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Summer 1994

About this Issue. ..

This issue of In The Life is devoted to
Women'’s/Lesbian Music. For many les-
bians, “women’s” music was intimately
involved inour coming out process, and
it was/is an underlying thread in the
creationofa Lesbianculture. “Our” music
validated our lives and empowered us,
and the recognition and humor of songs
such as “Leaping Lesbians” or “Ode to a
Gym Teacher” helped to counter the pain.

The beginnings of the grassroots
Women’s Music Movement of the 70s
had itsorigin here in Los Angeles, where
Maxine Feldman first performed herout
Lesbian song, “Angry Atthis,” in 1968.
She released it as a single the following
year,butit wasn’tuntil 1973 that Women'’s
Music really tooxoffall over the country.
On the West Coast Holly Near founded
Redwood Records and Kate Millett
hosted the first California Women’s
Music Festival. That same year, on the
East Coast, Alix Dobkinand Kay Gardner
released the first Lesbian-produced LP,
“Lavender Jane Loves Women”; and
Olivia Records was founded.

We hope the four interviews in this
issue will give a taste of the different
directions “Women’s Music” and its per-
formers have takensince then. We would
love to explore some of the issues raised
and welcome yourresponses. We havea
richand varied herstory, whichtheMazer
Collection hopes tocontinue todocument.

Thisissue’sorigins camefromasimple
intention to focus just one column, our
“Highlights of the Collection,” on our
record shelf, as a volunteer had recently
completed cataloging all of our albums.
Thenweadded acoupleofinterviewson
some local lesbian musicians. Coinci-
dentally, new Mazer Board member
Marcia Schwemer was hatching the

exciting ideaofaspecial concert-oriented
5th Anniversary Event (see page 4). In
honor of that upcoming tribute, we've
added two more interviews withlesbian
performers and some graphic examples
from the Collection’s music files.
Weinvite you to visit the Collection to
explore the rest of the music files:
reminisce about pastmusicalevents you
attended, peruse the fileon your favorite
performer, or learn about her
predecessors. And if you have any old
concert flyers, tickets, photos, or other
memorabilia please remembertodonate
them so others can enjoy discovering
them in the future.
—w

Y

Save the Date!

Sunday, October 16, 1994
Noon to 5:00 pm

The Mazer Collection’s
5th Anniversary
Concert Extravaganza

Alix Dobkin « Judy Fjell with Crystal Reeve
Sue Fink « StrangeFruit » Teresa Mendoza
Lynda Montgomery ¢ Denise Uyehara
Desborde « Ruth Barrett
Flower & McLaren, with Teresa Chandler
and others to be announced

See page 4 for details

An Interview with Alix Dobkin,
A Musical Foremother

by Irene Wolt
/4 S he’s mythic,” Lesbian his-

torian/Mazer Board mem-

berLillian Faderman told The
Advocate in 1992. “She’s a foremother of
women’s music. It took a lot of vision, a
lot of courage to do what she
did.”

Alix Dobkin’s contribution
to Lesbian/womyn’s music
has spanned more than two
decades, from before the
appearance of herfirstalbum,
Lavender Jane Loves Women
(produced in 1973, with Kay
Gardner) to the present. Lav-

Since then Alix has released five other
albums, culminating inhercompilation
recording, Love and Politics: A 30 Year
Saga, in 1992, She has also authored
Alix Dobkin’s Adventures in Women’s
Music (More than a
Songbook,).

Through her music and
writings, her outspoken-
ness, and her commitment
and energies, Dobkin
helped tolay the foundation
for Lesbian culture in the
early ‘70’s. And she has
continued to be a partof its
evolution. As one Lesbian fan recently
remarked, she is “one person who has
always stayed true to the community.”

Dobkin, whowill perform atthe Mazer

(Continued on page 8)

Photo by Joanne Giganti

Alix Dobkin
ender Jane, which cost about $3,300 for
its first pressing, was the first
internationally distributed Lesbian
album. Gaia’s Guide wrote thatit “swept
womenoffthe fenceby the thousands.”



it

MR i o i

2
Gafegu
by Gandra Golvtm
t creations of les-
ne ol greé}s the re-defining
istory as our common
of 'hl}s)ly t)},\at we are included
ote or parenthetical,

put that we ar¢ history. Each of us who

her way to the love of other
?vfnizﬁ%is somet{ﬁng important to tlill
about the journey of her life. This is t ;
[egacyof invisibility: thatwe understar\h
the precious nature of the story of eac

Jesbian that came before us. '

Evennow, in this time of opening for
our people, our history is only begin-
ning tobe told. Evennow, wecan barely
begin to imagine how our foremothers
lived, who they were, what life was like
for the women who loved women in
the years gone by. We are hungry for
the details of their lives, as the lesbians
who come after us will be hungry for
the details of our lives. Where dowego
to touch/taste/see /smell/feel / hear
the intimacies of these women'’s lives?
Where will our children go?

Until very recently this questioncould
not be answered. But today there is the
June L. Mazer Lesbian Collection, a
unique resource center dedicated to
preserving the history of lesbian lives.

You have the power tostop thelegacy
of forgetting; you can donate your

We Need . ..

¢ A fax machine: either a
donated machineorafinancial
donation so that we can buy a
new one.

* A 6-foot long couch: in
good condition, please.

« Seed money to purchase
a new computer: we need a
486 or faster machine with
more memoryto better handle

ourmailing listand cataloguing
needs (we have been working,
up till now, with two donated
veryold, very slow 286 models.

ard Your Legacy

papers, books, journals, diaries, letters,
records, posters, videos, t-shirts,audio
tapes, scrapbooks, etc. to theJune Mazer
Lesbian Collection. Gtifle your urges to
throw away the materials which may
reveal yourlife to future generations—
the June Mazer Collection wants it all!

Safeguard yourlegacy fromdestruction
by naming the June Mazer Collection
as a beneficiary in your will or Living
Trust. Do it now! And remember . ..
Memory is power. The generations
of lesbians who come after us are our
children. Though born of others, our
heirlooms belong to them. Whenthese,
our future children, go seeking them-
selves in history,our photographs, let-
ters, drawings, posters, flyers allsayto
them: “We were here. We lived our
lives in this way. We had these things
to say to one another. We took care of
one another like this. We have left you
our stories because we believed we
mattered. In the everyday details of
our lives, take comfort. For you are not
alone.”

Contact us at the Mazer Collection, 626
N. Robertson Blvd., West Hollywood tolet
us know what materials you can donate.
Bring the items when you visit the
Collection, or call us at (310) 659-2478 to

make arrangements.

Newsletter Committee
Openings

Do you like to write, research, edit,
proofread, do photography, etc.? If
so, why not join the Mazer Collection
newsletter committee? We are always
looking for women who are interested
in contributing articles or graphics on
lesbian herstory topics for our twice-
yearly newsletter. If you have an idea
foranarticle or you would like to help
us by typing, photographing Mazer
events, or anything else having to do
with the newsletter, please call Irene or
Degania at (310) 659-2478.

REMEMBER...

Volunteer work parties are held atthe Mazer Collectionon thet

of the month at 7:00 pm. New volunteers are invited to
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Gillette, P. S. Gold, Capyr’ Candyg,
Sandra Golvin, Ca'thy Gl-\-
Grossman, Anne H. K]{flva, Leah
Leslie Hope, Phyllis’l ¢ Hon,
Kaplan,KimKralj, D TWIn, Shepy)
4 j, DebraM, Katho-
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Sandy Rios, Marcia Schwemer V“hsl,
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Styles, FrancescaTaylor, Sandra:[“ eth
Martha Townsend, Debra W lng o
Wallace, Sonya Walker S-_l:mom
Wallace, Ginger Wilson, hfene V\(I):l:
Tygor Womon, and Sarah Wright; ami
to SCWU, and the Wome;x of
ULOAH and Lesbianas Unidas.
Special thanks to the women who
made our 2nd Annual Emma Goldman
fundraiser dance such a success: Pat
C., Jeri, Francisca, Bea, Barbara E,
Nancy F., Candace, Degania, LeslieH,
Sister Taxi Hopscotch, AnnH., Christie,
Debra M., Colleen, Louise M., Lore,
MarshaR.,HeleneS.,Marcia$S. Jeramy,
MargaretS., Valerie S, Francesca, Irene,
and Sarah W. Thanks also to the
following businesses for theirgenerous
donations for the raffle: Sisterhood
Bookstore, masseuse AtheenaHarmonie,

and tax preparer Linda Moore.

Thanks also to Naiad Press, Firebrand

Books, Deborah Bergmary and all the
publishers who send us complimentary

books and periodicals.

And many thanks to the City of West

Holl d forprovidin; the wonderful
ollywood forp 3 b toTery

space weoccupyand, especially;
House for all his help.

We regret if any names
omitted. We loveand need youall

drop in. UPC®

dates are August 17, September 19, and October 21.

have been

hird Wednesday
ming
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Highlights of the Collection:

Women's Music

L ooking through the Mazer
Collection’s shelves of donated

albums, onecan’thelp butnotice that the
linebetween women’s musicand lesbian
musicissometimesabittlﬁn.lntexspersed
with the records by known lesbians like
Alix Dobkin, Cris Williamson, Phranc,
Meg Christian, Ferron and so on are
others by: women-identified performers
who might be ' ;
bisexual or straight,
women whose sex-
ualorientation was /
is unclear, and wo-
men singers who
some lesbians just
happen to like to
listen to.

Joan Baez, for
instance, was popu-
lar with lesbians and
admits in her book
And A Voice To Sing
With that she did
indeed haveanaffair |

from Women'’s History, 1848-1920.”

* “Jazz Women: A Feminist Retro-
spective.”

* “The Girls of the Golden West, 1933-
1938.”

* “The Immortal Ma Rainey” (1924).

* Frances Faye's “Caught in the Act.”

* A 1934 recording of Gertrude Stein
doing “Readings From Her Works.”

g * “The Mother
ofus All: AnOpera”
(1947; lyrics by
Gertrude Stein, mu-
sicby Virgil Thomp-
son).

* BeverlyShaw’s
“Songs ‘Tailored to
YourTaste.” [Shaw
was a popularsing-
er in the early LA
lesbian bar scene.]

* “Wild Women
Don’t Have the
Blues” (Ida Cox,
1961).

witha girl whenshe 1977 MiChlgﬂﬂ Women's Music o ”Trying toSur-
was 22. But, she is  Fegtinal program. (Advance tickets were $20  Vive” by The Ber-
definitely not a les- for the 4-day event.) keleyWomen'sMu-
bian (and has com- sicCollective (1975).

plained ininterviews of being “inundated
at my concerts with homosexual
women”).

Dusty Springfield isanother performer
whose work is in our collection. Patricia
Juliana Smith, inanarticle we have at the
Collection, quotes Springfield onbeinga
lesbian in 1970: “ A lot of people say I'm
bent, and I've almostlearned to accept it
... I know I'm as perfectly capable of
being swayed by agirlas byaboy. More
and more people feel that way and I
don’t see why I shouldn’t.”

Among the eclectic selection of 500+
records that we have in the Collection are:

» avery early Cris Williamson album,
“The World Around.” Recorded in 1966
in Sheridan, Wyoming, it includes Cris
singing such folk music classics as “Mr.
Tambourine Man.” The cover photo
shows her with long hair flipped up on
the ends and over one eye.

« “Mama Lion,” (1956) by Malvina
Reynolds.

+ “Sideby Side: Reenactments of Scenes

* Doris Day’s “Day Dreams.”

The Collection also has several music
videos including: A kd. lang interview,
“ Allyou getisme,” as wellas her “Harvest
of Seven Years;” “Brown Sugar” #1-#4,a
video series about early Black Women
Musicians;and “Tiny & Ruby: Hell Divin’
Women,” aboutjazztrumpeter Tiny Davis
and her partnerofover40 years, drummer
and pianist Ruby Lucas.

Despite thesize ofour Music Collection
westillhave manygaps which we would
like you to help us fill. We are presently
withoutanyk d.lang, Joan Armatrading,
Tracy Chapman, IndigoGirls, orMelissa
Etheridge. And we only have one Janis
Ian,

Donations of works by any of theabove
musicians, or anything else we are
missing, would be greatly appreciated.
Drop in to see and hear what we have.

[Contributorstothiscolumnincludelouise
Moore, Irene Wolt, and Debbie W., who
recently completed alphabetizing and listing

our entire collection of record albums.]

Fifield Donation .
Chronicles Women’s Music

Apropos of our theme for this issue ofIn
The Life, the Mazer Collection wishes to
thank Lillene Fifield for her recent con-
tributionof material relating towomen's
music. Lillene produced women’s music
performancesi—Cris Willamson, Tret
Fure, Alix Dobkin, Judy Fjell,and others—
from 1975 to 1985. Included in her
donated materials areconcert programs,
publicity information, ticket stubs, and
awealthofinformationonhow women'’s
concerts were produced at that time.

A TRAVELING FESTIVAL
OF WOMEN'S MUSIC 2 POETAY

PULETED B ST VA pECCIDs
ASD MITAYR FRODUC NG LA * MOTRARE KATVAKS. R ERE FTMD,
WOMEDPL LFTRCY. WOBMEN O WRTTLA. selan DIJIDE TRTT, A JIDGAME

! i,
ol LINDA TV
L

== 2 TILLE

RTY h e

Concert Program. From the Fifield Papers.

L der Unicorn
in conpunction with the
Alternative Life Styles Conference

JUNE 9, 1979
8:00 p.m.
Robert Frost Auditorium
4401 Elenda, Culver City

$5.00 with conference registration
$5.25 at ticket outiets
$6.00 at box office

{n g:: . no.—_6

From the Fifield Papers.
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Peg Brewer:

In the Life

Lilith Remembered

by Louise Moore
- member of a

Brewer wi" i

Psegven-women funk/jazz band

called Lilith which was founded
in 1972 by guitar-player Beth Cauran,t.
During the seven years of the 'band s
existence therewerea total of 38 different
pand members. The primary group (')f
musicians (those who appeared on their
album Boston Ride) consisted of: twolead
vocalists, Jannis Warner and Lou
Crimmins; Marianne Pontoppidan on
saxophone and percussion; Laurel

bands.

PB: Mostof theindivi
doing what we always called pers
music. We played some Chaka Khan,
Santana. We did some Gato Barbieri.
Our sax player was real strong.

LM: What was your largest concert?

PB: It was probably at the Paradise
Club in Boston, about 1978. One of the
reasons it was exciting was thatthey had
Ticketron tickets. Bette Midler, whenshe
was in town, played there, and other big

name bands. Bon-

dualartists were
onal

rdondrums ——— )
: La; Ch:’e r?:xss ion, i ' nie Raittcame tosee
(with Jannis Warner us atJack’s in Cam-
i bridge. We played

1 ercus- 8
o base 1 therequiteabit. We

sion); bass player
Deborah Campbell;
and Peg on trumpet
and keyboards.

The band started
in the Northhamp-
ton area of Massa-
chusetts and then
later went to Geor-
gia. They played a
Jot of NOW meet-
ings and functions
for women but also
played at army
bases. Besides their
album, Lilith also produced a 45.

Peg plays brass instruments, trumpet,
trombone, baritone hornand alittle gui-
tar, as well as piano and synthesizer.

Louise Moore spoke with Peg and her
loverin West Hollywood. She questioned
PegaboutwhetherornotLilithidentified

as a women’s music band or a lesbian

band.

¥

PB: At no point did anyone ever sit
down and talk about that. We never
billed ourselves as a lesbian band. At the
time the band was developed we were
looking to do what men’s bands had
been able to do; be a live, fun, rock
band—a jazz band, a funk band, some-
thing todance to. We werestrictly top 40.
Although we did write some of ourown
stuff. We were a women’s band.
LM: There weren’t that many dance

Lilith members (clockwise from bottom I):
Lou Crimmins, Beth Caurant, Peg Brewer,
Marianne Pontoppidan, Deborah Campbell,
Jannis Warner, Laurel Blanchard.

were going to doa
warm-up forherup
inNewHampshire.
But,asitturned out,
it was near the end
ofherconcertsched-
ule and she gotsick
and canceled thelast
of her concerts, and
one of them was
ours. Weused todo
concerts with the
Deadly Nightshade
sometimes.

LM: What happened with your 45?

PB: It had “Moondance” on one side
and “MrBig Stuff” ontheother....Ithink
I have 300 of them in my basement in
Connecticut.

LM: Why did you decide to do an
album?

PB:Someoneapproached us. Someone
who liked the band and wanted to make
an investment.

LM: Did she make any money?

PB:1doubt it.

LM: Were you full-time musicians?

PB: A fewofus offand on had jobs, but
for all of us the satisfaction in our lives
came frombeing intheband. After Geor-
gia we came back up to Boston, and at
that point we were one of just a few
bands operating in the black. We even
incorporated.

(Continued on page 7)

Save the Datel

Sunday, October 16, 1
Noon te 5:00 pl'n -

The Mazer Collection’g
Sth Anniversary
Concert Extravaganza

Featuring:
Alix Dobkin
Judy Fjell with Crystal Reeves
Sue Fink
StrangeFruit
Lynda Montgomery
Teresa Mendoza
Denise Uyehara
Deshorde
Ruth Barrett
Flower & McLaren, with
Teresa Chandler
and others to be announced

At the Old Lodge Area
in Elysian Park

Tickets:
$20-$40 in advance
$25-$50 at the event

Plan now to spend a special afternoon
celebrating five years of the Mazer
Collection. Enjoy five hours of your
favorite musicaland comedy performers,
both local and national, in a lovely,
secluded outdoor setting surrounded
by Lesbianculture. (There will beartand
historical exhibits from the Collection;
information tables on otherlocal lesbian
organizations; and lots of other wo-
myn.) We hope to make this a real
community event, with participation re-
presenting the wonderful diversity of
Southemn Californialesbians. Ifyouwould
like information on how to arrange fora
table or booth for your organization, call
us at (310) 659-2478. Or let us know of
any groups to contact.

Food and drinks will be on sale, or bring
your own picnic. (No alcohol, please.
Bring a blanket or beach chair and join
old friends, lovers, sisters and all of US
from the Collection forthisday of Lesbian
herstory in the making.
Thisis festival (i.e. onthegrass) seatind

socomeearlyforqgooglsea
information or directions, ¢

¢ Forticket

Collection at (310) 659-2476.

[l ol o il -]
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Elaine Miller:

Behind the Scenes

by Louise Moore and Irene Wolt

involved inWomen’s musicsince

the opening of the Los Angeles
Women’s Building on Spring Street in
1975. She helped produce Twinklestar
night, a women’s talent show a* the
Women’s Building; participated ina les-
bian mothers’ performanceat “Lalala,” a
celebration of Lesbian culture; wrote
music for and produced a 16-piece or-
chestra concert at the Women's Building;
and has written pieces for full orchestra.

E laine Miller has been intimately

“Woman Spirit,” which I had written
before this—probably in 1973—ona bus
going to my job at CalTech. After I
arranged it for the Chorus, itstayed with
them for ten years, where it was used as
a warm-up to settle our minds and get
together. We performed it some, but
more than that it was a way of drawing
and keeping us together because it was
about comforting each other.

I met Sue [Fink] at the Women'’s

women’s music. With Dell Street, we did
Buddy Holly songs, lots of old rock-7
Lesbian music? No. Women’s music:
Yes. I don’t identify as Lesbian music.
Because | feel like I'm more inclusive
than that, as a mother, particularly.

LM:Whendidyoustartwritingmt_lsllc?

EM: Do | remember not ever writing
music? [ wrote music when I was a
teenager, usually instrumental. Words
came whenmydaughterJenny was born.
Istarted writing children’ssongs; Istarted
writingaboutanything that happened to
me. I putout a record at that time of one
of my songs. It's a song of transition
between being straight and being gay
that'srather comical. That's 22 years ago.
I would say that’s my first gay song.

LM: Are you working as a musician
now?

In 1977, Elaine sang backup |
for Sue Fink at a concert for
International Women’s Year,
after which she became in-
volved with the Los Angeles
Women’s Chorus, primarily as
an arranger. She also accom-
panied Silvia Kohan at wo-
men’s events, bars, and coffee-
houses for eight years and
played keyboard with the wo-
men’s dance band Dell Street.

Elaine’s original choral music
and arrangements have been
performed by theL.A.Women's
Chorus, Denver Women'’s
Chorus, Portland Lesbian Chorus and
San Diego Women's Chorus.

LM: What was your first women'’s
music event?

EM: La-La-La, I think. 'm fuzzyon this.
There was also a talentshow, Twinklestar
Night,attheWomen’s Buildingatthesame
time. La-La-La was a large event at the
Women'’s Building that was supposed to
bea Lesbian celebration of art. At the time
there was no child care at women’s events
because of a sentiment in the Lesbian
community that mothers were not to be
visible. Those of us who were mothers put
onashow. Theorganizerwas really Sharon
MacDonald who wrote two songs for it,
onecalled “Please MotheraMotherToday.”
We tookall our kids there—we were nota
welocome crowd—and we put on a half-
hour vignette, with me on the piano, of
what it’s like to be a Lesbian mother and
have your friends not understand.

[At] Twinklestar NightIsang asolo of

5 RIS
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Building Twinklestar Night. After my

Elaine Miller, on keyboards, at the farewell performance of Dell Street.

performance she asked me if 1 would do
back-up forInternational Women’s Year,
for “Leaping Lesbians.” So1did the wa-
ah-ahalong with three other people. The
Chorus was starting around then, too.

LM: How old were you when you
started playing music?

EM: I was three. [ used to watch my
mother’s hands, my noseon the pianoas
she played. I remember playing shortly
after that. But I never had lessons. We
were poor; so my mother taught me a
little, how toread music. I basically taught
myself until college, when 1 took more
formal classes in music.

LM: What instruments do you play?

EM:Iplayed keyboard first, thenguitar,
violaand bassoon.Ibecame interested in
arranging orchestral music in college.

LM: Did you play “Women’s Music”
or did you play “Lesbian Music”?

EM:Itdepends on whol played with.
In my history, the Chorus was certainly

EM: No. [ want to do more
writing again; I'm building a
studio in my garage. The last
writing [ did was “Nostalgia,”
for the Denver Women's Chorus
in 1986. I wrote one other piece
two years later that has never
been done by a chorus called
“Doorways Through Silence.”
It's abouta woman healing from
abuse. That's the last choral
writing 1 did. The last four years
I've been working as a teacher. [
have done musicals at schools
where I teach.

LM: Were you ever totally
employed as a musician?

EM: No, I always worked as a teacher.
Then, I met Silvia ([Kohan). I saw her in
Venice, singing a capella all by herselfin
a purple jumpsuit. I loved her voice. I
met her about three months later at the
Woman’s saloon on Fountain near Wes-
tern. (The saloon lasted for a very short
time.) She was singing and Igave hermy
card, saying, “Ifyou ever need anaccom-
panist.” She had someone at that time; [
think it was Mary Watkins. She called a
little whilelater. Westarted finding places
to play. We would play woman'’s bars or
coffeehouses in San Francisco, here or
San Diego.

LM: So Silvia’s the first person you
played with?

EM: The first person professionally.
We made fiftybucksashotorsomething,
We performed at the Artemis up in San
Francisco. Down here we played Mary’s
(Continued next page)
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as the beginning of every-
tl:fxf; ;”r:étvgue then; iIglryet Silvia then;
the Chorus was just starting. It was very
exciting. It seemed like this was going to
beanealopeningformusicasaw9nderful
wayto have people understand issues of
importance to women. )

LM:Whenyousay youarrange music,
what does that mean?

EM: Let’s take Sweet Honey in the
Rock, forinstance. SweetHoney is music
that no one else could arrange in the
Chorus.Ialways ended updoingit. 1did
“JoanneLittle,” “OughttobeaWoman,”
“Breaths,” and afewothers.Ionce talked
to Bernice Reagon for two minutes and |
said, “I'm having a lot of trouble on
‘Joanne Little,’ Idon’tknow whatyoudo
in here,” and I asked, “Do you have
anything written down?” And she an-
swered, “Why do you want to write it
down for?”

I wanted to write it down so ninety
women could sing it. ] had to take vocal
slides and otherkinds of things that were
there very naturally, coming from their
mouths, and put‘em ona piece of paper
so that the Chorus could sound like that.
That's arranging.

Holly Near, whose work I also ar-
ranged a lot, was easier. I did “Foolish
Notion,” “You Bet,” and a couple others.
With Holly, who's already arranged it
on her record, you have to be a little
careful that you take what she did as
hers, while also putting in your own

input so that you can really say you are
thearrangerand you're not plagiarizing.
So an arranger is a person who takes
something that already /; a package
perhaps,and makesitadifferentpackage.
There is some-€omposition in that.
When I'm listening to a tape of Sweet
Honey and transcribing what they do,
putting it on paper it’s a very logical
thing. There’s the craft as well as the
musicianship of the sound. Jamming is
one kind of music. Orimprovising isone
kind of music. But what I'm better at is
sticking down the musicon paper—and
that's a skill in itself—and making it
soundgood attheend. There’stheartistry
of what it sounds like at the end. But
there’s also that craft of just getting the
right note on the paper.
LM: How much of that has been
recorded?

EM:I'mnotonanybody’salbum. A lot
of my contribution is behind the scenes.

Ifyouarrangeasong you're notout there
playing it. You're not conducting it.

One of the best experiences in my life
was handing Sue a piece of music and
then seeing what would happen withiit,
because I just wrote things on paper,and
her hand would bring outa whole other
thing. We had arguments sometime.I'd
say, “Sue, why’d you stop it right there?
Don’t you want that to do this?” But not
bad arguments, justmusicianarguments.
My work was to feed the music to the
people and not to be in front.

LM: Were you involved with the
Chorus until it disbanded?

EM: No. I left a little bit before that. I
left before the tenth anniversary.

LM:Canyoutell usaboutthebeginning
of the Chorus?

EM: I remember everybody talked
abouttheoriginalseven people, sevenor
nine people. There’s Jo Lynne and Silvia
and Sue, and a few others that met, 1
guess, foralong time.Icame inrightafter
them. They put out publicity,and I think
there were maybe thirty people [at the]
first rehearsal, and then the next time we
hadalmostdouble that. The word started
getting out.

What I remember most was that first
concert. It was at that Union Hall on
Fourth Streetin Santa Monica. I remem-
ber the march of the women when they
firstcamein. It was justgreat. Thoseofus
who were in it didn’t know that was
going to happen at that first concert. We
had rented a very small hall. We had a
bigger audience than we ever expected.
It was one of those things that you know
is going to happen for a long time. Even
though we weren’tsurebeforethe concert
whether it was going to fly and whether
we were going tobeable tokeep doingiit.

LM: Why were you interested in a
chorus?

EM:Itwas a place we could go and be
with women and they had child care.
And then Sue was very giving and want-
ing me to grow and do my music and
help arrange, and so that relationship
was cementing.Ithelped measamusician
to grow. [Also because of] the social
atmosphere, and the feeling that we were
doing something thatwas politicallyim-
portant, thatwe mightbe changing some-
thing.1don’t think we did, but we tried.

LM: You played with them at most of
the concerts, didn’t you?

EM: Usually for my own piece, “For
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Being a Woman.” Somet:
also; I think | play:(‘f‘,}a% On otheyg
Women” once. arch of the

LM: How often wouy]

EM: Once a month,
collective. Whoever
could, whatever your ;

You could do no{hing‘:::{kcg:g:t was,
collective and you would have On(:o the

LM: How long were You invo} VOt.e'
the Women'’s Chorus? vedin

.EM: Nine years, it looks like, That

ninth year was neat. We haq slides of
marathon runners—it was the women(’)
marathon, the first women’s marathg °
about that time—and Joanna Cagg ;’1
had written “The Marathon Song,” so |
had trump‘els and tromboneg playing
the Olympic theme. Later, I played key.
boards on her recording of this song,
That same year they did Kay Weaver’s
“One Fine Day.” It [the Chorus] gotbig,
and thenIburned outand left. And thep
I thinkitgot smallerand thenitended. |
think Sue burned out about a year later,
right after the tenth anniversary.

LM: What about Dell Street? It was a
small band, right?

EM: Yes, it was Marge Gugino, Kate
Waterman, Nancy Peterson, drummer
ColleenMcCullough,and meonkeyboards.

LM: And that was when?

EM:Iwould say 1982to’84. Thatcame
from Nancy and Chorus, when we ar-
ranged together. Whenljoined, theband
already existed. We played a bunch of
different bars, had a good time, played
anything that came up. We played some
women’s musicbutthat wasn'tthe focus.
The focus was a fun band to dance to.

LM: What has been your biggest thrill
as a musician?

EM: Certainly the Chorus's first year
concertstands outinmymind. But[also},
International Women’s Year with Sue,
doing back-up singing. The reason that
stands outis becausein theaudiencewas
my sister’s best friend when we were
growing up, who is now a Lesbian, af‘d
she came up afterward and it was like
my life made more sense somehow. It's
like someone from your past wheri
you're sort of leaving your past and no
telling anybody what you are comes up
and says, “Me, too; I'm a Lesbian, too-
And that was very important.

A lot of McCabe’s concerts with Silvi2
were really exciting. They were alwa*):z

fun, and brought out a lot of t

d you meeg
[We workeq 5 "

wanted tq Coml
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community, and Silviawas always great.
Travelling up north too. The bestone up
north was the Moonrise Café in Santa
Rosa. There’s a whole community of
women there, and it was the warmest,
most wonderful concertI've evergiven.
What stands out most in my mind,
though, was an orchestral concert |
produced. Right after the Women's
Building opened, after that wave of
events and the Twinklestar night, I
started the Coffee House Collective
where we did monthly concerts. We
had Ardy Tibby, I remember. It was
basically meand oneother persondoing
all the production. ThenIdecided todo
anorchestration I had written. SoI had
Marcy Dicterow and one of her friends
on violin. I had two violins, two cellos,
two clarinets and two trumpets. I
gathered the most beautiful people, 16
piecesinall.I rewrote the piece because
it was for full orchestra—I only had a
sixteen piece orchestra—and we played
thatand we played a Beethoven piece.
Sue Fink conducted; I played the piano
instead. And then we had a talentshow
after that. It went on almost all night.
We had 600 women. Women were
everywhere. Thatorchestrastillstands
out as a major event because it's not
often you gather those kinds of
musicians. They were beautiful.

Mazer to Host

Community Meeting
OnSeptember 18,1994, at 2 pm, the June
L. Mazer Lesbian Collection will host a
community meeting to assist us in de-
veloping a program of across-the-board
support for the only Lesbian-only-
identified resource in Los Angeles.

The meeting will consist of a dialogue
about the future direction of the Col-
lectionand how toassureits permanency.
Weneed to hear from allkindsof Lesbian
voices, representatives of organizations
as well as unaffiliated lesbians. This is
your Collection, and we want to ensure
that it represents all of you.

The afternoon discussion will start off
with an introduction to the Collection
via a presentation of a slide show about
the Collection. Afterwards, tours of the
Collection will be held.

The meeting will be held downstairs, at
626N. Robertson Blvd +WestHollywood.
Call (310) 659-2478 to reserve a space.

Brewer from page 4

LM: Ha{; youpgin making a living in
music before that?

PB: I taughtjunior high school music,
and had organist/choir director jobs,
but when I got associated with the band
I was working for AT&T.

LM: Were you forced to take piano
lessons?

PB: Yeah, my grandmother taught
all the kids in town. It wasn’t ‘til  was
in junior high that I started to like it,
and my best friend also took lessons
from my grandmother. Suzanne was
hername.Iwanted dobettersoSuzanne
would be impressed by my musical
abilities.

Because of women leaving the band,
Lilith ended up with a drummer and
lead guitarist who “happened to be
men.” For the next year or so that the
band was together, it just wasn’t the
same. The band broke up in 1979,

The sax player now has her own
band in the Bostonarea; Lou Crimmins
continues to perform; and Debbie
Campbell is in Somebody’s Ex, and
played with Sally Landers. After a
hiatus from music due to a broken
wrist, among other things, Peg is
currently playing organ for a Metro-
politan Community Church.

Lorde Tribute Funds
Women of Color Collection

A diverse, appreciative audience packed
the houseat Plummer Parkon February 27
to pay tribute to poet Audre Lorde. Co-
sponsored by the Mazer Collection,
Lesbianas Unidas, LAAPIS (Los Angeles
AsianPacificIslanderSisters)and ULOAH
(United Lesbians of African Heritage), the
event featured readings by Ayofemi
Folayan, Collette Jackson, Eloise Klein
Healy, Teresa Mendoza, Edwina Conley,
RobinPodolsky,SandraGolvin, AliceHom,
Leah Grossman, Carmen Canto and
Kimbery Purnell (who also emceed).
Over $600 was raised to benefit the
Mazer Collection’s Women of Color
holdings. Women from the sponsoring
groups will be involved on an ongoing
basis in the acquisition process which
these funds will generate. Any other
women whoareinterested in this special
collection, or who have relevant items to
donate, please contact the Collection.

In Memory ...

During the past year, we have lostseve'ral
beloved women from the community.
All of them remembered the Mazer Col-
lection in some way.

Donna Smith died of cancer at 72.
Her first-hand accounts helped docu-
ment much of 1930’s and 40’s Lesbian-
Gay Los Angeles. A Board member of
IGLA (the International Gay and
Lesbian Archives), Donna was also act-
ive in the ACLU Gay Rights Chapter,
Project Rainbow—G&L Seniors, and
SCWU (Southern California Women
for Understanding). The Mazer Col-
lection has been named as one of the
beneficiaries in her will.

Silvia H. Dobson, an English citizen
who lived in this country for 35 years,
was a writer and a poet, and lifetime
friend of the poet H.D. She was a long-
time partner of Betty Shoemaker, for-
mer owner of Santa Barbara’s Choices
Bookstore, who described Silvia as “a
brilliant, loving, gentle woman who
supported just about every humane
feminist and lesbian organization.”
Silvia was 74 when she died in October
1993. As specified in her will, some of
Silvia’s writings and other personal
effects have been left to the Collection.

Diana M. Johnson died of cancer, at
age46,0onMay 20,1994. Activeinthe Los
Angeles Women'’s Building during the
1970s, Diana operated The Graphics
Place for many years. Most recently she
served as typesetter and graphic de-
signer for SCWU’s Newsletter. Due to
her commitment to the preservation of
our lesbian heritage, her partner Laurie
Stephens has asked that contributions be
made in her memory to the Collection.

Address Change Request:
Bulk Mail is Not Forwarded

If you are moving, please note: when
you give a forwarding address to the
Post Office, bulk mail is not forwarded.
It just ends up in a Post Office /dead-
end limbo.

If you have moved and are nolonger
getting our newsletter, orare planning
a move, please notify the Mazer
Collection of your new address. Also,
if your name is misspelled on the
mailing label, please send us a
correction. Thanks.
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Dobkin from page 1

Collection 5th Anniversary Celebration
inOctober, spoke with us by phone from
her home in Upstate New York, where
sheis presently at work on her memoirs.

IW: What spurred you and Kay
Gardner to produce Lavender Jane?

AD: Well, I had all these songs and I
wanted to record them. And I blew a
contract at Columbia and Electra.

It didn’t work out with Columbia
because I told them I wasn't sure about
singing for men. I hadn’t even thought
about it. The words just came out of my
mouthat a meeting. That was the end of
my career at Columbia!

And at Electra Records, I told those
people there that I needed to have final
control of every image that went out
about me, because I was an out Lesbian
and I didn't trust those boys. I knew
them from the old days. So Icouldn’tget
a contract with Electra. It was up to me.
Kay Gardnerand I'really clicked and the
rest is herstory.

IW:How many copies has that album
sold?

AD: I should know, shouldn’t I? I'd
guess 50,000, but I don’t really know.

IW: How did you get started writing
and performing music specifically for
women? [ know you were a folk singer
first.

AD: Right. Ifound myself becoming
moreand moreinterested inwomenand
went to a consciousness-raising group
and my mind was just focused on
women. I started writing these songs;
and thenI had a vision in which I saw a
seaof women'’s faces.l hadn’teven come
outyet;butlsawavisionof myaudience.
And Ithought “this is for me, this is what
I'want.”

Then I had an astrological reading
shortly beforeIcame outand the astrolo-
ger told me that I could be either a
heterosexual oraLesbianbut thatwould
probably be happier as a Lesbian. He
was gay himself. He saw a real future for
me combining my creative talents and
my work with my Lesbianism, with my
women'’s consciousness. And I thought
“Ok. I'll do that.”

I had already written a couple of songs
like My Kind of Girland FantasyGirland The
Woman in Your Life.] was really ona track.
And he encouraged that, and I thought
“Why not? Sounds good tome.” So. ...

IW: What year was this?

AD: That v)iras in early 1973, I think.

IW:Whatkind of women’s musicscene
was around then?

AD: Well, there wasn’t any.

IW: Is that it?

AD: Maxine Feldman had recorded
“Angry Atthis.” ButThadn’tknownabout
it; I hadn't heard it. I just had all this
music and I was comfortable with it. I
had written music before, songs about
myself;and itwas the mostnatural thing.
T'was blown away that there wasn’t any
more of this around.

IW: When did it start to build and
become a real women’s music com-
munity?

AD:Ilike to thinkit’s rightaround late

friends 6f Alix Dabkin présent
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'73, early '74, around the time Lavender
Jane came out.

IW:Whatkind of responsedid youget
when it first came out?

AD: Incredible. It was an idea whose
time had come. Immediately, there was
a huge positive response to it. Great
reviews. Everybody was very excited
aboutit. It was a wonderful, wonderful
debut.

. IW: And what changes have youseen
in the Lesbian music scene since then?

AD: Well, it's gone everywhere. It's
had greater influences than we could
even imagine. As is proper. Women’s
music, of course, is more of a conscious-
ness by, forand about women. It'’s nota
particular sound. When [ was starting,
some of the early artists--Willie Tyson,

—

Casse Culver, Kay and I, Maxine--were
folk singers. All with guitars. Then Meg
came along and after her, Cris. So jt
became very identified with folk, female
folk with guitar.

But in the twenty years [it is) clearly
not just girl with guitar. Anybody who
knows anything about women’s music,
who has been to a festival, knows that i
certainly is not one sound. It’s any kind
ofmusicforwomen withaconsciousness,
It has really filled out and become
tremendously influential and has pro-
vided womenwitha foundationonwhich
to move forward into the mainstream or
wherever they want to go.

IW:Doyouthink that Lesbian musicis
synonymous with women'’s music?

AD: It's really hard to define even
what “Lesbian” means—which is one of
the reasons I love being a Lesbian. It’s
indefinable.Youcan’treally nail itdown.
Youcan'treally categorizeitneatly. There
is always thatambiguity: is it “women’s
music” oris it “Lesbianmusic”? It crosses
the border all the time. Because it deals
with women loving ourselves and
women who love other women. And
thatis whatourmovementis about. That
is what Lesbianism is about. And that's
what women’s love is about. So it
expresses that on the whole spectrum;
and you can't really define it at any one
particularplace. So, it’s as indefinable as
“Lesbian” is indefinable.

IW: In the Mazer Collection’s files, I
found a 1979 concert program which
described you as “one of the sincerest
and most seriously involved Lesbian
musicians in the United States”. Do you
agree with that description?

AD: Who knows! I don’t know what
exactly that means. I am very seriously
concerned with philosophyanddefining
and analytical, intellectual pursuits. So,
in thatrespectmaybel’mmoreinvolved.

IW: Do you think that’s different from
other Lesbian performers?

AD: Well, everybody has her own
agenda. We're each unique. My agenda
isto further transformationina political,
intellectual, analytical way. I think we
each have ourown contribution tomake.

IW: Do you still have a women-only
policy for your concerts?

AD: I haven’t had that for a dozen
years. It depends on the production. It
dependson the producer, onthesituation.
But I have been doing mixed concerts
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ong time.
no;:vf.m; d;gd you change that?

Aﬁ: ] changed for twq reasons. One, [
wanted to have my musicgo out. fl:lrther
than just women who were willing to
come to a women-only concert. And ,I
wanted to make more money. Icouldn’t
support myself just doing women-only

concerts.
IW: Are there many men that come to

hear you? .

AD:No. Butalotof women will come
if they think men are allowed to come.

[W:Have you lostanybody because of
i
. AD: Separatists I know are realistic.
Theyliveinthe world and understand it.
Maybe one or two have stayed away
because of men in the audience, but not
many. Women can go to a festival and
hear me with womenonly. And many of
my concerts are women-only.

IW: How did it feel to be part of the
growing women’s music movement?
And to be creating it?

AD: Well, we're still doing that. It's
very exciting. I wouldn’t be anywhere
else.

IW: Do you feel like there are still
changes going on?

AD:Yes! Serious stuff. Pickup the last
issueof Hot WireMagazine. It's fabulous.
It has some really good roundtable
discussions—two articles in particular.
One is about mainstreaming women’s
music, women'’s culture. The otherone
am a part of, and I am talking with a
couple of riot grrrls.

They were wonderful discussions. |
feel like a resource, and I hope that
women will feel free to use me as a
resource. I've got a lot of experience
and lam very interested in what other
new creativeartists are doing. So that’s
really, in my mind, the most exciting
direction that women’s music is
making—with, you know, riot grrrls,
the young women coming up, the
ymg kﬁ;hians. [They’re] really fierce.

albun? you planning to do another

AD: NO-I_an'lWﬁting My memoirs now.
d olx‘g ;Any idea when they’re going tobe

AD: I don't have a deadline. | figure
another year or two ought to do it. I've
bh‘;f; ‘t’vol:ing on ?t two years now; but I
the ro(;d TP leaving town and going on

. That's very disruptive. So, |

hope it’ll be out in two years.

IW: What about the Carnegie Hall
Lavender Jane reunion? How did that
come about?

AD: That's on June 26. Lin Daniels,
our producer, wanted to doit. We did it
in ‘89, and it was great. We're doing it
again for the twenty-fifth Stonewall.

IW: Areallthe folks who wereinvolved
going to be there?

AD: We haven't located our bass
player. Toni Armstrong, who is the
editorof Hot Wire (Toni Armstrong,Jr.),
is playing bass, as she did in’89. But Kay
[Gardner] and I will be there. And our
special guest will be Phranc. Kay and
Nuru [Nurudafina Pili Abena) willdo a
set from their One Spirit album.

IW: Lastly, whatare your thoughts on
the importance of Lesbian archives?

AD: In writing my memoirs I have
been doing a lot of research and
remembering, thinking-back. I was just
revising the part in which I first tried to
find out about homosexuals. And I just
couldn’t get anything satisfactory at all.
So, of course, our own collections are
invaluable. It's very important for us to
haveouridentity institutionalized inthis
way. In fact, that was my major inspira-
tion for Lavender Jane, making a Lesbian
institution. It would let women know
that there are Lesbians out there. That's
part of the same importance of the
archives, the Collection. I'm thrilled that
there is an active, operating archive on
the west coast. I know I will be thrilled
whenlam actually standing there.Ican
see the original collection very well.

IW: The original Oakland one?

AD:Yes.Ihaveaveryclearmemory of
standing inthat room. It was very bright
and kind ofsmall. There was a new copy
machine. [The room was] notvery large,
but very sincere.

IW: Did you know that it was moved
toL.A?

AD:1had read aboutit.Iwasdelighted
thatit was going; it's very sad tolose our
institutions.

IW: Do you have anything else you
want to add?

AD:Congratulationson youranniver-
sary.lamdelighted tobea partofit.Ifeel
very pleased that you thought of me
because I am always delighted to be
associated with any Lesbian institution
that furthers our culture and helps
establish us on the planet.

Mazer Co-hosts Video Program
OnJuly 12, the Mazer Collectionand the
Gay & Lesbian Media Coalition will co-
host a video program at the L.A. Inter-
national Gay & Lesbian Film & Video
Festival. “Video Program #3: Lesbian
Culture,” will play at 9:30 pm at the
Director’s Guild of America.

Included in the program will be three
short videos. Shirley and Florence, a 26-
minute documentary, looks at a 55-
year friendship between two Jewish
women, one a lesbianand one straight.
Not Just Passing Through, a one-hour
video, documents: African-American
Mabel Hampton (1902-1989); the N.Y.
Lesbian Herstory Archives and the
retrieval of the persanal affects of Marge
McDonald; a profile of Asian-Pacific
lesbian culture (including June Chan’s
eroticslide show); and backstage at the
WOW cafe with the Five Lesbian
Brothers. Todo lo que viene del jardin de
las flores, an 11-minute short, features
the perspectives of four latina lesbians.

Allticket proceeds willgo to the Gay &
Lesbian Media Coalition. For ticket
information, call (213) 466-1767.

New Volunteer Coordinator

The Mazer Collection is pleased to an-
nounce that Colleen Martin will serve as
ournew Volunteer Coordinator.Colleen
has been a Mazer volunteer for several
years and replaces former volunteer co-
ordinators Martha Townsend and Erika
Endrijonas, who are heading out for the
greener pastures of Vermont). We send
our thanks and best wishes to them (and
our fond memories of the wonderful
bakery delights which Erika provided).

If you'd like to volunteer, please call
Colleen at (310) 659-2478 or (310) 470-
0549 to see how you can help. As an all-
volunteer enterprise, the Collection is
always in great need of help with a
myriad of tasks, including: cataloging,
filing, fundraising, publicity, answering
correspondence, carpentry, computer
entry, wo-manning the phones, archiving
and collecting materials, etc.

Drop by on a Wednesday or Sunday
and find a project you'd like to work on
orafile drawer to “adopt.” Orjoin us on
work party night (the third Wednesday
eveningofeach month). Thisisa fun way
to meet other women in the community,
and learnaboutour fascinating herstory.
Noamountofvolunteertimeis toosmall.
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Bridging Musical Transitions:
An Interview with Vicki Randle

by Irene Wolt

ickiRandleis asinger, songwriter,
‘ ; guitar-player, and a percussionist
who has been performing pro-
fessionally since the early 1970s. She has
rformed solo, as well as in conjunction
with many of Olivia Records artists, with
whomshealsorecorded. Herunique vocal
style has been described as ablend of jazz,
funk, pop, rock, and folk.

Besides performing in Women'’s Music
concerts, Vicki worked as a touring musi-
cian, doing backup singing and playing
percussion for many big jazz and pop
groups. She has toured and /or recorded
with Herbie Hancock, Angela Bofill, Rufus
and Patti Austin, George Benson, Lionel
Richie, and Kenny Loggins. Since 1992,
Vicki has been a percussionist with the
Tonight Show band on NBC.

IW: How long have you been per-
forming?

VR: Probably since I was sixteen, which
is a long time. I've been performing pro-
fessionally for about 25 years.

IW: Did you perform at women's clubs
in the seventies?

VR:There weren’tany women’s clubs
in the seventies. There were women’s
unions on college campuses and inde-
pendent productions. 1did quite a lot of
those. I worked a lot with some of the
more well known women'’s musiclabels
and artists, mostly background singing.

IW: Can you mention some names?

VR: Linda Tillery, Margie Adam, Cris
Williamson, Meg Christian, Holly Near—
basically almost anybody who recorded
for Olivia. I was pretty much a first-call
back-up singer.Idid alotof arranging and
work like that.

IW: How did you get started working
with Oliviaand Women’s music?

VR:Itwasanoutgrowthof playing with
thefirsttwowomenmusiciansIevermet—
whenIwas about twenty-one. We played
ata big NOW conventioninL.A.and,as a
resultofthat,Imetawoman whoproduced
the first women’s music concert on the
West Coast.Ican’tremember where, but it
had Margie Adam, Cris Williamson and
myself as the headliners.

IW: What led you to play at the NOW
convention?

VR: I was working as a cashier at a gas
. r was the first out
station and my manage
JesbianIhad evermet.I wasn’tout yet. She
adopted me and my boyfriend, who 3150
worked at the gas station. She was in a
poli ticalactiongroup—probablyone of fhe
ﬁrstlesbianpolitimlacﬁongmupS—Wthh
called themselves the Dyke Patrol. My
boyfriend and I got adopted as their
mascots. She introduced me to different
plaoas,diffemntwomen’sevents, including
the NOW convention.

IW: Were you writing your own songs?

VR:I hadn’tbeen writing at that point.
Isang Margie’ssongs becauseshe wasn't
performing then. Eventua lly she wanted
me to sing a certain way and I told her,
“Why don’t you sing it? You can sing
well enough.” I was getting more
interested indoing other forms of music.

Iwasraised mostly invery whiteareas
of L.A. I went to high school in Orange
County where I was the Black person at
my school. I grew up listening to rock
and roll, metal mostly, and then this
really obscure folk music. That's what I
started playing. After awhile, I began
paying more attention to jazz and R&B
and other forms of music that! had never
really listened to. I started doing jazz
scat-singing and that became a big part
of my show. I wanted to synthesize the
things that I had grown up listening to
withtheexperiencesThad beenhavingin
jazz and R&B. I began writing music
whereltried tosynthesizeall those things.

IW: Was this performing to women’s
music audiences?

VR: I've never exclusively performed
for women audiences. I've always played
clubs, worked locally. When I was about
twenty-two I moved to San Francisco and
kept playing. I always had a very strong
connection with other women artists. |
played a lot with Teresa Trull and Linda
Tillery. The choice of the people that I
ended up working with was based more
on the kind of music they were doin

IW: When did you do the WomegI; on
Wheels tour?

VR: After] had met Linda Tillery, and I
was working a lot with the people from
Olivia.ldid thetourwith Linda, PatParker,
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Mary Watkins, Gwen Avery and a fey,
other musicians. We went all over the
United States, mostly colleges and
independent production companies,

IW: And you had already been playing
with jazz bands?

VR: I had been playing percussion since
I was about eighteen. WhenIwas about 23
or 24, I began recording and doing back.
ground vocals, and I became a tourj
musician. I spent months and months op
the road, a lot of times overseas, with
different kinds of bands. That's when |
started working withbiggergroups—some
jazz, some pop. I keptdoing that until two
yearsago whenIgotthe TonightShow gig.

IW: Who did you work with?

VR:] worked with George Benson for
eight years. I did lead vocals with him, a
duet, played percussion and did back-
ground. I did a big Lionel Richie tour. In
1990and 91, Iplayed with Kenny Loggins.
In May 19921 started the Tonight Show.

IW: How did you get thatjob?

VR: Basically, the same way I gotevery
other gig. Once you start working, people
pay attention to you. When Branford
[Marsalis] was putting this band together
he suggested me. He had seen me play
because I had done a lot of jazz festivals
with him on the same roster.

IW: You're a percussionist in the band?

VR: Officially. As aband memberIdo
mainly percussion. 'malso singing now
though. When I started working it was
funbecauseIstarted doing alotof things
I had never done before, like acting in
skits. So I've been one of the more ver-
satilemembers of theband inthatrespect.

IW: Are you still performing at
women'’s festivals?

VR: The only women'’s festival that I
have performed at and still do perform
at is the Michigan Womyn’s Music
Festival. It's a very well done and very
professionally run festival.

I'vehad along history with the women's
community, but [ wanted to continue to
grow and learn. I worked with other
musicians, and I had to be judged on my
musicianship rather than on the fact that
was a woman playing that instrument.

In one respect, being a woman
musician, especially working in the wo-
men’s community, became an easy way
to get a gig; because you were the only
bass playerin town or the only whatever
p.layer in town, they would call you.
Since you didn’t have to compete with
anybody you never had to really worry
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about getting better as a musician. The
musiciansIchosetoworkwithwerewomen
wholthinkreally had musicalexcellencein
mind. I judge people based on their skills.

IW: Did you feel that way earlier?

VR: Definitely. I spent a lot of time
getting frustrated, because we would goto
differentcolleges and different production
companies and, in town after town, it
would be the same mistakes overand over
again. They would call themselves a pro-
duction company because they came up
with a name, but they had no idea how to

do production and they’d never ask

anybody. We would go from town

sinful or mentally ill, if they meet some-
one who's gay and get to know them.
They change their opinion, at leastabout
thatperson. Anditwillmake adifference
next time. That has worked for me, with
male musicians, both as one of the few
female musicians they’ve worked with
and alsoas a lesbian. They get to know
me as a person, and then they put the
ideaofLesbian” onthatinstead of having
anabstract concept of whata Lesbian is.

IW: How does working in that en-
vironment compare with working in the
women’s music community?

already been made. The fact that there
were women musicians that could do
this kind of work was well established. I
wanted to take it to the next level—that
women musicians could play jazz well.

IW: Were there other issues that
concerned you?

VR: One of the problems I was having
with “women’s music” was the percep-
tion that it was basically made by white
women for white women. It started out
that way and it has pretty much stayed
that way. A lot of the written history of
women’s music doesn’t include people

to town explaining how to putona
production. And they would inevita-
bly lose money because they had no
ideahow todo it. It was really hard.

IW: Did you see any benefits to
doing things that way?

VR: It's very comforting to be
surrounded by people who you
know aren’t going to judge you,
who aren’tgoing to automatically
thinkyoucan’tdoitbecause you're
a woman. It’s definitely not as
stressfulas working outhere, with
guys. In most of the bands, I was
the only woman musician they
ever worked with and it's been
very lonelyand difficultalotof the

like Linda Tillery, Mary Watkins,
Gwen Avery, and Pat Parker.
Occasionally you'll hear mention
of Bernice Reagon, but most of the
time the large Black women’s
community and Latina women’s

MHDLE community was virtually ignored.

IW: What about the Women on

July l¢l Wheels tour with those women?
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VR: We played primarily for
white audiences as the women'’s
production companies were all
white and they only knew how to
outreach to the white community.
That’s whyIstopped doingsomuch
| work with women'’s music, espe-
2 cially the festivals. Theonly festival
4 that I know which particularly

time. But, for the most part I feel like I
eventually gotjudged on my talentsand
my skills ratherthanon the fact thatI was
a woman. And that’s important.

IW: Are you out as a lesbian in that
environment?

VR: Mostly. When I was on the road
the people who were close to me knew.
But I wasn’t running around telling
people, because I felt like that was pro-
bably not smart. The people that I work
with now know, and it isn’t a big deal. I
found that the more outI am the easier it
is.I'smucheasierto hurtsomeone when
they’re lying then when they’re not.

Kenny Loggins was kind of happy thatI
was a lesbian. He thought if he was only
going to have one woman in the band it
could cause problems. It was sexist, on the
one hand, butI had never been hired by a
guy particularly because I was a lesbian.

IW:Doyouthinkthings havechangedin
the industry?

VR: Not a lot. I think things change
more on the personal level than they do
on the global level. It's much easier for
someone to make an exception, even if
they grew up thinking that gays were

VR: There’s pros and cons to both. I
want to be able to move easily between
all of these places.I don’t think there’s a
place in the women’s community that
makes me feel so good that I wouldn’t
want to go back to the jazz community.
The women’s musiccommunityalsohas
alotofthe problems thatmendo. Westill
compete with each other. We just like to
think we don’t.

IW:Youseemtobe one of fewwomento
bridge the communities.

VR:1guessso. And it’s funny, because I
am so opinionated. I've definitely made a
lot of people mad over the years.

IW:Iread that you declined todo asolo
album for Olivia because they wouldn't
allow you to use male musicians.

VR: Atthetime, Thad been working with
both menand women musicians. I didn’t
want to make a record using only women
musicians because I didn't think that the
people that I would have to use would be
of the quality that I wanted. Now I think I
could dothat;becauselknowanenormous
number of excellent women musicians.
The point at the time was mainly to make
a statement. I felt that the statement had

works on trying to getas muchdiversity
as possible is the Michigan Womyn's
Music Festival. Theirroster every yearis
pretty fabulous. I feel comfortable there
because they know it is a problem and
they have worked very hard toestablish
a place where women of color feel com-
fortable and included.

There was a period of time where
they were trying to define women'’s
music. (Nobody wanted to use the word
“Lesbian” atthe time; “women’s music”
is still the common euphemism.) They
talked about how Aretha Franklin
couldn’t be a “women’s” musician
because of what she sang about, like
none of us ever got our hearts broken.
Women would pay $20 a pop to see
Aretha Franklin and they’d come back
and complain that the sliding scale
didn’tgo down low enough to see Cris
Williamson. It was a double standard
that existed for a long time.

It was really difficult for Black women
musicians. We tried hard to work with
it, butit was notsomething that changed
dramatically. Most of the women’s pro-

(Continued next page)
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ductioncompanies atthe ime—and most
white women in women'’s musicand the
women’s poliﬁcal conmunitysﬁll—have
had a lot of trouble understanding that
racism doesn’t just disappear because
youbecomeconscious ofissues thataffect
other white women. That’s been an on-
going issue. We found it was a lot easier
to work with male musicians and deal
with being a lesbian than it was to deal
with the kind of insidious, unacknow-
ledged, butveryclearracism thatexisted
in the women’s music community. It
wasn’t overt; everybody was very sin-
cereand trying to work very hard, which
made it even doubly difficult. It wasn’t
about being a bigot. It was about, “Why
didn’t you go to the places where black
people go and advertise this concert?”
Or, “Why don’t you get headliners that
are black women, instead of a very well-
known white woman performer which
guarantees that you are going to get a
three-quarters white audience?”.

IW: Did those kinds of discussions
happen?

VR:Thosediscussions happened con-
stantly. But it never really changed.
Because politics are linked with
economics. It became very clear that
Cris Williamson or Teresa Trull were
the ones who were selling records.
Teresa made a real effort. She
practically stopped working with all
white people. She grew up with
Gospel/Black music. So she wasn’t
comfortable in that role of the girl
folksinger. She wanted to put a band
together and have it funky.

Aslsaid earlier, there was a mandate

to come up with a description of wo-
men’s music. And what they came up
with was that there were certaininstru-
ments that were women's instruments,
like acoustic guitar. Anything electric
was male-oriented. So if you were a
woman musician and you played
drums or bass or horns you were play-
ing a male-oriented instrument, Even-
tually that became exposed as racist,
because that meant thatall funk music,
all soul music, all R&B, all blues, any-
thing rock’n’roll was not women’s mu-
sic no matter who was playing it and
how it was being played or what it wag
about. Eventually they started to look
at these arbitrary definitions which left

a whole lot of women out of the loop.

Once again, the Mazer Collection will be sponsoring a number of
interesting and diverse events. Be sure to mark these c.lates on your
calendar now. Unless otherwise noted, all events will take plflce
downstairs at 626 N. Robertson Blvd., West Hollywood. As Se?fllng
for these events is limited, please call (310) 659-2478 for reservations,

Sunday, October 16, noon to 5 pm:

July 12, 1994, 9:30 pm: The Mazer
Collectionco-hosts Video Program #3:
“Lesbian Culture,” at the Los Angeles
International Gay & Lesbian Film &
Video Festival. At Theater II at the
Director’s Guild. (See article on page
9.) Call (213) 466-1767 for tickets.

Wednesday, July 20, 7 pm: Teresa
Barnett, senioreditor/interviewer for
the UCLA Oral History Program, will
conducta Workshopon Oral Histories
and how they can be used to gather
and preserve our lesbian heritage.
Comeand learnhow todooral histories
forthe Mazer Collection. If you would
like to participate in this workshop,
please call to reserve a space.
Attendance is limited to 10 women.
Upstairs at the Mazer Collection.

The Mazer Collection’s 5th
Anniversary Concert Extravaganza,
with Alix Dobkin, Judy Fjelland many
other exciting performers. (For more
information on the event and how to
order tickets, see page 4.)

Tuesday, October 18, 7 pm: An
Evening with Alix Dobkin. Alix will
read from her memoirs-in-progress
and/or lead a workshop on “Beyond
Lesbian Visibility.” The workshop will
center around an open discussion of
the role of Lesbians as agents of
transformation. A $5.00 donation will
be requested.

October/November ? (date and time
to be announced): Dr. Susan Love,
AssociateProfessorofClinicalSurgery
and Director of the UCLA Breast
Center, an out lesbian and dynamic
speaker, will talk about breast cancer
and potential risks for lesbians. This
event is co-sponsored by the Lesbian
Physicians of Los Angeles (LPLA). A
$5.00donation, to the MazerCollection,
is requested, butno one will be turned
away for lack of funds.

Wednesday, August3,7pm: Attorney
Carolyn Fank will discuss Wills and
Trusts, with particular emphasis on
theirimportancein the lesbiancommu-
nity. Adonationof $5willberequested.

Sunday, September 18, 2 pm: The
Mazer Collection will host a Commu-

nity Meeting about the future of the
archives. (See article on page7.)

June L. Mazer Lesbian Collection
626 North Robertson Boulevard, West Hollywood, CA 90069
(310)659-2478

Open:
Wednesday, 6:00-10:00 pm o Sunday, 11:00 am-5:00 pm;

and by appointment
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