foim sxscoinen with these

e 30760 puts 0t 30 watts

(RMS) through a heavy-duty
twelve inch speaker.
There are compensated inputs for
optimum matching of slightly
different input impedances and a
Ivne output allowing the 30/60 to

usm direct into stu boards,

A boards, or power amplifiers.

ny playing situation you will find
the new Pignose 30/60 to be big in
the right places.

&

Pignose Industries, 9000 Sunset Blvd. #6820, Los Angoles, Ca. BODES 213-550-8705

A 12 pages article by Tom Wheeler: “Der Michael-Bloondfiekegend”.

folk forms, musi
instruments

And they all influence what vou're trying
1o do now?

Yes. I began to realize some time ago that
if all of these many hybrids could flow
through me, then that would be what I was
looking for. 1 wanted to innovate. rather
than irnitate, and vet | was doing old mate-
rial. To innovate, vou have to bring enough
of yourself to the reinterpretive process. so
that imitation becomes innovation. As Elvis

you play on all the fretted

tried to sound like the Ink Spots or Big Boy
Crudup or various blues singers. he ended
up sounding like Presley.

Do you see yourself as a musical care-
taker of sorts?

Well, a lot of these songs are dying. |
dor't know many people our age—even
black people—who play blues or care about
blues. Where are the young bluesmen?
Freddie King dead, Magic Sam's dead. |
have some black friends who are music
teachers and folklorists. and /m teaching
them. Culturally it’s so weird. a Jew teaching
a black about about blues. I would like to
help keep those forms alive. so that people
will know: This is how America played, ®

A Selected Bloomfield Discography

Solo albums: Analine, Takoma, 1059;
Michael Bloomfield, lakoma 1063;
Count Talent & The Ori s, Clouds

(dist. by TK), 8805: 1 You | Lu\‘r These
Blues, Play "Em As You Please (Guitar
Player Records, out of print). With the
Paul Butterfield Blues Band (on Elektra):
Iau/ Butterfield Blues Band, 729 Ea.
7315; Golden Butier, 7E-2005. With

the klecm: Flag (on Columbia) Long
Time Coming, CS 9597, Best Of The
Electric Flag, C-30422. With others: Al
Kooper, Stephen Stills, Super Session,
Columbia, CS-9701: Janis Joplin, “One
Goad Man,” IGot Dem OI' Kozmic Blues
Again, Mamal, Columbia, PC 9913; Bob
Dylan, Highway 61 Revisited, Columbia,
PC 9189; Muddy Waters and various
blues artists, Fathers & Sons, Chess, 2CH
5033; John Paul Hammond, Dr. John,
Triumvirate, Columbia, C-32172: various

artists, Live At Bill Grahan's Fillmore
West, Columbia. CS 9893; Al Kooper,

Live Adventures Of Mike Bloomfield &

Al Kooper, Columnbia, PG-6,
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1980. Winter — Jefferson Blues Magazine No. 50 (Sweden). 450
Review of Bloomfield/Harris’ two concerts in Sweden.
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1980 — “Me And Big Joe” by Michel Bloomfield with S. Summvidle. RE/SEARCH productions.
The original was printed in 1980 and sold for $2.95.

In the 1990’s it was reprinted, now selling for $5.99.

The original sells for big money these days, so belwar

MeAndBigdoe
™
l\\)loom&el?d
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December 1980 — High Times.
The magazine has the “Me and Big Joe” short story imhaél Bloomfield
with original illustrations by Robert Crumb. Crumb dragiof MB and Big Joe. 7 pages.
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1981 April 2 — Rolling Stone #340
Article “Michael Bloomfield — A right to play the bluesytrom Wheeler. 4 pages.
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1981 Summer — Jefferson Blues Magazine No. 52 (Sweden)
Obituary with picture from MB's visit to Sweden in S&980 + interview.
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1983 — Ed Ward: Michael Bloomfield — The Rise and Fall of areAcan Guitar Hero”
Cherry Lane Books 1983. The first ever MB discography.
Many fine pictures and lots of information. A must foBNans.
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1983 — The History of Rock # 62.
Article “Blues In Bloom” about MB by Dave Walters. 3 pages

Mike Bloomfield: from
sideman to solo star




were marred by several confrontations be-
tween Miles and Bloomfield; one final fight
ended with Bloomfield quitting the group,
which cut one last album before Miles him-
self left to form the Buddy Miles Express.

By this stage, Bloomfield had moved
from Chicago to San Francisco, where he
ran into Al Kooper who was on his way toa
session with West Coast psychedelic band
Moby Grape and invited Bloomfield along.
The end result was captured on the Grape's
second album Wow/Grape Jam (1968) — an
improvised set from Kooper and Bloom-
field that was to inspire them to record the
Super Session album

Born in New York City in 1944, Kooper
had been playing in chart bands since the
late Fifities, had written a hit — I Must Be
Seeing Things’ — for Gene Pitney, and had
helped form the Blues Project with Danny
Kalb, Steve Katz, Tommy Flanders and
Artie Traum. He went on to form Blood
Sweat and Tears, leaving soon after to go
solo. He was to play on three Bob Dylan
albums, later working with Jimi Hendrix
and the Rolling Stones.

The 1968 Super Session was his first
major solo assignment, for which he was
Jjoined by Bloomfield and Stephen Stills,
‘who was then between Buffalo Springfield
and Crosby, Stills and Nash. The line-up
was completed by Harvey Brooks (bass)
and Eddie Hoh (drums). The record was
acclaimed by musicians and fans alike,
and remained in the charts until late 1969,
The next couple of years were especially
active for Bloomfield: he guested on Janis
Joplin's I Got Dem OI' Kozmic Blues Again
Mama, cut an album (Two Jews' Blues)
with Barry Goldberg, released a solo LP
It's Not Killing Me and appeared on Live At
Bill Graham’s Fillmore West.

He also found time to record a live
double-album with Al Kooper, The Live
Aduventures Of Al Kooper And Mike Bloom -
field. Although the critics panned it as
‘self-indulgent’, it provided a fitting close
to the musical excesses of the late Sixties,
and gave Bloomfield his last chart success.

The bloom fades

Bloomfield's career then went into a sharp
decline. He began to experiment with
heroin, and later became involved in two
projects that were doomed to failure, The
first was an ill-matched liaison with Dr
John and John Hammond Jr for the album
Triumvirate, released by Columbia in
1973. He tried again with another ‘super-
group’, KGB, comprising Ray Kennedy,
Rick Grech, Barry Goldberg and Carmine
Appice. Their debut LP on MCA sold halfa
million copies, but Bloomfield disowned it:
‘It was a pre-programmed mould,” he later
confessed. ‘They recorded it in LA, then
flew the tapes to San Francisco; I just over-
dubbed my parts.’

As the Seventies progressed, Bloomfield
became more and more interested in
writing film scores. His works included
Medium Cool (photographed by his eousin
Haskell Wexler) and Andy Warhol's Bad.
For the movie soundtrack to Steelyard

1240

Top: Paul Butterfield jams with Maria
Muldaur. Above: Though better known asa
keyboard player, Al Kooper is equally at
home on guitar. Along with Bleomfield and
Butterfield, Kooper made a great
contribution to white electric blues.

Blues, he was reunited with Paul Butter-
field and Nick Gravenites, but the music
was fairly uninspired.

Although Bloomfield had become some-
thing of a recluse by the mid Seventies, the
public still remembered him. In 1976 he
was named Best Electric Blues Guitarist
in the Guitar Player magazine readers’
poll, topping the acoustic section two years
later. By way of thanks, Bloomfield re-
corded a special album, If You Love These
Blues, Play 'Em As You Feel. Financed by
the magazine, it conveyed Bloomfield's
own feelings towards the idiom, as he nar-
rated and demonstrated various acoustic
and electric guitar styles.

By the latter half of the Seventies,
Bloomfield had carved a niche for himself
that he at last seemed happy with: a re-
cording econtract with specialist label
Takoma alongside the occasional solo gig
in the Bay Area. The intense, screathing
guitar solos that were so much his trade-
mark in the Sixties were now replaced by
acoustic music filled with rare poetic
quality. Albums like Analine and the
Bloomfield/Woody Harris collaboration
display this very different side to the
guitarist, the latter comprised solely of
guitar duets, on a selection of spirituals
including ‘Peace In The Valley' and ‘Just A
Closer Walk With Thee'.

Bloomfield's last recording, Cruisin’ For
A Bruisin’, was released late in 1980 and
coincided with the guitarist making a
short solo tour of folk clubs and coffee
houses, playing a mixture of traditional
songs and show tunes like Sophie Tucker's
“‘Some Of These Days’. In addition to
guitar, Bloomfield also played five-string
banjo and accordion

The last hours in Bloomfield's life are
still shrouded in mystery. He was found
dead in the passenger seat of his beige 1971
Mercury, parked in the Forest Hills area of
San Francisco on Sunday morning, 15
February 1981, with an empty bottle of
Valium on the adjacent seat. The official
verdict was death by a drug overdose. The
previous evening, however, Bloomfield
had attended a fashionable music business
party, and it's rumoured that he had OD'd
in the early hours of the morning and that
his body had been driven to Forest Hills to
avert any publicity.

His final concert appearance, just a few
weeks before his death, was with Bob
Dylan, who called him onstage at San
Francisco’s Warfield Theatre. Bloomfield
plugged in his Stratocaster for a rousing
‘Like A Rolling Stone’, leaving the stage to
a standing ovation. It was probably the
way he’d most like to be remembered.

DAVE WALTERS
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1983 June — High Times.
“Copping — Stories from a Lifetime of Getting High on fRead” by Michael Bloomfield
as told to Larry Sloman. 7 pages.
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1985 January 4 — Goldmine vol. 10 issue 25 number 116.
Article “Michael Bloomfield — The Coming of Age of the Etec Guitar” by Howard Mandel. 4 pages + cover.
Includes discography taken from Ed Ward's book.



12 GOLDMINE

January 4, 1985 .

ichael
Bloomfield

The Coming of Age
of the Electric Guitar

Who was Mike Bloomfield guitarist, —
bluesman, rock star? Super session
player, bandleader, featured sideman?
Mixed-up kid, victim of entertainment
world pressures, tragically self-destruc-
tive artist? And why are we asking about
him? Does Mike Bloomfield’s career,
from its room in fraternity pnmen Jewish

ith d the st

afﬂueme and an undeclared war made
hypocrisy an insult. Or maybe you
]uzt like to party.

In any case, you know Bloomfield's
electric blues guitar. A stinging tone, long
legato lines leading to a bell-like charm-
ing — at once tortured and satisfied —
the necessarily transcendent climax over

te 1950s predictable chord changes. Fast, Iust
Cluuguwlts peaks — b rmzmg the elec-  playing; lots of notes spilling forth in
tric blues to a youthful mass audience, gracefully articulate detail, with a musi-

founding an “American music band,” col-
laborating with such influential artists as
Muddy Waters, Paul Butterfield and Bob
Dylan — to its frayed ends that finally
ran out in San Francisco in February
1981 — have anything to offer us today?

He left a varied legacy on record for our

2 el yes to all the above, and you're
probably a knowledgable fan of late '60s-
mid-'70s rock 'n’ roll — the American
‘music of youthful excess — and the blues
upon which it’s largely based. Maybe, like
Bloomfield, you're a child of the city
yourself, who grew up weirdly curious
about the mix of cultures dominating the
urban U.S. popular arts since, oh, 1900.
Besides being a music lover, perhaps
you've had strong feelings about civil
rights and authentic experience — espe-
cially if you came of age when economic

cality that seldom reverted (advanced?)
into feedback and distortion, referring
instead to an acoustic tradition. A beati-
fied, macho, confrontational sound,
almost too facile, but perfect for the kind
of myths believed in bars over beer and
bourbon by the eager and the restless.
That was Bloomfield, with the original
Butterfield Blues Band, with Dylan,
Janis Joplin, Al Kooper, Nick Gravenites,
Charlie Musselwhite, Mitch Ryder,
Buddy Miles, John Hammond, Dr. John,
Otis Spann and O’ Man Muddy. There
was a slightly different Bloomfield, who
was both younger and older, who waxe
with Big Joe Williams, Yank Rachell,
Sleepy John Estes — first generation
black troubadors — who wrote, sang, and
played a little piano as well as guitar on
some small label productions late in his
life (which ended after 37 years), out of

the limelight but nonetheless at the level
of pe: creativity brought about
and

hyper-kinetic or spacey-sloppy, and sup-
ported more recently by Ed Ward’s biog-
raphy Michael Bl ield, The Rise And

only by self-
Still, the same guy.

There's a sense — yone
who e 'Blaomﬁeld perform lwe,

Fall Of An American Guitar Hero
(Cherry Lane Books) — that none of this
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Blues Band and various artists) 1966 o o Warner Bros. BS%662 Steelyard Blues (Nick Gravenites,
Calumbia CS9189 Highway 61 Revisited (Bob Dylan) Verve V68625 Casting Pearls | \Mill Valley Mike Bloomfield, Paul Bunnrﬁnld
unreleased Untitled (Carly Simon) Bunch) Maria Muldaur) 1972
Vanguard VSD79178 So Many Roads (John Hammond) Columbia unreleased Try It Before You Buy It (Michael unreleased Andy Warhol's Band (Michael Bloom-
Elektra EKS7315 East-West (The Paul Buu"hzld Bloomfield) field)
Blues Band) Adlantic SD18112 ’I"he Bnnd Kept Playing (The E\mnc
Dyno-voice DY31901 - What Now My Love (Mitch Ryden) Mike Bloomfield Productions
Sidewalk STH06 T Toip {ndenck) (183 Socail Mok 2160 KO (KGB) 78 FTS3023 James Cotion (James Cotton) 1967
Flag, an American Music Guitar Player 3002 If You Love Mm P\ny "Em As. FTS3060 Cotton in Your Eyes (James Cotton)
Bluesway BLSB00T Lhem Red (Eddie "(‘leunheml" Vin- You Please (Michael Bloomfield) 1968
Jefferson 802 San m.mmmv-um (chh-el Cotillion SD9006 Mourning in the Morning (Otis Rush)
Columbia €997 A Long time Comin’ (The Blectric Bloomfield and Various att 1969
Flag, An American Musie Band) Takoma BI0G9 Analine (Michael mnuﬁelav 1977 Blue Thumb BTS14 Sam Lay in Bluesland (Sam Lay) 1970
CS9701 Super Session (Mike Bloomfield, Al TK Records/Clouds 8005 Count Talent and the Originals  Columbia ? Southern Comfort (Southern Comfort)
Kooper, Seve 1968, (Michael Bl 071
083240 You Are What You Eat (The Electric _Takoma TAKT063 Michael Bloomfield. (Michae! Bloom: 2. Melton. Leyy & The Day Bros. bl
Fiag ah American Music Banel G field) ton, Lexy & The Day Bros.)

Al photes courtesy Jeff Tamarkin Coll
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from Blaumﬁeld‘- career.

Although Bloomfield’s name
appears nowhere on this album, it
is common knowledge that the
“Two Jews’ are he and keyboardist
Goldberg.

gui-

| and their ilk. Everyone a

BLOOMFIELD from page 12

was easily accomplished; that there were,
indeed, hellhounds on Bloomfield’s trail.
What haunted him wasn't poverty, hope-
lessness, and societal antipathy towards
his situation. More likely, it was the con-
flict of familial expectations with his own

" directions, the terrifying, nearly absolute

freedom made possible by his relative
wealth, and the consuming public interest
in his image

Cm a whlﬁe boy play the blues? That
was the issue among the cogno-
scent, hotly debated in the 60s because of
Bloomfield, Butterfield, Elvin Bishop
dmired Hendrix
for his funk, but he was a soul brother.
Everyone acknowledged Clapton’s talent,
but he was entirely other than a genuine
bluesman, however reverent his attitude
— he was a Brit. Bloomfield, however,
had a purist’s background to offset his
popularizer’s career. The gap between
how he might have felt — like an appren-
tice — but was acclaimed as being — a
guitar giant, the natural born real thing
— seems to loom just beneath the surface
of much of his work. He was undoubtably
most successful when he could forget it,
feel confidence in his surroundings and
colleagues, and simply love the feel of a
guitar in his hands. Fortunately, he found
his confidence often enough to leave a
mark on pop music and in memory.
Sadly, he wasn’t quite sure enough to
save himself. That’s most certainly the
blues.

At his best, Bloomfield was a player
‘with a sure sense of life. Appreciations of
his efforts have started with Ward’s book;
Tim Schneckloth in down beat and
others; the two-record set Bloomfield, A
Retrospctive (Columbia C2 37578,
including previously unreleased musical
and interview material) produced by
‘Toby Byron, Bloomfield’s musical execu-
tor and producer of Ward’s book. Byron
also furnished copies of many of the discs
considered here; having met Mike during
his San Francisco/Marin County days,
Byron is a friend with a bit of perspee-
tive.

According to Ward’s discography,
Bloomfield appeared on 44 albums
released between 63 and ’81, performing
on five productions which remain unis-
sued (among these, live Butterfield Band
and Dylan sets from the Newport Folk
Festival and a Carly Simon album also
featuring Kooper and member of the
Band). There is mention of seven further
songs under mandolinist Rachell’s leader-
ship besides those issued on Mandolin
Blues (Delmark DS 606, from 1963),

Bloomfield probably tagged along with
Big Joe to Bob Koester’s session of
Rachell’s Tennessee Jug Busters (given
the eccentricities of all principals, this
was most likely a chaotic affair); his
acoustic guitar is not outstanding —
much to his credit — on this meeting of
the old irregulars. But Koester, a pro-
ducer into minutiea and purism, must
have been impressed, or wouldn’t have
invited Bloomfield back to play electric
behind Sleepy John on Broke And Hun-
&gry, Ragged and Dirty Too (Delmuk DS
608). These recordings wi
worthy of celebration, and Bloomfield
recounted his lessons from Big Joe in a
short story that make hilarious reading:
‘“Me And Big Joe,” published by
Re/Search e G Sk bz

tar work, not to mention Elvin
Bishop’s.

and illustrated by R. Crumb.

Ward does a nice job describing Bloom-
field’s younger years. Bloomfield first
heard the blues on the radio in his par-
ents’ car; he longed after the toughness he
heard in the music, to overcome his
school reputation as a wimp; he was
obsessed (a lefty, he learned to play right-
handed) with the guitar he got from his
uncle’s pawn shop. He took his first les-

is mother’s hairdresser, and
alienated from his hﬂur.

4, Bloomfield was Q.uhng sub-
o Chicago’s South Side from

blues fever in his teens, and met
mcmmd Gravenites, Bishop,
‘engineer Norman Dayron and
, all hanging around the Uni-
hicago. He heard Magic Sam,
and Elmore James, as well as
Little Walter and Sunny-
He practiced folk ‘music,
‘Sunday morning flea market
Street, and married Susan
played some banjo. After
b managing a Rush Street
e ren.lly started studying the

bar, Big John’s, into a blues
the same time, he was getting
ion work at the Chess studios,
'ﬁpless clubs with organ player
g, and catching the atten-
bia-linked producer John
‘who eventually financed a
mfield’s loosely organized

rocl (it remains in the can except
for “Mojo,” which is on Retrospective).

Thou mfield wasn't easy around
B , he recognized that they

had sighed to Elektra as
s first electric band) and
lk Fest appearance, to shore

s
okt

g = ¢ 3 it 7
Bloomfield was Dylan’s choice to
play guitar on this '65 classic,

i . S

The Electric Flag recorded this
soundtrack for a classic psyche-
delle B-movie (written by Jack
Ni 1 Jane Fonda)

Bishop’s th

port fest of 65 was a
pular music. Controversy
electric band play folk? “He
‘his own with anybody,”
1ys of Butterfield on his Ret-
They had come to play:
iBlltEerf' ield, Bishop, bassist
er Sam Lay.
hot ths crowd was cold.

sts’ tent, settling on Arnold,
boardists Goldberg and Al
played material from

s Wall,” an Arthur Cru-
Wllhalfu staple, it rocks and

organist. Naftalin, plays down and
dmy,uh&tmy mid '60s rock band but

nce of the Butterfield

Easy,”) and What'’s a
Elektra collection (ELK

before making this real debut LP.

o

c Electnc Flag alb\lm
that — along with Al Kooper's
Blood, Sweat And Tears — brought
horns to white blues-rock.

The follow-up to “Super Session”
featured a Norman Rockwell cover
and introduced a new guitarist
named Carlos Santana.
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Yet another live ]ul album, which
didn’t fare as well as others..

The third and last Electric Flag LP
to feature Bloomfield was this *74
reunion album on Atlantic.

OMFIELD

This posthumous release on the
Andover label contained pre-
viously unreleased material.

BLOOMFIELD from page 14

4002) fe the Lovin® Spoonful and
Eric Chptnn with The Powerhouse as
wel Butterfield’s unit (on “Spoonful,”
“Off Tha ‘Wall,” “Lovin’ Cup,” “Good
Morning Little Schoolgirl,” and “One
More Mile”). Bloomfield’s contributions
are high, clean and clear — Bishop solos
very little — and Mike's best when he
cuts loose, rather than trying to perform a
solo he’s already thought out. He picks
patterns as well as laying down lead lines
and obligattos. With Butter, he defined
the style innumberable white blues bands
would imitate.

Dylan’s Highway 61 (Columbia CS
Bl&)}mwmm.hmgelu m.lwem
tion of any generic form. Guitarist Char-
lie McCoy, a Nashville cat, is somewhere
in the mix (acoustic on “Desolation
Row”?), but not on top like Bloomfield is.
The focus if firmly on Dylan, whose lyrics
were seldom more scathing. “Tmnb-umq
Blues” uses Bloomfields rearing
punctuation, an inescapable bell wll
Kooper’s organ and Paul Griffin’s piano
cushion the sound, and Bobby Gregg’s
drumming has a countryish up-and-
down. Bloomfield had a strong rapport
with Dylan, and was invited to join his
touring band, but determined to stay with
Butterfield. “I'm a bluesman,” he’s
reported to have said.

What gave the Butterfield Blues
Band’s next project, East-West (Elektra
EKS 7315), its importance is how Bloom-
field and the rest stretched their chops
into jazz-spirited territory. There was no
question, after the model music of the
title tune or the long “Work Song,” that
these guys could play — which couldn’t
be generally said of the acid rock musi-
cians beginning to emerge on the West
Coast. Elvin Bishop had imp:
was eager for more ruponnblhty but
Bloomfield hated being on the road, and
couldn’t counternance Elektra’s desire
that Butterfield’s band come up with a
single hit. He also had ideas for a horn
band, so he left Butterfield to get his own

ro; ether.

S p’ff‘w't‘.ﬂ‘ convening The Electric Flag,
Bloomfield did sessions with Mitch
Ryder (What Now My Love, Dyno-voice
DY-31901), John Hammond, Jr. (So
Many Roads, Vanguard VSD-79178), and
producer Bob Crewe. He cut one track
(“Alimony Blues”) with reedman and
singer Eddie “Cleanhead” Vinson (on
C.herry Red, Bluesway BLS 6007), and

the Flag with his pals Goldberg
md Gravenites. Manager Albert Gross-
man got behind the band, renting Bloom-
field a place in Mill Valley, Calif.
Mike found bassist Harvey Brooks,
drummer Buddy Miles, and his hornmen:
saxists Peter Strazza and Herbie Rich,
trumpeter Marcus Doubleday, who com-
prised Bloomfield's most ambitious band.

After debuting at the Monterey Pop
Festival (where Jimi Hendrix made his
Stateside break through, Otis Redding
sang his final set, Janis Joplin and Quick-
silver M r Service represented the
Haight- Ashhury district, and a great
music movie was made). the Flag was
asked by Peter Fonda to prepare a sound-
track for his film The Trip (released as
Sidewalk ST-5908). It was mostly short,
noodling tracks, unlike the Flag’s full-
blown effort A Long Time Comin’
{Columbia CS 9597). The record opened
with the words of Lyndon Johnson, and
raged through Howlin’® Wolf's “Killing
Floor” on its way to covering Sticks
McGhee’s “Wine,” and creating an epic
“Another Country’" (by R. Polte aka
Gravenites). Bloomfield is credited with
“You Don’t Realize,” a dedication to
Redding and guitarist Steve Cropper in
the Stax style, as well as a ren-
dition of the traditinal tune ‘‘Easy

. Throughout the album, his blues

the rocks, too.
period of Bloomfield’s

9701)
res Of Mike Bloomfield
e (Columhla PG 6) were

The Spirit (MGM SE-4879), then had a

- reunion with Joh: Hammond and Dr.

John, Triumvirate
thnhuaguod)hw()r beat.
Leo de Gar Kulka, who'd produced
ie Foster’s effort, helped Bloomfield
and Gravenites with Casting Pearls
(Verve 'V6-8825) by the Mill Valley
Bunch; Columbia tried again with Try It
Before You Buy It, a Bloomfield self-pro-
duction that went unreleased as con-
ceived (though cuts show up on Retro-
spective). The Electric Flag reassembled
for the ill-fated The Band Kept Playing
(Atlantic SD-18112). By 1974, the white
rock record market had lost its mid-"60s
hegemony; Bloomfield couldn’t get

another date until joining Gold|
sist Rich Grech, vocalist Ray Konnudy
and drummer Carmine Appiee ina

dnndful ‘supergroup” dubbed K

While Bloomfield hadn’t lost hin feel-

ing for the blues — fiist hear his i

(a good writer whose
aying is not always appeali
seem added on and belie

ven singing. “The 59th

Song,” “The Weight,” a

‘harles tunes and “Green
Bl E

endering of Albert King's
Your Love On Me So

contributed to Barry
Jews® Blues (Buddah

Mama’ Columbia KCS-
nunhlnm'ar,

and “To Love Some-

xothex s ex-lead, Sam

ere to be heard). Bloom-

lited as co-producer on

ton records on Verve,

1968, as well as on

Mourning in the Morning,

lawed, deserves another

and Michael Melford pro-
ield’s It's Not Killing Me
0395) which was issued
¢ that his appearances
 obscure. There was-a
album (Brand New, Fan-
one cut on Gandharva
others 1909) by synthesizer
 Paul Beaver and Bernie
field did tracks for Tim
Am (Metrom

d Mmm Foster’s Fee

*And The Originals (TK Records

‘had had in earlier days. His

informal
piano plqying on “Rmhxln Blues” from
*71 (on — he was unable
to relate to the market. Occasionally he
worked at the Keystone Korner in San
Francisco with friends including Naftalin
on piano, organist Ira Kumln, bassist
John Kahn, drummer Bob Jones, and
Gravenites or singer Roger Troy. These
were great times for other white blues
guitarists — notably Clapton, Duane All-
man and Dickie Betts, Harvey Mandel,
Jeff Beck, Jimmy Page and Johnny Win-
ter — but Bloomfield sat them out. There
was a Gravenites-produced soundtrack
for Jane Fonda’s Steelyard Biues that
dmnppened even faster than the film did,
and, in the wake of KGB, Bloomfield put
out If You Love These Blues, Play 'Em
As You Please, sold through mail order
by Guitar Player magazine. It was an
educational album, about which Bloom-
field explained: “I had this overwhelming
urge to do something with integrity.”

Integrity turned out to be Bloomfield’s
finest attribute from 1976 on, though it
was but one side of his carcer. He did
soundtracks for Hot Nazis and Sodom
and Gomorrah by San Francisco pornog-
raphers the Mitchell Brothers, but what
got recorded (after a track on Jefferson
Records 602, San Francisco Blues Festi-
val, called “Womau Lovin’ Each Other”)
was produced by N for sev-
eral small labels. Anu.{me (Takoma B-
1059) was the first of these. Bloomfield
did everything — guitar, banjo, bass,

piano and even vocals
songs with his own lyrics, thanks to over-
dubbing. And his emphasis was on acous-
tic music, including standards like “Fran-
kie And Johnny” and Duke Ellington’s
“Mood Indigo.”

Bloomrekd‘s musicological streak took
the fore, as he emulated his hefoes of the
’30s, engaging in piano-guitar duets with
Naftalin. His old hopes for an American
Music Band, with horns, jump arrange-
ments, and repertoire rmgmg from ’508
rock to blues classics to cajun hits coa-
lesced in his final witha
ing band of side players. Cmmt Talent
rds/Clouds
8005) is said by Ward to be of mixed qual-
ity, but Michael Bloomfield (Takoma
TAK- :083. wllfth tunell including
“Knockin’ Myself Out,” “S] yDrunk,"
“See That My Grave Is Clean”) is quite
strong. So are Between The Hard Place
And The Ground (Takoma TAK 7070,

with “Big Chief From New Orleans” and

“Your Friehds” among others), Living In
The Fast Lane (Waterhouse Records 11,
‘with “Roots,” “Let Them Talk,” and
“Big ‘C’ Blues”) and Cruisin’ For A Brui-
sin’ (Takoma TAK 7091, with “Papa-
Mama-Rompah.-: Stompnh,“ “J\mker s
Blues,” “It'll Be Me” and “Snowblind”).
Bloomfield’s vocals pow attained the
easy, vernacular authenticity Butterfield
guitar playing

~ " BLOOMFIELD page 18
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RHYTHM & BLUES.... WHAT HAPPENED!!!

REB Music of the ‘40s and ‘50s has long been the most ignored area of Americon
popular music. Occasionally, unsung heroes like Louis Jordan and Wynonie Harris
manage to get some belated recognition while artists like Eddie Willioms, Rudy
Render, Mabel Scott, Sugar Chile Robinson and many, many others remain virtually
unknown 1o the average fan. But they, olong with Muddy, B.B., Fats, Smiley,
Dinch, T-Bone, The Harptones, Cleftones ond Fi-Tones, etc., were solid
contributors to that rich musical era.

Now, for the first time, their recording successes are docymented in a disc-
history of Rhythm & Blues. The RRB Book contains extensive charts of the top
Rhythm & Blues records of each and every Year from 1943 thry 1959...plus an
alphabeticol listing of the most important “extras™ of each year (this includes
regionol hits and other “almost-made-its)

Chart positions for all records listed in the R&B Book have been carefully
determined by performance on weekly national trade paper surveys (with points
awarded for such factors os position and longevity). And, every record listed
contains; 1) Correct and complete song title; 2) Complete artist information as it
appears on the record label; 3) Correct record label ond catalog number...if a
record appears on more than one label (usually because of o master purchase) both
are listed.

Every important record by every significant R&B artist is here.
THE R&B BOOK documents the achievements of over 500
rhythm and blues performers.

Big Al Paviow'’s
The R & B Book

A Disc-History of
Rhythm s

$,MOjADd [V Bia

FEATURES

EXTENSIVE ALL.TIME RHYTHM AND BLUES SURVEYS

“The top R&B records, artists and labels for each year 1943-1959

*The top R&B records, artists and labels for 194349, 1950-54, 1955-59

“The top R&B records, artists and labels for each decade 194349, 1950-59

* The top 500 R&B records 1943-1959

* The top 350 R&B performers 1943-1959

* Thetop 100 R&B labels ]943-1959

* The top perf in 1943-1959, i
Top male vocal groups, top blues artists, top jazz artists, top male and
female vocalists, top bands, orchestras and combos...plus top vocal
group and blues records and labels and much, much more

“ A Chronological list of over 600 representative Race lnd Jazz Issues
1920-1939

* Year-by-year history of rhythm and blues

TO ORDER: Send §69.95 . plus postage: USA ($1.00)
Canada ($2 25); Europe ($1.50-surface/$4.00-air).
Asia, Pacific (§1.50-surface/$5.00-air) to

MUSIC HOUSE PUBLISHING COMPANY
DEPT G
BOX 2271,

STATION, R 02906

1987 June 19 — Goldmine
“Paul Butterfield dead at 44” (May 4, 1987).

1987

M’J frain gogt 16

ciliation with Dylan, though he'd lost
ites’ ionship due to

is mature — he plays what he wants to,
how he  apparently as soon as he
thinks of it. The arrangements are attrac-
tive — hilmq of vocal choruses, organs,
M synthesizers is perfectly
gh nothing exists (except
 Dayron's tape cabinet) of the
loomfield duets, Bloom-
icking Mule KM-164) is
LP of acoustic (and electric
with Woody Harris. The
ts (Tomistoma Records),
mfield was found dead of
comu\) #thn.mphetsmme poisoning
on Feb. 16, 1881, is dedicated to the gui-
'%ﬂrded his last electric gui-
lue Sea Blues.” The album
is unwmma]ly autumnal, featur-
ing fiddle and banjo and accordion play-
ing, onmbutmma by Taj Mahal
and Nick Gravenites.
aphy, Ward claims that
loomfield’s last demon —

|‘NLESS STATED

ERENTLY IN AD COPY

eoill be December 19,
Wﬂnaday. The

@ﬂ&e has been
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ﬂdr:sniaing deadline for the

]_Gﬁﬁity 18 issue of Goldmine

W up 2 days because
of-jtll,c\ﬂhristmas holidays.

is
drug use. During the last two years of his
life, Bloomfield made some substantial
efforts to clean himself up. In early '81,
after pursuing a dancer named Christy
Svane for almost 10 years, Bloomfield
proposed marriage to her and she
accepted. The exact circumstances sur-
rounding his death remain cloudy — as
with 8o many bluesmen — but he finally
had something solid to live for, and his
death was a grim waste.

That can never be said of his life. His
recordings show he triumphed, almost
from the start, over segregation from a
music he held dear, over fear he wasn’t
tough enough to be a player, even over
the drugs that have crippled the expressi-
vity of too many a creative person. Of
course, there's only brief respite from the
blues, in the end; if you got 'em, they'll
get you. The blues got Mike Bloomfield,
but he gave 'em back to us enriched by a
liberating guitar style and a deep under-
standing of their source. What more cana
bluesman do? o

Our Display
Ads Really
STAND OUT
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Paul Butterfield; took
blues to world of rock.

LOS ANGELES (AP)—Paul
Butterfield, a harmonica player
who helpcd popularize the blues
for rock 'n’ roll audiences in the
1960s, has died at age 44.

The musician was found dead in
his apartment Monday by his
.manager, Jesse Turajskt, said
coroner’s spokesman Bill Gold.
An autopsy was scheduled.

Mr. Butterfield, who studied
classical flute and then mastered
the harmonica by age 16, grew up
on’ Chicago’s South Side and be-
came one of the first young white
musicians to venture into black
blues clubs, where he played with
Howlin® Wolf, Buddy Guy.and
Littie Walter, -

“Butterfield revived a music that
was dying in Chicago,” said Bernie
Pearl, blues historian and musi-
cian. “He took the music out of

Chicago and breathed life into it, .

He was a historic figure.”

As a student at the University of
Chicago, Mr. Butterfield met gui-
tarist Elvin Bishop in the early
1960s, and they formed the But-
terfield Blues Band, which in-
cluded guitarist Mike Bloomficld,

The band stirred interest among
blues musicians because of its use
of amplification and material
combining blues, folk, rock and
jazz.

The band recorded two albums
for Elektra Records.that were
credited with paving the way for
high-energy British blues groups
that surfaced in the late 1960s.

“Butterfield was certainly one of
the pivotal figures in raising the

_consciousness of blues in what was

a white-dominated ’60s rock
world, and also helped. make the
idea of a white musician playing
the blues credible,” said Robert
Hilburn, Los Angeles Times pop
music critic.

Although organizers of the 1965

“Newport Folk Festival ruled out

amplified instruments, they re-
laxed the rule for Mr. Butterfield’s
group. The band accompanied
Bob Dylan, who outraged folk
purists with his move into elec-
trified music.

After Newport, the band, adding
a brass section, toured both in and
outside the United States. .

In the 1970s Mr. Butterfield

kkkkk

Paul B tterfield

switched to an acoust:c-e]ecmc
lineup with a group called Better
Days, which toured and recorded
until health problems curta:[cd
Mr, Butterfield’s activity.

He made an appearance at Ihc
farewell concert of The Band in
1976, which was made into the
documentary “The Last Waltz”. A

In 1980 Mr. Butterfield suffered
a perforated intestine and was
stricken with peritonitis, He un-
derwent two operations before re-.
turning to the stage in 1981. - !

Review of “Lost Elektra Sessions” by Al Kooper.
Review of “Lost Elektra Sessions” from various magesgin
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1994. Sept./Oct. — 30Century Guitar
Article: The Legendary Michael Bloomfield with Al KoopeHarvey Brooks & Jimmy Vivino.
Introduction by Mark Lotito. Cover and 9 pages.



THE §O'URCE FOR VINTAGE AND COLLECTIBLE GUITARS

D’AQUISTO’S
TRILOGY

.PLUS: ARCHTOPS FROM GUILD,
HERITAGE, GIBSON AND FENDER,

SORTING OUT THE REISSUE PAULS,

SUMMER NAMM & MORE!

witn Al Kooper, Harvey Brooks & Jimmy Vivino

Introduction by Mark Lotito
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continued from page 68

EL

relaxing and just playing. We had a hard time
keeping the homn players focused. The tuning
problem drove the homn players nuts.
JV: Is it just me and a handful of other guys

who remember Michael?

HB: No. Michael will be remembered for his
things with Butterfield where I think he broke
things open. Those were major contributions.
[ think his blues playing in general, people will

always go back to that.

Special thanks to Al Kooper and Harvery
Brooks for raking the time to do this and, of
course, to Jimmy Vivino for pulling it all
rogether. Also, thanks to Mark Lotito for
planting the seed, making the weekly trek to

"Down Time," where Jimmy plays every

Thursday night, to keep it alive and following

it through to the end.
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Music is the closest
tangible thing to
magic most of us will
everexperience. The
fact that sounds can
be combined in har-
mony outof inanimate
objects is nothing short of a miracle -
one those of us still blessed with our
hearing usually take for granted. But
as Mickey Mouse discovered in Fan-
tasia, we don’t really know how to
control magic. And often, it gets
outof hand. In Mickey's case, it
was brooms carrying buckets
of water. In the case of
Michael Bloomfield, it was [
heroin — an all-too-common,
unfortunate circumstance that
still plagues the music business
today.

There are tworeasons I chose to
write about a guitar player; either
because T admire their style, or
I'mconvinced they descrve aplace
in my personal version of musical
history. Guitar history, in particu-
lar. [try to refrain from delving into
aperson's private life, but at times the
obvious must be faced. Bloomfield, a
true pioneer from the musical * 60s, fits
both eriteria. Unfortunately, he died
from a heroin overdose. The magic
that let him give back some of our
American musical heritage also led
him down an all-too-common path.
As one who suffered insomnia all his
life, Bloomfield fell easy prey to a
drug that, much like it has now, had
gained a subsocial acceptance. That
is, of course, the negative side, un-
pleasant as it may be. But it's an
important part of the magical puzzle of
Bloomfield's life

Bloomfield had a magnetism every-
body seemed to notice. Born July 28,
1943, in Chicago, [llinois, the

al outcast
got his first guitar at age 13.
Though born to a wealthy fam-
ily, by the time he was 14, he
began to visit the blues clubs
on Chicago’s south side with
his friend, Roy Ruby.
Bloomfield was known to leap
to the stage and ask if he could
sit in, while simultaneously
plugging in his guitar. He soon
found a band of like-minded
young players, including Paul
Butterfield, Nick Gravenites,

,and Elvin
Bishop, frequenting the south
side.  Bloomfield began to
search out older, forgotten
bluesmen, playing and record-
ing with Sleepy John Estes,
Yank Rachell, Muddy Waters,

every Tuesday night””
About thattime, Bloomfield's

guitar work as a session player
caught the car of legendary pro-
ducer/talent scout John Hammond, Sr.,
who flew to

signed him to a record-

ing contract with CBS. As
often happens inthe magic king-
jom, the record company didn’t

like the masters and declined to release

any of the tracks, which were recorded
by Bloomfield's band, including harp

Dylan stunned the purist folk music
crowd by playing electric rock and
roll. The crowd booed Dylan, which
probably did as much good for his
career as anything could. After their
greatsuccess/failure (however you see
it), Bloomfield declined an offer from
Dylan to join his touring band. Bioom-
field and the Butter Band returned to
the studio and, with the addition of
pianist Mark Naftalin, finally captured
their live sound on vinyl. Theirsecond
album, titled East-West, featured the
Bloomfield composition, which ush-
ered in an era of long, instrumental,

player Charlic Musselwhite.
Bloomfield returned to playing clubs
in Chicago, where he was approached
by Paul Rothchild, producer of the
Paul Butterficld Blues Band albums.
Bloomfield was asked to play slide
guitar and piano on early recordings

Little Brother
Joe Williams.

Along with becoming known as an
up-and-coming guitarist, he was also a
very gifted keyboard player. He did a
lotofacoustic fingerstyle blues, learned
from one of his early heroes, Blind
Lemon Jefferson. He had also taken
up slide guitar by this time and was
managing a Chicago folk music club,
the Fickle Pickle, and often hired older
acoustic blues players for the Tuesday
night blues sessions. BigJoe Williams
memorialized those times in the song
“Pick A Pickle,” with the line “You
know Mike Bloomfield...will always
treat you right...come to the Pickle...

y and Big

(later as The Lost Elektra Ses-
sions), but they, too, were rejected for
not fully capturing the sound of the
band live.

More competitors than friends,
Bloomtficld remembered Butterfield
this way, “T knew Paul, [and I] was
scared of him.” That being what it
was, his contribution to the Butter Band
provided Paul Butterfield with a musi-
cian of equal caliber. Between record-
ing sessions with the Butter Band.
Bloomfield backed up Bob Dylan on
the classic Highway 61 Revisited al-
bum, and appeared with him at the
Newport Folk Music Festival in 1963.
This was the legendary concert where

Bloomfield eventually left the But-
terfield Blues Band in early 1967 to, in
his own words, give original guitarist
Elvin Bishop *...a little space.” Theory
has it he become uncomfortable with
Butterfield’s position as bandleader
and wanted to lead his own group. He
formed The Electric Flag with some
old friends from Chicago. Barry
Goldberg was on organ, bass player
Harvey Brooks, singer and songwriter
Nick Gravenites, and drummer Buddy
Miles.

The band’s official debut at the
Monterey Pop Festival was well-re-
ceived, but they quickly fell apart due
1o drugs, egos, and poor management.
Bloomfield, always uncomfortable in
a role as the guitar superstar, already
weary of the road and suffering from
his insomnia, took up permanent resi-
dence in San Francisco, where he got
work doing scores for movies, includ-
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ing The Trip, Andy Warhol’s Bud, and
porno films including Sodom and
Gamerrah. He also began producing
other artists and. as always, played
studio sessions. One of those sessions,
was a remarkable record of
Keyboardist Al
Kooper, who had previously
worked with Bloomfield on
the 1965 Dylan sessions, en-
visioned a session of jamming
inthe studio, much like the old
Blue Note jazz label did with
its artists. Super Session, the
resulting release, with Bloom-
field on side one and guitarist
Stephen Stills on side two, once
again thrust Bloomfield into the
spotlight. Keoper's production
and the improvisational naturc B3
afthe recording session captured
the Bloomlield sound. Although
Super Session was the most suc
cessful recording of his career,
Bloomfield, ever the purist, con-
sidered ita scam. He thought of it
asan excuse o sell records, not pursuit

the time.

After a follow-up live album, he
went back to San Francisco and low-

ered his visibility. In the "70s, he

—~ , , ichaelBloomficld
(24 used a number of
Z guitars in his ca-
7 - reer, and for a va-
riety of reasons, they have become quite
collectible. George Gruhn, one of the
founders of the vintage industry . claims
that Bloomfield’s 1959 Sunburst Les
Paul started the interest in these guitars.
The golden period for Les Pauls, be-
tween 1957 and '59, produced some of
the most desirable and collectible in-
struments ever made. Mike
Bloomfield's use of the instrument, a
nearly-forgotten fact, is the one that
propelled thisinterest. Although Gruhn
remembers Michael from the Chicago
area, he remembers him not as a rock
and roll icon, but as a folk-style acous-
tic player who also played a lot of
Delta-style acoustic blues.

According to luthier/VG contributor
George Manno, Bloomfield lost the *59
Burst in an interesting turn of events.
He had agreed to play a concert in
Canada for a promoter who was. let’s
say, leery of Bloomfield's reputation.
Bloomfield offered his guitar as a sort
of collateral for the event, never being
one who was materially concerned, He
told the promoter that if he did not show
for the gig, he would give the man his
guitar.  You've already guessed: he
didn’t show. And the guitar went by the
wayside.

Butthere were other guitars. Healso
had a *58. which had very little red in
the sunburst, looking more like Gibson's.
modern honeyburst color. He also

DONT Y
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* register.

There was also a Wr inhis .

tourcdinfrequently as Bloomfield And
Friends (a group which usually in-

* cluded Mark Naftalin and Nick

Graveniles) and played some gigs in
the San Francisco
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He also occasion-
ally helped out friends by lending his
name to recording projects and bhusi-
ness propositions.  One was the ill-

fated Electric Flag reunion in 1974,
andthe KGBalbumin 1976. Inthe mid

Bay area.

*70s, Bloomfield recorded a number

* of albums withamore traditional blues

focus for smaller record labels. Also
during that time, he recorded an in-
structional album of various blues
styles for Guitar Player maga-
zine,

By the late *70s, Bloomficld’s
continuing drug and health prob-
lems caused the typical erratic
behavior that goes along with
the choices he made — missing
gigs and alienating a number
of his old associates.
. Bloomfield continued playing

1980, he toured [taly with
classical guitarist Woody
Harris and cellist Maggie
dmondson. Frusirated that
many people came to hear
the Super Sessions music
(which he felt he had left behind and
often warned audiences not (o expect
those songs in the concerts),
Bloomfield started doing solo gigs
around the San Francisco area. He
played his Silvertone archtop or his

custom-made acoustic with the

with other musicians, includ-
ingDave Shorey and Jonathan *
Cramer, and in the summer of

. owned a 1960 model, and a *57 P-90 |

equipped goltop, too, which is now -
© ownedby
. pictures also show him with a white-
* guard Telecaster. Never one {0 obsess
- overthe carc of his guitars, itis teported
" that at one time he came to a session ©

m Beech of Chicago. Many

the Tele not

studio, the guitar had alittle buildup of

. eveninacase. When hewalkedintothe

* snow, so he knocked it off by banging

the back of the guitar ap,m;taz:a\urun i

history that bares closer examination.

© When Michael did the Bob Dylan ses-

sion for “Like A Rolling Stone,” Dylan -

supposedly gave him the Strat he used

- ontherecord. Bloomfield,inall hislove

he was a no-show for a gig. There's a
picture in the "Burst Book that is sup-

I'm net convinced.
where it is.

1t should be in the Hall of

DeArmond, along with mandolin,
banjo. piano or whatever else struck
his faney at the time. On November

1980. Bloomfield joined his old
friend, Bob Dylan
Warfield Theater in San Francisco
and jammed on “Like A Rolli
Stone,” the song they recorded to-
gether 15 years earlicr. Three months
later, on February 15, 1981, Bl
field was found in his car, dead of a
drug overdose.

Without adoubt, Bloomfield had an
influence on music as we know it in
this latter part of the 20th century. His
electric guitar with Bob Dylan alone
paved the way for groups like the Byrds,
Crosby Stills & Nash, and Jackson
Browne, just to name a few. Although
first identified as a Telecaster player,
he, along with Eric Clapton, turned the
world on to the sound of flame-top Les
Paulsbuiltinthe late *50s. Bloomfield
was an adamant fan of Eric Clapton’s.
sound, but again, he was the firsmto
popularize the flame-top Les Pauls.
Other British groups, the Rolling
Stones for one. began their carcers
trying to duplicate the sounds Muddy
Waters was making in Chicago, but
Bloomfield brought the people who

onstage at the

oom-

posed to be Michael’s, but somehow |
I'd like to know -

Fame. Thave areproductionof aFender -
ad with The Electric Flag showm‘g him

with a sunburst Strat.

I saw Michael

play a black:tosewood-board Strat *
through the *70s. [ seem torémembera .

photo of Michael with black Les Paul

Custom in Guitar Player magazine in
the*70s. WishTknew more. I'mahuge *

Bloomfield fan.”

George Bretz was kind enoughtolet -
me bomgw a couple of the old Guitar
Player magazines from his collection, -
o rcgoarch the subject. In the Augns¢~ 2

“wood-board Tele with no pickguard.
. Tom Wheeler, author of the accompa-

maple-neck Tele: an arch-back mando-
lin; a Hilo Hawaiian guitar; and a stu-
dent guitar with numbered frets, on
which he is also shown playing sit-
down style slide. In this article, he
shows his string bending technigue on
the LP Cuostom. He is also shown
playing a psychedelic painted, rose-

nying article said there were a couple of
Twin Reverb amps in Michael’s resi-
dence in Mill Valley, California. He
alsomentioned amodified tweed Fender
Deluxe, a Martin tipple, a Bacon five-
string banjo and a no-name six-string
banjo, a Kay amplifier, anda'60s Fender
Pro Reverb.

Tone-wise, Bloomfield set the stan-
dard guitar players are judged by to-
day. One thing many players may be
interested in is that in a lot of these

i mue. part two of a

and caring for

ing the guitar to Texas bluesman Johnny

- Winter, who had it refinished Candy
. Apple Red and retrofitted witha Gibson |

nts, hadit painted | i
- apsychedelic purple! He ended up giv-

stop tailpicce. Johnnyused this guitar to -

play slide, fora

ime. [Lisnow owned by
- the Flynn Brothers of Chicago.

Paul Honeycutt was also able to shed |

- somelightonthe variousguitars Bloom- -
. fieldused. “With Butterfield[he played]
- the rosewood-board Telecaster, the -
* goldtop Les Paul with P-90s and fixed

bridge ('55/'567),” he said. “And the -
‘Burstthat started it all,he got from Dan

- Erlewine of Stewart MacDonald (VG,

January, "92). He played it with
Butterfield and The Eleetric Flag.

" There's a story about the 'Burst being

leftwithaclubownerasadeposit when -

Iy one picture. Hejs |

piaymgmgalwp with soap bar pickups -

and a stop bridge/tailpiece. In that

article(by Michael Brooks), Bloomfield -

talks about having a “...Les Paul and a
Gibson double-cutaway (SG.)” When
asked about amplifiers, he expressed
his love for Fender Super Reverbs as
well as Acoustic amplifiers “...for big

gigs” (keep in mind, sound systems .

were antiquated by today’s standards).

On the cover of the April *79 issue,
he is holding a black Les Paul Custom,
just as Paul Honeycutt remembered.
Inside, Michael is pictured playing a

Kay arch top while sitting on a bed

surrounded by several guitars, includ-
ing ablack, rosewood-board '60s Strat;
a custom-cutaway acoustic with

DeArmond pickup; a white-guard, ~

 heart and soul, were responsih)é for

photos, his pickup selector switch s in
the front (neck) position. As we all
know, a Telecaster can shatter fillings
up to the third row when played on the
back pickup with too much treble di-
aled in. 1 think a lot of pldycrs forget |
that just because that pickup is labeled
“Rhythm’ on certain guitars, it's okay
to use it for a lead pickup, too! They
also forget that the knob towards the .
back of Telecaster is a tone knab. That
doesn’t mean turn it all the way up for
the most tone, either. Of course, the.
guitars Mike Bloomfield usedareolﬂy )
a small part of the tone he produced.
His fingers, and more xmponﬂmly; ‘his

mostof it. 1f you haven't studied this
very overlooked legend, you havcn‘\
finished your homework!
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had invented this sound, like Muddy,
into the clubs for fans to behold, first
hand. Far from ready for retirement,
many of them still feel a debt of grati-
tude to him for bringing their music
forward. B.B. King has singled out
Bloomfield for praise in helping him
cross over to a white audience.

“I'm grateful...because to me, it
seemed to open a few doors for us that
seemed like they were never going to
open,” he said.

Yes, magic truly is adangerous thing
in the hands of mere mortals who un-
derestimate its power. The fact he
taught musicology at Stanford Univer-
sity 1s testament to his abilities, but as
with all forms of sorcery, there can be
good and bad elements at play.

The good, in the case of Bloom-
field, was all the joy and art he left us
with in his recordings and perfor-
mances. The bad, of course, is the fact

he got caught up in the darker side of

the magic no one ever sees sneaking up
on their blind side. I don’t mean to
imply the music business is all bad, but
to completely ignore the fact that drug
addiction exists in the music world
would be negligent. There are several
lessons to be learned from his life, and
maybe in these times of politicians
arguing about whether to use mari-
juana as a medicine, we need to watch
out for a larger, uglier, much more
deadly demon.

Though this is just a brief overview

of the musical life of Bloomfield, hope-
fully it has provided some a new guitar
player to study. 1 also hope it has
brought back some fond memories for
those of us who were around, awaiting
the next Guitar Messiah in the 1960s
and '70s. Though he was less than
fond of the record, Super Sessions is a
benchmark for students of electric blues
guitar and it still holds up very well
today. Iurge you all to go out and find
some of this great musician’s work. |
don’t think you’ll be sorry.

Next Month: Remembering
Michael Bloomfield.

A very special thanks to Steve Rusin
and Fred Drumm for their pictures
and memories of Bloomfield live at
Indianapolis’ Ravoli Theater in 1973.
They reported Mark Naftalinwas play-
ing keys, and the bass player and drum-
mer were local pickups. In mid-show,
Bloomfield sat down on the edge of the
stage and had an informal chat with
the audience. They both claim it as a
memorable night from an era where
things were a little fuzzy, to say the
least. Steve's photos from that evening
provided inspiration for this article. A
very special thanks to George Manno,
George Gruhn, George Bretz, Dor-
othy Schinderman, Paul Honeycuttand
Allen Bloomfield. Also, thanks to the
Mike Bloomfield website: www.
bluespower.com/arbn.htm Vg

1997 July — Vintage Guitar, vol. 11 No. 10.
Article on Elvin Bishop
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1997 August — Vintage Guitar, vol. 11 No. 11.
Article “Remembering Michael Bloomfield” Advertised ko. 10.
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2000 — Promotional booklet for the book: If you love thesesbiudn oral history.
15 pages. Included a 3-track promo CD.
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2002 Dec. 1 — Newsletter No. 1 — Bloomfield content, leny interesting reading anyway!

Welcome to the first of what will be a series ofekly newsletters from George Gruhn of Gruhn Guitars.delea

feel free to call me or the Gruhn staff at 615-256-2033 8d30 to 5:30 central time Monday through Saturday
or email us at gruhn@gruhn.com with any of your questiom®mmments. We will be happy to give you perso-
nal attention. Your comments and questions are crigigaportant to us for it is only through feedback from

the public that we know what is going on out there and weateed to do to best serve your needs.

Gruhn Guitars Incorporated is essentially a hobby of nfiaegot out of hand and became a business. When |
started collecting guitars in 1963, | had no intention atistaa business or of becoming a dealer. | was looking
for guitars, banjos, and mandolins which personally duite. At that time the so-called folk boom was in full
swing and the demand for fretted instruments had picked upaticaity. As a student at the University of
Chicago | gained my primary exposure to the music througttineersity of Chicago Folklore Society. The
Society sponsored many concerts on campus and alsinvedase contact with similar organizations at the
University of Wisconsin in Madison, the University ofirlbis in Champaign-Urbana, and the University of
Michigan in Ann Arbor.

It was through the Folklore Society members that | gaingdirst exposure to musicians who favoured vintage
instruments over new ones. Even in the early 1960’s tilayers realized that the new instruments available
that time were not equivalent to the fine pre Worldr\Wacoustic vintage instruments. The old ones looked,
felt, and sounded better. While prices at that time weamrearkably low compared to the standards of today, the
higher grade instruments such as pre World War |l Mahteadnoughts, F-5 Gibson mandolins of the 1920’s,
and flat-head pre-World War Il Mastertone Gibson banjere extremely rare and hard to find. Unlike the
present time there were no guitar shows, Internet, nraggmsuch as Vintage Guitar, or even books or asticle



about vintage instruments to provide information. Moasim stores were so-called full line stores which rnigh
have a few guitars interspersed with band and orchestra irsttsirand pianos, but there were virtually no
guitar specialty shops and virtually no vintage instruntergtlers with the exception of Lundberg Stringed
Instruments in Berkeley, California, Fretted InstrumeémtSreenwich Village in New York City, and The Fret
Shop in Chicago near the university | attended.

When | first started out there was a demand for vinfieged acoustic instruments but virtually no market for
vintage electric guitars. It was not until about 1965 theidountered any people looking for specifically for
used and vintage electric guitars. In fact, the first Haarttountered using such instruments was the Butterfield
Blues Band with Mike Bloomfield. When | first met Mike t@s strictly an acoustic player, but it was not long
before he joined the Butterfield Band and played an olécister. 1950's Teles, particularly those with the
black pickguards, went almost overnight from $75 items whiefe not in demand to $600 which at that time
was an astronomical amount since it was much more tthex cost of a new one. Mike amply demonstrated,
however, that the old Telecaster was a remarkablgréifit instrument from the new one. Soon thereafike M
switched to a 1954 Gold top Les Paul, and these instrumestyptly went from being $75 used guitars for
which there was no demand to selling for $500 to $800. Atithatthere were no new Les Pauls. This was the
first time | had seen players going out of their wafind electric guitar models which were out of production. |
can vividly remember that during the period when Mike wagipl his 1954 Gold Top, the demand for these
instruments not only skyrocketed but players were lapkjpecifically for one like Mike’s rather than any other
variation. When | found gold tops with the stud mounted bridgmuld sell them or trade them readily for
acoustic guitars which were of interest to me, butféuind a sunburst Les Paul with humbucking pickups and
the tune-o-matic bridge, | was told that that was thangy color, that humbucking pickups sounded syrupy and
sickly sweet, and that the tune-o-matic bridge killed sustawas not long after that, however, that Mike
switched to using a sunburst, and the players who hadedahat those were the wrong instruments could not
remember having said such a thing within a few weeks Bftemfield had made the transition. In my opinion,
Mike Bloomfield did more than anyone else to start tméage electric guitar market. Although he never made
a hit record which sold millions of copies to the publitd was no longer particularly influential after taeel
1960’s, he was idolized by guitar players of the day and die ith@an anyone else | know to introduce R&B
and vintage electric guitars to the white audience.llpiegleged to have known him well.

As | stated earlier, dealing guitars was almost an adaitleccurrence for me. My goal was to find instrunsent
which suited me personally. The good guitars, banjos, aariafins, while inexpensive during the early and
mid 1960’s, were still hard to find. Pre World War 1l D-45ar example, regardless of the price are in limited
supply since only 91 were made, and sunburst Les Paulsrgymiere hard to find at any price since only
about 1700 were made. Even if they had been availal@efineling one would be a challenge since these few
instruments were spread worldwide and were not generalliable in music stores. It became an obsession for
me to check for instruments in pawn shops, music stoesgspaper ads, and school bulletin boards. | was a full
time student with a limited budget. My parents had beemwitlb buy me my first guitar, but after that | was on
my own. | quickly found, however, that for every guitdouind which suited me personally, | would run across
fifty or more great deals on pieces | didn’t want for own collection but which | could sell or trade for a
profit. When | would go into a music store or pawn shophmck classified ads looking specifically for pre
World War Il Martin guitars, old Gibson mandolins, amd @orld War Il Gibson and Vega five string banjos, |
would find that for every one of these | would encountehedet might be fifty or more great deals on both
electric and acoustic instruments which | could eitheddror resell for a profit but which | did not have any
desire to keep for myself. | would purchase these institsmreot with any real intention of becoming a dealer
but because the only way | could afford to support my hobtsytavaell or trade instruments such as these to get
the ones | wanted. | always had five or six guitars ind@ryn room. Later | had an apartment near campus and
had part of my bedroom filled with instruments. By thedil was in my second year of graduate school
studying zoology and animal behaviour psychology, | hadlmdroom stacked with guitar cases at least three
feet deep.

In 1970 | joined with a partner, Tut Taylor and our ong@leyee, Randy Wood to set up GTR Incorporated in
Nashville, Tennessee. The initials stood for Georgé, 8nd Randy and also were an abbreviation for guitar.
The partnership with Tut lasted only nine months, kandy stayed with me for almost three years doing repair
and custom building. The shop was located across thefialaythe stage door of the Ryman Auditorium which
housed the Grand Ole Opry through 1974. The company namehaaged to Gruhn Guitars Incorporated in
1976. Today we are in our third building, but we never maxea one hundred feet from the first location and
are in fact today located directly next door to where tagexd, although the first building has long since been
torn down.

Back in 1970 when | first opened up the store, | was onkeofiéry few vintage guitar dealers in the world.
Guitar Player magazine was the only guitar related niagaxnew of. There were virtually no articles on the
subject of vintage guitars, and there were certainly nckd@vailable on the subject. Prices of vintage
instruments were much higher than when | had started o963, but were still ridiculously low by the
standards of today. New instruments from Martin, Gibs@nder, Gretsch, and other American manufacturers
during the early to mid 1970’s were nowhere near the gubkit could be found with vintage guitars. Many of



the musicians of that time chose to play vintage inggnisnot because they were interested in collecterissit

but because the new ones of the day simply did not suit. tiiee 1970's were a low point in quality for
virtually all manufactured goods ranging from guitars to autdle® to furniture and most other consumer
goods. While there was clearly a demand at this timddtter quality instruments, the major manufacturers
were concentrating on mass production rather thanatingethe quality of their ‘golden era’, and there were
virtually no small boutique manufacturers or hand buildershe scene. | used to joke that if | lost a finger o
my left hand for each good hand builder of instrumentsdbat rival guitars made by Martin, Gibson, Fender,
or Guild, | would still have at least as many usabletsligs Django Reinhardt and could still play a tune.
Needless to say, times have changed. Today the Guild efigan Luthiers has over three thousand members
and the Association of Stringed Instrument Artisansg Bbs several thousand. Even if only a small percentage
of these members are producing good guitars, the totakstdhsiderable.

The market has evolved dramatically over the years. ylthtlre are numerous guitar specialty shops and vin-
tage instrument dealers who advertise on the Intemetvariety of vintage instrument magazines, and attend
hundreds of guitar shows. The traditional large scalesufaaturers like Martin, Gibson, and Fender have
greatly improved their quality over what they offered in #870’'s and have been joined by numerous
competitors such as Paul Reed Smith, Taylor, Larri8aeata Cruz, and Collings which compete in the market-
place. The variety and number of makers producing hightgualitars today is greater than at any other time
in the history of the instrument. While | am firmly thfe opinion that the 1920’s and 1930’s were the golden era
of acoustic guitar production and the 1950’s can be saié tbdgolden era of electric guitar production, the
major manufacturers today as well as numerous smadl@panies and hand builders are producing guitars
which are indisputably of fine quality and are eminestlitable for professional use on stage or in the studio
This is a remarkable contrast to a time when t fpened my store when if one wanted a good instrunodnt s
able for professional use one was limited to vintaggruments since the new ones simply weren't good
enough.

Over the years that | have been involved, vintageunsnts have been a great investment. There have been
times when they have gone up dramatically in price dravé seen some periods such as from 1976 through the
early 1980's when prices seemed to stabilize, but irettiee time | have been involved with guitars | have
never seen prices crash. 2003 will mark forty yearsesinmought my first guitar and started dealing instru-
ments. | have been at it long enough to see sunbursPals go from a market price of $100 to having
premium quality ones with beautifully figured curly maple tgedling for well over $100,000. Some instru-
ments which | sold for $400 to $500 when | first opened my 8h@p70 would today bring well over $20,000.
Although instruments such as old Les Pauls, Telecasé&atocasters, pre World War 1l Martin D-28's, pre
World War Il flat head Mastertones, and Loar signed $-1®ceive a great deal of attention due to their
astronomical prices, it is worth noting that manyyvéne vintage models are still readily available toddy
prices no more than and in some cases less than afeaew instruments. Vintage instruments as well as
some used recent issue instruments and carefully skleete instruments have the potential to be excellent
investments for the future. The stock market and dtherstments have been far less stable over the yeans t
the fretted instrument market. Especially in the pesple of years when many stocks have lost more than half
their value, the fretted instrument market by contiats like a safe haven. Most fretted instruments duriag th
past couple of years have either been very stabldue @& have gone up. Some, such as Loar signed F-5 man-
dolins made from 1922 through 1924, have doubled in the past cduymars. Guitars, banjos, and mandolins
have the added appeal over stocks and bonds that thiegearful pieces of art and are great fun to play.

| look forward to your comments and questions and will gdogst to personally respond to every one of them.

Sincerely,
George Gruhn
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2006. February 12 — CHICAGO SUN TIMES  Entertainment
Burning for the blues
BY JEFF JOHNSON STAFF REPORTER

Live fast, die young, leave a great-sounding body okwor
It's the stuff musical legends are made of. Janis, Jiinm, ... and Chicago’'s own guitar god, Michael
Bloomfield, at one time America’s answer to Clapteage and Beck.

Bloomfield was found dead in his car of a drug overdose at3@gan San Francisco 25 years ago this
Wednesday. In the short version — woefully inadequatell sssich summaries of a life tend to be — years of
excessive doping and drinking reduced him to a trivia ansugestion: Who played guitar with Bob Dylan at

Newport and on the “Highway 61 Revisited” sessions? Arath emore important in the grand musical scheme:
Whose axmanship changed the course of rock ‘n’ roll by takeagree Chicago blues from the South and West
Side clubs to the masses?



“Some people are just naturals,” says blues legend Bifyy, whose success with mainstream audiences
stemmed in part from the efforts of Bloomfield and his peerpromote the blues originators. “Mike was a
wonderful young man and a great guitarist.”

“He touched a chord with a lot of guitarists,” explaingeAlBloomfield, the brother 18 months his junior who
lovingly oversees the musical estate and monitorsitheva/w.mikebloomfield.com. “There’s a certain passion
he evokes and a certain tone that resonates in ths lredhe people. He left a small body of work, but the
people who hear it are captivated by it. He was oneedfitst to embrace a completely different culture tthen
one he grew up in. He found an acceptance with [bluesmenasubluddy Waters and Otis Spann] that he
wasn't able to find at home.

“The myth sometimes is even more romantic than the mraself.”

It was true of Robert Johnson and true of Bloomfield, kindredsbEpirits who each heard the hellhounds on
their trail. Bloomfield was a hyperkinetic, rebellioysuth who ran the bustling streets of the city's North Side
Then the Bloomfields relocated to hoity-toity Glencadsere young Mike never fit in, despite coming from a
well-to-do family. He formed various bands during highhschool years at New Trier. Guitarist Jim Schvaall,
high school classmate who later formed the Siegel-8ittBand with Corky Siegel, played in one of those
early groups.

“Mike was way ahead of everybody else.” Schwall saldost of us were involved in the folk revival of the
‘60s, and when we got bored with that, we found roots miBi@ took a more direct route. He was listening to
obscure guys like Smokey Hogg when | met him. | was listeto the acoustic blues players, so having him
spin down-home electric blues records were enlightening.”

A talent show called Lagniappe hastened the end of BlettdiNew Trier career. “They told him, ‘Under no
circumstances can you take an encore,” “Allen recallscourse he took an encore; shortly afterward, bs w
kicked out. My parents sent him to a private school, trawall Academy, where everybody was a f---up with
discipline problems. It was probably there where st §ot into dope and other stuff. He was thrown right into
the briar patch.”

That didn't stunt Bloomfield’s growth as a guitaristy e early 1960s, he was ready to strut his stuff before
white audiences at the dawn of the North Side blues moveanel sit in with postwar Chicago blues kingpins
such as Waters and Howlin’ Wolf in South Side clubs.

Abe “Little Smokey” Smothers, who was giving guitarsess to Bloomfield’s future bandmate Elvin Bishop,
says Bloomfield “learned a whole lot faster than Elihke was a fast learner. They used to come down to
where | was playing at Oakwood and Drexel at the Blue Flalule. From the Blue Flame, they started going to
Pepper’s to listen to Muddy.” Smothers praises Bloomfisldacknowledging, “He played pretty good for a
white boy.”

The North Shore millionaire’s kid found a running mate Mississippi-born harmonica ace Charlie
Musselwhite, his Near North Side neighbor. Bloomfiall an apartment in Carl Sandburg Village, while
Musselwhite and acoustic blues veteran Big Joe Williamgderooms in back of a record shop.

“Down the street was a little neighborhood bar namigdJBhn’s,” Musselwhite recalls. “Over the Fourth of
July, they thought it would be nice to have some folkimasd asked Joe to play. | played harp with him. They
did great business and asked Joe, ‘Can you come back bovfdtt turned into a regular gig. Mike came down
and saw an old upright piano and asked if he could play teatakie back for the next six months. Joe couldn’t
stay in someplace too long, so he left. Mike and | kepgth going, and we got a bass player and a drummer.

“People really responded to live electric blues. We thkl owners, ‘Why don’t you get people like Howlin’
Wolf and Muddy Waters?’ So on nights we didn't play, theylgoes bands from the South Side to come up
and play. Other bars saw they were doing great busiaedghey hired them, too.”

Bloomfield and Musselwhite moved on to a better-paying gigagoo’s, and their partner in their nocturnal
blues forays, Paul Butterfield, took their place at Bignle. Butterfield had been playing at Hyde Park sorority
parties before landing the North Side gig. The two kepir tresidency at Magoo’s for a year, until their
workload — seven sets a night, from 9 p.m. to 4 a.lb@came so grueling they gave it up.

Meanwhile, in New York, the Paul Butterfield Blues Bdadded a deal with Elektra. They were recording
while Bloomfield and Musselwhite were in the Big Appéecut an album for Columbia, and producer Paul
Rothchild urged Butterfield to add Bloomfield to the lineup

After two Butterfield albums, Bloomfield grew restlesse Fbrmed the Electric Flag, promoted by Columbia
Records as “an American music band” and as a supergréfains. Bloomfield envisioned the group as a



Stax-Volt-inspired R&B outfit. The band included his Chicgms Nick Gravenites on rhythm guitar and
vocals and Barry Goldberg on keyboards, as well as Buddysidit drums and vocals.

The Flag debuted at the Monterey Pop Festival in 1967 tonvbedming response, according to Norman
Dayron, Bloomfield’s producer for nearly 20 years andelfiend.

“I was there in ‘67, and they weren't talking about Jidgndrix or Janis Joplin, they were talking about the
Electric Flag,” Dayron asserts. “Their performant@abthe house down, and everybody was hailing him as the
genius of all time.”

Bloomfield kept the band together for 18 months and oneafimem, “A Long Time Comin’.” When he began
blowing off gigs and finally blew up the original lineup, flag did one more LP under Miles’ leadership.

Session ace Al Kooper sold Columbia on the “Super Sésgam-record concept as a showcase for
Bloomfield’'s guitar. Then, despite super sales, Bloomfiejelcted “Super Session” and the subsequent “Live
Adventures” disc as a scam. But Kooper defends thoseresnt

“We had no expectations for sales on this album, and vithdented the Top 10 and outsold Butterfield, the
Blues Project [Kooper’'s answer to the Electric Flag] &re Flag, he was actually embarrassed. The son of a
wealthy man, he had turned to the blues world to rebehstgais real world. On ‘Super Session,’ we outsold
the blues world, and that surprised both of us.

“On ‘Live Adventures,’ the timing was not great fglichael healthwise and his playing suffered. Anotle |
recording from that time period, from the Fillmore Eagnt missing for 30 years. As soon as it was located,
went to work on it. Michael’s playing is amazing. | eded that in 2002 as ‘The Lost Concert.’ It kind of makes
up for ‘Live Adventures.” *

There are two schools of thought on Bloomfield's lastrgeMusselwhite and others believe he became stuck in
a creative morass, made worse by drug use and distagtes fdsusiness” end of the music business. A few,
including Dayron, think he did some of his finest playinghia ‘70s for Tacoma and other specialty labels.

There’s universal agreement, though, that his biggasimercial endeavors of the decade, the Electric Flag
reunion of 1974 and MCA Records’ 1975 “supergroup,” KGB, wéradvised efforts to cash in on the
Bloomfield mystique. Such commercial projects were paioiuBloomfield.

“Michael said he had a wire running from ear to ear Wmild become red hot,” Dayron says. “He couldn’t
hold a band together because his ideas were so revolytimmé so hot. When he got frustrated, he would turn
to his favorite thing — watching the Johnny Carson st@me time he was booked to play for 3,000 people in
Vancouver. The Carson show was on the same timeg slidn’t go on. Michael walked out, left four guitars
behind and checked into a motel that had a TV befoneglgome.”

Musselwhite visited Bloomfield a few times at his Saanéisco home, “but he’'d gotten way off into heroin. It
was like he was lost. | remember him saying his dreasiterbe an English baron with a castle, land antdall t
heroin he wanted. He might have had some kind of ctegnmdalance. One time we drove from New York to
Chicago, and all the way he’d be spitting out the car windiwven we got back, | saw all the paint had been
eaten away on the side of the car from his spitting.”

Allen Bloomfield maintains that his brother was bigoland might have survived had psychiatry known more
then about the disorder. His death on Feb. 15, 1981, saddendi Imdt surprise his friends. His body was

found in his car in a San Francisco neighborhood wheeeobhis heroin connections lived, though he officially
died of an overdose of cocaine, a drug he never used. Spatwiat that his dealer tried to revive him after a
heroin overdose with a shot of cocaine, and when thatifathey dumped his body in the car.

But like Big Joe, Robert and his other heroes, Mike Blodrhfiged and died the life of a real bluesman. And
like the great rockers of his generation, he soared nilysizcause he refused to conform to the earthbound
notions of the less creatively gifted.

jjohnson@suntimes.com
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WHAT'S GOING ON?
APT Films in London has taken on option on MichaeloBtfield: If You Love These Blues, a 2000 oral hi-
story, with the goal of making a feature-length filmBloomfield's life.

While that project may be years down the road, Sandisco filmmaker Robert Sarles and his Raven Produc-
tions have already completed as many as 20 interviews those closest to Bloomfield for an upcoming
documentary.



Bloomfield's old "Super Session" partner Al Kooper keepsnhsical legacy alive through a series of recent
tribute gigs with his Rekooperators band, which includesny Vivino and Mike Merritt from Conan O'Brien's
band and Anton Fig from David Letterman's show.

Bloomfield's recorded legacy should be enhanced with the glaratease of recordings from the Fillmore East
and West archives, as well as what's expected to kefimitive box set of Bloomfield's material, including his
lesser-known work for Tacoma and other indies.

And at least one fan is working to rename the stre@bnt of his boyhood home at 424 W. Melrose "Michael
Bloomfield Way," although Bloomfield's brother Allen adsnihat the local alderman is not entirely sold on the
idea.

Jeff Johnson

Music
Bloomers and Butter: true pioneers
2006 February 12,

BY JEFF JOHNSON STAFF REPORTER

To call the first Paul Butterfield Blues Band album ‘igndbreaking” is an understatement. The band featured a
young, white leader with slicked-back hair whose harp ptagonjured Big Walter and Little Walter, two take-
no-prisoners guitarists in Michael Bloomfield and El@ishop who could trade leads with the greatest of ease,
and an older, African-American rhythm section of drum®am Lay and bassist Jerome Arnold who cut their
teeth in Howlin' Wolf's band.

Bloomers and Butter -- the "Born in Chicago" boys -- #éimeir bandmates inspired a generation of young
players as diverse as Carlos Santana, George Thorogoddramal Kaukonen with their muscular blues sound.
It was a respectable re-creation of the Delta bluas gheviously had been confined largely to the South and
West Sides.

"It was a matter of being in the right place at tightitime with the right stuff," Bishop says. "There whis
great big huge body of music, the blues, and this great bégti audience in the United States for this non-
white music. The Butterfield Band was there to delitePeople will accept something from somebody who
looks more like them. It's a sad but true fact. We wepaying it as well as our idols, Muddy [Waters] and
Wolf."

After the successful debut LP, Bloomfield's restless smulldn't sit still for another straight-ahead Chicago
blues album, so he found a way to incorporate world-minfigences in the second Butterfield Band disc,
"East-West."

"He would try stuff nobody else would do," Bishop says. '"Wened to [John] Coltrane and Pharoah Sanders
and Ravi Shankar. Bloomers figured out how to play thiit within a blues band."

For such an accomplished guitarist, Bloomfield also putmipra on showmanship, as was evident in his "fire-
eating act" when the band performed "East-West" live.

"We did that at least 20 minutes live, and halfway thhotige song, he'd get this thing out that you'd beat a
kettle drum with and dip it in lighter fluid," Bishop recll'He said the secret was, 'Don't inhale." We did this a
the old Fillmore [West] Theater, and for all these hégpivho were stoned on acid, it was a real mind-blower
People went crazy. He was the type of guy who'd do that."

Blues harpist Charlie Musselwhite marvels at his old Bilomfield's affinity for working a crowd.

"I didn't care for being in front of people, and one tinmdntioned that to Mike, and he said that for him, there
was nothing greater than being in front of a roomful oppeall looking at him," he says. "He thrived on that."
His flair for entertaining extended to parlor tricks, Mlisbée says. "He could take razor blades and chew
them up and spit 'em out, and he'd put out lit cigarettessaortigue. If he was reading a book, he'd tear out the
page and eat it when he finished it. And he had a phqteigrenemory. | could open a book and tell him a page
number, and he'd quote word for word from that particlidgep'

Bloomfield's departure from Butterfield was evolutiond@ishop maintains. "l think with both his split and my
split, it wasn't any violent argument like you read aloube tabloids," he says. "It was a guy who played in
band and did his part and thought, 'Wouldn't it be great togllahe songs that | choose rather than two or
three songs?" "

After Bloomfield went off to form the Electric Flagutterfield soon added horns in his group. And Butterfield



joined Bloomfield on Waters' "Fathers & Sons" projectl969. Butterfield struggled with alcoholism while
continuing to perform until his own death at age 44 in 198T!(5I

2006 February 12, 2008/hen Bloomfield met Bob

BY JEFF JOHNSON STAFF REPORTER

Bob Dylan met Michael Bloomfield in Chicago in 1963 and Klyicesolved to play with the brilliant guitarist.
Two years later, Bloomfield joined Dylan for the "Higay 61 Revisited" sessions that yielded "Like a Rolling
Stone," the namesake magazine's choice as greatéssong of all time. He also backed up Dylan at the
historic Newport Folk Festival when the folk god "weletcgric.”

Al Kooper recalls attending the "Highway 61" sessiora & -year-old studio guitarist. "I was quite ambitious
and decided | would try and play on the session. So | goé tharly, and set up and sat there as if | had been
hired. In come Dylan and Bloomfield together. Bloomfidld down next to me, says hello and begins to warm
up on a cream-colored Telecaster. | was aghast. héxed heard anyone play live like that, much less a white
person approximately my own age. As soon as possiblekegaup my guitar and went into the control room
where | belonged."

Bloomfield's contribution went beyond his guitar work, spgaducer Norman Dayron, who was there for that
session. "He was the music director for that bandgays. "He arranged 'Like a Rolling Stone' -- Dylan didn't
do that."

In November 1980, singer Maria Muldaur and Dylan visited Blaglohfat his San Francisco home, and Dylan
invited him to sit in at the Warfield Theater the neight. Bloomfield told Dayron, who encouraged him to take
him up on it.

"Bob gave about a 10-minute introduction to these young pedgdet how much Michael meant to him and
what a genius he was," Dayron recalls. "He called hime @f the rare geniuses of American music who had
given me his sound.' Michael shuffles onstage wearing skieep®rn-out bedroom slippers with the heels
scrunched up and jeans with the knees ripped out. He hadfastball T-shirt from the high school in Mill
Valley where he lived. He picked up a borrowed guitar andy view played brilliantly the entire evening."

It was Bloomfield's last live appearance. Three morstes,|he was dead.

(ED. It is obvious that Dayron was not in the house tiight. Bloomfield played only on two numbers, and it
was not the last live appearance, and Bob Dylan digi@ak for 10 min. (only 2 min.) but that is longer than we
are used to from him. The Dylan quote is also wrong. Begegfor Nov. 15, 1980)

Jeff Johnson

2007 —Uncut Magazine — The Stars That Fame Forgot
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THE STARS THAT FAME FORGOT

‘Mike Bloomfield

| “Suidldeniy Dylan exploded through the
dogrwayandintowwas this bizarre-

| lookingguycarryinga Fender Telecaster

| without acase, which was weird, because

ftwas the dead of winter and the guitar

shuffledover imtathe corner, wipeditoff,
pluggedin andcommenced to play some
| ofthe mostincredible guitar'dever
feard.” AlKooper, on the Highway 61
Revisitedsessions.

hatguy was Michael Bloomfield,
thesingle most ferocious
‘ guitarist to appear onthe

Americansceneintheearly'a0s. |

Alewish suburbanite perfectlyat home
inthe cut-throat environs of Chicago's
blues-drenched Southside, Bloomfield

the quintessential rock'n'rollarchetype
of lone-wolf guitarslinger. And during his

aver everycorner of the music world,
BloomfieldwasborninChicagoin 1943
Intoawealthy family, He was a poor
studentbut, given his first guitar at age
13, hewastransfixed. At15, he hegan
lurkingaround the fringes of the Chicago
scene, appearingwith Sunrockabifly
‘ Hayden Thompsan. still, itwas
hardnosed electric R'n'E - Muddy
Waters, Howlin' wolf and Little Walter -
that drew Bloomfieldin,

By hislateteens, Bloomfieldwas
walching Elmore Jlames, Sonny Boy
Williamsonand Earl Hooker perform at
high-voltage clubslike Pepper'sand The
Pride & Joy. Hewas appearing soln, toa,
playing Lightnin' Hopkins tunesta all-
blackaudiences. The novelty of awhite
teenagerholdingcourtamongthe
grizzled veteransinitially drew mocking
giggles, but he saonwon respect.

“Hewasm'ttoo good when | first

| moticed him," MuddyWaters told Ed
Wardfor his fine bio, TheRise And £all Of
AnAmerican Guitar Hero, "But he got

| Bood." Somuchsathat, asthe's0s
progressed, he played with everyane

wasperhapsthe firstwhitekid toinhabit |

1964-68 prime, hisinfluence hung heavy |

wasallwet from rainand snow. But hejust |

Thefinestearly document of
Bloomfield's gritty, teeth-rattlingstyle is
, afranticfive-songsessionproducedby
\ thelegendary John Harnmand.
| Recorded late 1964 (and collected o
i Legacy'sDon'tSay That | Ain't Your Manf),
it preserves Bloomfield's wiry, house-

an-fireleads of mightyintensity and

command. Just 21, he was poised to push

+ R'm'Bpurisminto pop's suddenly

+ malleatle mainstrearn.

' Butfor all Bloomfield's dues-paving,
itwas Dylan'sinvitationto play on
Highway 61 Revisitad that pushed him H
intofame's spatlight. The sessions wers

+ disorganised, which suited Bloomfield's

1 mercuriaistylefine. “lonly haveon

« rule,” Dylanis quotedas telling hi

don'twant anyofthat BB King

Dutofthechaos cameimmorta

ity.

1 Highway 61, briltiant intone, texture, and
| camposition, wasa cullural watershed,

| EEER MicHaEL | see | BOBDYLAN | MICHAEL i . THE PAUL
f BLOOMFIELD i Highway 61 BLOOMFIELD/ ' BUTTERFIELD
| W% Essential | Revisited + AL KOOPER/ | BLUES BAND
‘ | RS EBlues1964- | The Bootleg | STEPHEN | | Golden Butter
| WO 1969:Don't | ! SeriesVol1-3 ! STILLS s T
| | Say That!Ain't Your Man! | coumaia super sessmm INF/LERACY Hode e A
COLUMRI FaALY ke ok e A Useful double-LP round-up

koo
Lncluding the seminal 1964
| ‘ Jahn Hammond session,
| Bloomfield's genius
| | concentrated into 15
| I explosive minules.

26

200? — from ?

! For Bloomfield at his

. Highway 61 outtake, “Sitting
- On A Barbed-Wire Fence'

wildest, crank up the
wicked, maniacal lead on

UNCUT AUGUST 2007

the n.mlw alalljam

arguably defined asmuch by

© Bloomfield'sgrowling guitar as Dylan's

sneeringvocals. His coiled leads linking

\ versesof“Like ARolling Stone” and

controffed caterwauls in “Tombstane
Blues" areamong themost thrilling

| Buitar lines ever committed to vinyl.

Dulyoffered aslotin Dylan's hand,

| though, Bloomfield declined. He opted to.
* stickwithamore modestgig(“ljust want

toplaythe blues,” he announced) with

thePaulButterfield Blues Band.
Bloomfield's most fertile period

followed: atwo-albumstint with

© Butterfield, the ambitious soul/furik

experimentatian of The Electric Flag,
and thecelebrated SuperSession with

Kouoper. The Butterfield Band's 1966

“East-West" - a visionary tour deforce

. blending blues. jazzand raga- marks

Bloomfield's creative peak.
Super Session, acommercial smash,

of the Butterfield Band's
1 best moments, including
| “East-West" .

Crosstown Traffic — Chicagos blue eyed R&B sound.
Part One: Tired and Busted — Mike Bloomfield’s Early éear

An article by Jack Morton.

2007 Apr. 21 & 28 - Mike Bloomfield interviewed by Dan McClgsMill Valley, CA June 1971
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 Bloomfield’s st supex sessionson CD... |

leearollmgstone-th 1eguitar hero who turned his hack onfame- a.nd Dylan

UNDER THE INFLUENGE-..
1 “Iwas playinginaclubin

Chicago,andaguy came
downandsaidthathe
playedguitar. He just
playedcirclesaround ‘

| anythingl could play”
BobDylan,
i | introducing
;| Bloomfield,

] iNnvlS 1980

o

1 seemedtobea perfectoutlet for

1 showcasing Bloomfield’s screaming,

1 note-hendingstyle. But Kaoperopined
 thatits sales numbers clashed with

+ Bloomfield sideclogical view of the
bluesas rebel music, while Bloomfield
simply called the record ascam.

By 1569, Bloomlield wasscurrying
away fromthe mainstrean. He hated
touring, andsuffered from crippling
insomnia and drug problems, Retiring o
Millvalley, California, he laid fow, playing
informal gigs, praducing sessions for
OtisRushand James Cotton, scoring
i pornofilms, and devotedly watching
i Johnny Carsonon TV,

Astringof '70s projects - including
severdl woefulsupergroup efforts -
depict aflounderingtalent, albeit one
capable of occasional rallies. Fittingly,

+ hislast significantstage appearance had
+ him reviving his “Like A Rolling Stone”

| guitar linesas Dylan's guest al Frisco’s

| Warfield Theatrein 1980, Threemonths
! later, Bloomifield was found slumpec
1 dead in hiscar, lethal drugquantil
+ hisbody. Hewas 37, Luke

with new commentary by Dan McClosky as prensented on “Biy¢ke Bay” KFPA 94,1
Berkeley, CA. Hosted by Tom Mazzolini. CDR-2

HEDFRENS (51

508
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2007. July 28- Bloomfield Birthday Tribute 509
A two hour radio show from “Back Porch” hosted by Cig@@vles on WRTC-FM 89,3 Trinity College,
Hartford, CT. It's an annual celebration.

Interviews with Harvey Brooks, photographer Deborah Céreslho recently published a coffee table photo
book called: Everybody | shot, is dead.

Plus: Harvey Brooks “View from the Bottom” on You Tube.

Plus: Deborah Chesher also from CHML AM900, Torontoudan3, 2008 and on “Walking on Air with Betsy
and Sal” on WGN AM720, Chicago January 7, 2008.
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2007. Oct. 29. — Interview with Nick Gravenites on WFDU.FM 510

Gravenites interviewed (on telephone) by Richy HarploBnny T. in “Across the Tracks” WFDU-FM 89,1
Fairleigh Dickinson University, Teaneck, NJ.

Gravenites talks about his days with Paul Butterfielthftbe late 50’s to 1965. “Born in Chicago” from BBB's
first album had — to start with - Butterfield’s name agewrinstead of Gravenites’. Also about: His firstgbn

on “Out of Sight” Records. Electric Flag. Albert Gnoem. Paul Butterfield “Bunky”. Muddy Waters and many
other things.
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2007 Nov. — Bob Dylan at the Newport Folk Festival 511
A PBS radio documentary prod. by Joyride Media. Hosted byHRiteston —

Producers: Paul Chuffo & Joshua Jackson — featuring song<{iu:

Bob Dylan: The Other Side of the Mirror — Live at Newt Folk Festival 1963-65.

Columbia Legacy DVD 88697 14466-9
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2013.09. Rolling Stone

B ROCK! ROLL

How Rock & Roll Got the Blues

Pl E Film tells the
story of young rockers who Bloomfield
worshipped Sixties bluesmen in Chicago

N THE EARLY S1XTIES, A GROUP
of white kids in Chieagn - including
ritarists M e A
ot S0, [ e

erfield ar g g

i

¢ hometown he
nd Howlin® Waolf
e bluesmen and

"They we!

X

se
Atlantic
ringg the blues around the

10 ¢ sith :

'
for the fi

distributio
fiel “th
on any lev
about the
tiackle the

Waters

o _ Interviewed by [
~ ¥ Bloomfield in the W8~ 222

ean‘lgm.l A =




2014 Vintage Guitars — “Igniting the Blues” by Dan Forte agp5 pages.
This is a very informative story. Absolutely onetloé better ones of all the articles on Bloomfield.
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