









































usband, because he ex-
ibt that Ethel could
1 as a concert artist
both herself and her

IOTRUERON - claimed that the only
way a woman could succeed in
the concert artist field in Ameri-
ca was to dress and act like a
man. She refused to wear the
"acceptable" garb of bare shoul-
dered evening gowns, choosing in-
stead white silk shirts with collar
and cuffs, black velvet jackets,
and long black silk skirts. She also
had her hair done like Liszt, or
Paderewski, She had a flair for
promoting herself and creating
controversy.

Leginski appeared as a pianist
for a number of years to success-
ful reviews. In 1919 she announced
that she would retire to study
composition and to teach. For a
while she studied composition with
Ernest Bloch.

In 1924, Leginska started yet
another career, that of conductor.
She is said to have conducted the
Paris Conservatory Orchestra, the
London Symphony, the Berlin Phil-
harmonic, and the Munich Kon-
zertverein Orchester. In 1925 she
traveled back to the U.S., where
she conducted the New York Sym-
phony Orchestra, the People's Or-
chestra of Boston, and the L.A.
Symphony—all as a guest con-
ductor.

In order to have a permanent
conducting job Leginska, in 1926,
founded an orchestra called the
Boston Philharmonic. All of the
players in this group were men
except the harpist and the pian-
ist. Traditionally these were con-
sidered female instruments, This
organization lasted only one year.

Within 12 months she organized
the Boston Women's Symphony Or-
chestra. This orchestra had about
65 members and often played
works by women composers, It
lasted four years, and performed
over 200 concerts.

Leginska subsequently tried to
organize a women's orchestra in
New York in 1932, It was called
the National Women's Symphony,
and gave a well-received program
at Carnegie Hall, but it soon dis-
banded, After this, Leginska's
conducting dates became few and
far between—again, back to guest
conducting. She moved to Los An-
geles in 1939, where she taught

piano until the 1950s. She died
in L.A. in 1970, at age 83.

ANTONIA BRICO

Much has been written about
Antonia Brico in recent years,
due in part to the excellent film
about her made by folksinger Judy
Collins, It is called Antonia: A
Portrait of the Woman.

Unlike Leginska, Brico started
her career in music as a con-
ductor. She was the first Ameri-
can to graduate from the presti-
gious conducting school at the
Berlin State Academy of Music
in 1929. Her teachers were Karl
Muck, Wilhelm Furtwaengler, and
Bruno Walter, She made her con-
ducting debut with the Berlin
Philharmonic. In the U.S. she con-
ducted the Musicians Symphony
Orchestra at the Metropolitan
Opera in New York twice, but a
third concert was denied her be-

cause a singer (John Charles
Thomas) refused to work under
a woman,

Brico continued to guest con-
duct for the next few years, but
in 1935 she organized the New
York Women's Symphony. This or-
chestra had 88 players and got
excellent reviews. It was founded,
in part, to prove to the world
that women could indeed excel
at music. By 1938, Brico felt she
had proven her point. She changed
the orchestra's name to the Brico
Symphony, and hired 10 male
players. Unfortunately, this group
was short-lived, and soon Antonia
Brico was without an orchestra
again, From 1938-1942 Brico did
some guest conducting, taught a
masterclass at Golden Gate Col-

lege in San Francisco, and re-
ceived an honorary Doctorate
from Mills College in Oakland.

She also put together an orchestra
for the New York World's Fair.
Moving to Denver in 1942, she
taught piano and continued to
guest conduct. After World War
II, she took a five-month tour of
Europe, as a pianist and a con-
ductor, but still no permanent
conducting job appeared. Orchestra
managers would not hire a wom-
an, even as well-known and re-
spected as Dr. Brico. They main-
tained that the audience was not
ready to see a woman on the po-
dium. Many orchestral musicians
automatically started rehearsals

under Antonia Brico grumbling
and doubting her skill as a con-
ductor, Many of them also apolo-
gized after the. rehearsal. Dr.
Brico still resides in Denver,
where she conducts the amateur
Brico Symphony Orchestra. In 1978
she was honored guest and con-
ductor at the National Women's
Music Festival in Champaign, IL.

EMMA STEINER

Emma Steiner is mostly re-
membered as a composer and con-
ductor of opera. She was born in
Baltimore in 1852, a musically
precocious child. She began com-
posing at age seven and by 11 had
written one and one-half acts for
an opera entitled Aminaide. The
score was destroyed by fire in
1902, but apparently it had been
good enough for the director of
the Peabody Conservatory to pro-
duce one scene from it at Pea-
body.

Steiner composed waltzes and
popular songs, which ‘'may have
attracted the attention of some
opera producers. She held several
positions, both as singer and as
assistant  musical director for
more than one touring light opera
company in the Chicago area. In
the 1880s and 1890s she conducted
Gilbert and Sullivan operas, which
were all the rage. Her own opera,
Fleurette, was produced in San
Francisco in 1889 and in New
York in 1891. She conducted it
herself, and received excellent re-
views,

In 1896 Steiner contracted
pneumonia. Although she recovered
her physician suggested "complete
rest" when she fell ill again with-
in four years. Steiner seems to
have taken this to mean a change
of scenery, She took off for Alas-
ka, where she became the first
white woman to explore the tin

continued to page 63

ABOUT THEAUTHOR: Janna Mac-
Auslan and Kristan Aspen make
up the guitar and flute duo Mus-
ica Femina. The group has raised
eyebrows from coast to coast with
theirconcert/informance and lec-
tures about women’s contributions
to classical music. The duo has
also produced a cassette of clas-
sical women’s music.
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ary Barnard, a modern trans-
of Sappho's work, comments,
ho was 'early' if you consid-
ericlean Athens the peak to-
which Greek civilization was
ng, but this of course is a
of view which could never
occurred to her. She was
riding the crest of her own wave;
her world seemed as modern to
her as ours does to us, and just
as troubled."

It is believed that Sappho was
from an aristocratic Lesbian fami-
ly, and that her father died while
she was young, during a war
against Athens. Historians have
collected no less than eight possi-
ble names for Sappho's father.
The one taken as most likely is

also the longest and most un-
wieldy, Scamandronymus.

About her mother there is
much less doubt: her name was

Cleis, and Sappho named her own
daughter Cleis after her. No men-
tion is made in any of the sur-
viving poems of her father, but
we have several which mention
Cleis. It is also fairly certain that
she had three brothers.

Tradition has it that in ap-
pearance Sappho was small of
build, had dark skin and black
hair. Ovid, who lived 500 years
after Sappho's death, claims she
thought herself ugly, and quotes
her as saying, "If nature has un-
kindly refused me beauty, my ge-
nius makes up for this lack...I am
small in stature but my name can
fill the whole world." Horace
called her "masculine Sappho,"
although Athenaeus, who lived in
the first century A.D., even later
than Ovid, claims she was "a
most womanly woman." Certainly
all these writers were basing their
conjectures partly on contempo-
rary stereotypes of beauty and
possibly also on their own roman-
tic notions—in a fiercely misogyn-
istic, male-dominated society—of
what a female genius would or
would not look like.

Raymond de Becker, author
of The Other Face of -
claims that as a young woman

Sappho was not interested in men,
but "was, however, loved by Al-
caeus, a poet like herself, all of
whose advances she repulsed, and
1al liaisons were
poet Alcaeus was

definitely Sappho's contemporary
and thus may have influenced her
work. There is, however, no real
evidence that Sappho and Alcaeus
ever met each other. This doesn't
stop de Becker from becoming
quite speculative, even fanciful,
in his analysis: "It looks as though
a certain degree of rivalry sepa-

rated the two artists who, after
having been attracted to each
other at first, tried to assert

themselves by each taking refuge
in homosexuality." More cautious
scholars have suggested that she
and Alcaeus "may have exchanged
verses."

BANISHED FROM LESBOS

To understand Sappho's life,
particularly her early life, one
must take the surviving references
to her—often brief—from diverse
sources and try to make sense of
them by piecing them together.

The historian Eusebius noted
that Sappho '"flourished" in the
'second year of the 46th Olym-
piad,’ which would be the year
595 B.C. This would mean that
Sappho was already a poet of
some reputation on her native is-
land of Lesbos by the age of 17.
The Parian Chronicle says that
her banishment from Lesbos took
place "during the rule of the
elder Kritias at Athens and the
rule of the Gamori in Syracuse."
This may be Greek to us, but it
not only confirms the fact that
she was banished, but sets the
time frame for her banishment
between 605 and 591. Pittakos be-
came Tyrant of Lesbos, and it is
believed that it was at the begin-

1ig of his reign that Sappho was
forced to leave her home. She
would have been 21 years old.

The Greek word tyrannos origi-
nally meant simply a Master or
a Lord. Tyrants were often in-
stalled in power in ancient Greece
as the result of revolts against

aristocratic oligarchies, that is,
rule by a number of powerful
families. Ironically, when these

families were overthrown, the Ty-
rant who replaced them would
consolidate his power and govern
as an absolute, hereditary mon-
arch—who might often become a
tyrant in the modern sense: an
oppressive, all-powerful ruler.

It appears that Pittakos came
to power because of his leadership

in the war between Lesbos and
Athens in which Sappho's father
is thought to have died. Pittakos
was only half Lesbian by birth,
but proved himself an able gen-
eral, and when, afterwards, he
was proclaimed Tyrant in Myti-
lene, he banished members of the
former ruling aristocratic families
that had opposed his appointment.
Sappho was sent, either by her
own choice or by Pittakos' com-
mand, across the sea to Sicily.

How deeply Sappho may have
been involved in a "plot" against
Pittakos has been the subject of
much debate. Some authors have
imagined her to be a kind of
guerilla fighter, hiding out in the
mountains of Lesbos for a time,
There is some justification for
this rather romantic view, since
she may have first been banished
only as far as Pyrrha, a city set
high in the mountains in the cen-
tral region of Lesbos itself. Some
ancient sources refer to her trip
to Sicily as her "second banish-
ment." All that we can say for
certain is that her surviving poet-
ry reflects little concern for poli-
tics, but a profound interest in
personal relationships.

MARRIAGE

It is during her exile in Sicily
that Sappho is supposed to have
gotten married. According to leg-
end, the lucky hubby was a very
rich merchant from the island of
Andros (about half-way between
Lesbos and Corinth). Imaginative
authors have had a field day in
this area, too, wondering if
Sappho perhaps met him on the
ship to Sicily (moonlight cruise
across the Aegean...) and how
huge an "estate" or "villa" she
may have presided over in Sicily
as the wife of a wealthy man,

The existence of this reputed
husband (whose name is usually
given as Kerkolas) does explain
how Sappho came by her daughter
Cleis, and how she was able to
continued to page 60
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PA necessary just for rehearsals
took a couple of thousand dollars
to put together. And we can't
just throw this stuff in the back
of a Toyota and go—we need a
truck or van. It's difficult acquir-
ing all of these expensive necessi-
ties and maintaining a decent
standard of living, especially since
like most rock artists we are
young. We have only about eight
years tops in the job world.
Usually rock & roll bands offer
two products: live performances
and recordings. As of now there
are few chances within women's
music for making money by per-
forming live. Locally, there may
be women's coffeehouses or clubs,
but the standard pay is a percent-
age of the door (to split three,
four, five, or six ways). Perform-
ing at the women's music festi-

inute musical product. Top stu-

os can charge more than $100

r hour for recording and mix-

ywn time., An artist is lucky if

e can limit her time in the stu-

o to two hours per minute of
_.aished product. This can only
be accomplished with proper prep-
aration and a lot of luck—you
never can know when all this
technology will decide to take a
spontaneous vacation. Such sophis-
ticated equipment is sensitive, and
frequently doesn't work properly.
The more complex the musical
arrangements are, the more diffi-
cult it is to keep recording costs
at a reasonable level.

SAVING MONEY

Since recording time is so ex-
pensive, it's crucial to record only

those songs that have already
been completely arranged and
practiced. Of course, spontaneity

and improvisation are two of the
most enjoyable aspects of being
a musician, but no artist should
book studio time without a clear

and patterns.
cut out for
but most
easily.

When recording Future Is Now,
SOFTWARE's newest cassette re-
lease [hear a cut from it, "Trust
in Me," on the Nov. 1985 sound-
sheet in HOT WIRE], Dianne
Steinmetz  pre-programmed  the
rhythms into the drum machine,
prought it into the studio, plugged
it directly into the mixing board,
and was able to cut down the
time she would have normally
spent on the rhythm parts by well
more than half. Once the effects
and equalization were determined,
she just turned the drum machine
on and one take was sufficient.

Finally, consider releasing your
product on cassette only. Toshi
Reagon and SOFTWARE are
among the women's rock acts that
have released music in this for-
mat. The difference in cost be-
tween a release on cassette and
the same music on a vinyl disk
can be thousands. The difference
can be spent on promotion,

Not all songs are
drum machine use,
can be adapted quite

“Know from the start that tomorrow
there will be a more versatile
machine at half the price.”

vals is one of the best ways to
get the widespread exposure art-
ists need to succeed outside of
their hometowns. But competition
is fierce for the handful of 20-
to 40-minute sets available on the
day stages and showcases. Often
more than 100 acts apply for
these spots. A band going on tour
(especially before they have es-
tablished a following) is prohibi-
tively expensive. Most producers
simply cannot afford to pay bands
anything approaching reasonable
compensation and travel expenses.
So realistically speaking, at
this time the only product avail-
able to rock & roll acts from
which they can hope to make a
profit is recordings.
Recording is, of course, expen-
sive. Be aware that it's not too
ens of thou-
rding one 45-

idea of what is to be accom-
plished and how. Knowing which
parts are played by whom, using
which instruments and audio ef-
fects, is the first step in effi-
ciently using this highly valuable
time. This way, you can spend as
much time as you need, and really
allow yourself to experiment and
be creative during the final mix-
down. The overall quality of the
final product is determined by the
final mix-down.

Another way to conserve mon-
ey in the studio is to use drum
machines. Setting up a drum Kkit,
getting the proper effects, playing
consistently—all take a great deal
of time. A drum machine weighs
about three pounds and is so much
more convenient. These machines

require no less creativity than
playing real drums, because it
still involves figuring out parts

Cassettes are sturdier and ea-
sier to ship. Cassette players are
available in more situations than
record players. Call it an album

if you have to, but put it on
tape.
The rock & rollers will have

to give over much of their ener-
gy, thought, and money in this
initial phase of development with-
in women's music. It is a tough
industry for rock, and artists are
without benefit of precedence or
patterns for success. But the
women's music industry has made

continued to page 61
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;omputers, Synthesizers,

and You

By NANCY A. NORMAN

Doesyourrestless mind create music which will never
be heard because you can’t perform it or write it out?

e being what it

creative minds
iven beyond what
eative energy is
d us to move be-
sic by hitting hol-
eing able to pro-
2d and complex
today. A trip to
will convince you

:he restlessness is

1d the confines of

.e defined as tra-

instruments and

sic-making  tech-

.usical instruments

- evolved as tools

yur range of ex-

| sound, the time

‘he technology has

which will enable

of music makers

to write a new chapter in the

history of music making. These

new tools are primarily electronic

in nature, and include analog syn-

thesizers, digital synthesizers,

computers, and other sound-
processing devices.

But, why electronics?

First, consider the fact that
the highest tone on a piano has
a frequency of 4186 Hertz (Hz).
Yet, we can hear sounds up to
20,000 Hz! Also, for instruments
with fixed pitches—like the piano—
there is a whole range of sounds
that exists "between the cracks."
For example, the frequencies of
two adjacent notes on the piano
are: A=440 Hz and A#=466.14 Hz.
That is quite a bit of sound that
could be used. Are we never to
use these sounds in a musical
context because our traditional
instruments are not tuned to pro-
duce them? In addition, each in-
strument has a history of how it
is supposed to be played. "Cor-
sct" instrument technique re-
uires years of practice to ac-
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quire,

If you have had an early start,
the physical abilities, the opportu-
nities, and the drive to study a
musical instrument—in addition to
the ability to use the instrument
in a musically expressive way—
then you are in luck. But what
about the individual whose rest-
less mind creates music which
will never be heard because she
cannot perform it or write it out?
Or the individual who missed out
on an early start because her
family could not afford to buy
an instrument or pay for lessons?
Or the one who had bad first ex-
periences with music and felt too
intimidated to try again? Are they
doomed to the music makers'
Never Never Land because the
requirements of making music by
traditional means necessarily elim-
inate a whole range of music and
musical people?

Since the technology is here,
why not put it to use in our con-
tinuing search for new and differ-
ent sounds to enrich our music?
Why not use it to enable non-
musicians to explore music making
and to aid musicians in reaching
the outer ranges of their musical
imaginations?

ELECTRONICS IN MUSIC

Using electronic means to pro-
duce a sound is not unfamiliar to
you. Scan the song sheet from
Cris Williamson's Strange Paradise
album and you'll see that Cris and
June Millington used a variety of
electronic instruments to produce
the music. The records of all your
favorite artists are produced elec-
tronically, and you create a sound
environment in your home when
you play their records and tapes
on your electronic sound repro-
ducing equipment (i.e., your stereo
system). The sound stage at the

last concert or music festival you
attended is a complex array of
electronic sound processing tools
which creates a large-scale sound
environment for yonr listening
pleasure.

A synthesizer co
scale versions of sot1
same tools. A primat
is that prior to tt
years, the original s
for the recordings or
were primarily meche
ture (drums, guitar,
perhaps some electri
organs to add a little
however, the sound
increasingly electronic
pecially true if you
technopop a la the P¢
or Sue Fink. An ele
source such as the
opens up the possib
ducing any sound im
puts that power unde
dual control.

So, specifically, w
thesizer? It's an elec
ment consisting of
of  sound-producing
noise  generators)
processing units (filt
generators, amplifie
sizers produce and r
by processing elect
The electrical signal
to sound in the sar
the signal from your
converted to sound—
fier and speaker.

The  synthesizer
brought to us by the
of music-minded s
technology-minded
The use of electricit
music began at the
century. A 200-ton "¢
plant," known as t
nium, was invented
by Thaddeus Cahill.
it was a bit unwielc
gigs, so it was desig









had a long string of problems with
the law. And there they were, all

dressed up like farm kids, really
acting out this kid's story.
We had also had instrumental

performances by some of the phy-
sically disabled children. Instru-
ments can be adapted. [ used
drums a lot with kids who had
cerebral palsy, to develop eye-
hand coordination. You draw a big
circle in the middle of the drum,
and have the kids aim the drum-
stick toward the center of the
drum. Many children with CP have
a lot of spasticity in their move-
ments, so it's not an easy thing
for them to do. We frequently
adapted mallets. If the student
doesn't have grasping ability, you
can use elasticized bands. The kid
can then wuse lateral movement
without worrying about holding
onto the mallet.

We used the autoharp because
it's a simple chordal instrument,
This was pre-high-tech, before the
availability of wonderful instru-
ments like the little Casio key-
boards which are used now.

The kids acted out stories with
musical accompaniment. "Creating
environmental sound" is a good
technique. Somebody would bring
in her favorite fairy tale, and we
would identify all the sounds. We

said, "Okay, the story is about
a little girl walking through a
forest—what kinds of sounds do

you hear in a forest?" We got all
these terrific animal sounds, and
the wind, and so forth. This might
be a class that would last seven

sessions.
Music therapists usually work
in a hospital setting, although

some have branched out into pri-
vate practicee My work at the
Georgia Mental Health Institute
in Atlanta included consultation
with a treatment team made up
of nursing staff, a staff psycholo-
gist, a social worker, and a unit
psychiatrist. Plans are drawn up
with the identified client and the
team that includes music therapy
as a part of treatment. As an as-
sessment tool, music experiences

can determine communication
skills, degree of social interac-
tion, and identify thought and

mood disorders often associated
with mental illness.

The big difference between
music therapy and any other mu-

tent, not necessarily in the activi-
ties involved. The intent of music
therapy is to help a client/child/
person achieve a therapeutic goal
through the use of music. For in-
stance, part of the physical thera-
py for a kid with cerebral palsy
might be to develop more lateral
movement in the use of her right
arm,

I worked with a lot of schizo-
phrenics. If 1 was assessing some-
one with this disability, one thing
I looked at was attention span—
how long a person could attend
to an activity. Specifically in mu-
sic, I looked for what their com-
munication skills were and what
their memory was like, If someone
is brain damaged, there tends to
be a memory loss. To remember
the words of a song may be part
of the treatment to increase that
person's memory. Many people
who are schizophrenic can't do

The intent of
music therapy is
to help the
client/person
achieve a
therapeutic goal
through the use
of music.

tasks in sequence. 1 taught se-
quencing through playing the gui-
tar: put your hands on the instru-
ment and strum this way. A
schizophrenic person may not be
able to do simple tasks, especially
when they first come into thera-
PYy-
Another
assessment

thing I did a lot in
was to ask people
what kinds of songs they grew up
with, what kinds of music. Many
of these people had very negative
experiences and memories of
growing up. If I could find some-
thing positive, that helped me to
know where to go in treatment.
It also helped me in taking in-
formation back to the treatment
team. It was good to be able to
say, "In this area, this person
shows some promise."

INANDIVRANIAITIIVND

It was out of these experi-
ences that my album Transforma-
tions was born. Group members
were encouraged, through the use
of psychodynamic techniques, po-
etry, and music to express their
experiences as art. By identifying
feelings through the use of impro-
vised music, clients often wrote
about what they heard. One young
woman, after listening to what
became Section II of Transforma-
tions, wrote:

casual comfort
somewhat composed
lyrical yet intense expressions
coming on strongly soft
dancing light on thin air
tofalldown gently on cloud cover
to be aware of pitfalls,

flare-ups
circles of despair. ..

My work has always included
guided imagery through music,
pioneered by Helen Bonny at the
Center for Consciousness and Mu-
sic.  "Music," says Ms. Bonny,
"stimulates vivid mental imagery,
symbols, and feelings arising from
a deeper, conscious self."

Numerous research studies have
been conducted on the effects of
sedative music on heart rate and
blood pressure in heart patients,
both in the operating room and
on the coronary care unit, Empiri-
cal studies of the effects of mu-
sic on learning of the multiply
handicapped—and the relearning
done by brain-damaged patients—
is in abundant supply. Not to
mention the effects of music in
the workplace. Hans Jenny has
studied the effects of vibration
on inanimate objects such as sand
and metal shavings, and found—
through stunning photographs—that
vibration not only changes form

continued to page 61

ABOUT THE AUTHOR: Beth York
has just ended her practice of
music therapy in its traditional
sense. She is writing a chamber
piece for woodwind quintet, and
working on two independent stu-
dies at the University of Georgia
incomposition and piano improvi-
sation.
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BRILLIANT ANATOMICAL INFORMATION
ON THE EFFECTS OF LAUGHTER
IN THE HUMANOID*
Linda Moakes/Endorphin Therapist

CEREBRAL CORTEX:
7th Chakra: Initiates message, triggers
endocrine system to release endorphins

NERVOUS SYSTEM:

Adrenalin released, euphoria

HAIR CHAKRA:

May or may not move depending on MLQ

/(mousse/laugher quotient)
e

.\ ARTERIES:
Contract then relax; increase blood flow
and oxygen supply; reduce blood pressure

PITUITARY GLAND:
6th Chakra: Releases endorphins,
reduces pain

FACE CHAKRA:

Lacrimal glands release tears; muscles tense
then relax; jaw vibrates; air blasts reach
70mph; you look like a mess

HEART:
4th Chakra: Pace and force quicken to deal
with sudden oxygen demand, then relaxes

VOCAL CORDS:
5th Chakra: Tense; spasm; relax; unable to
make intelligible sounds (some won’t notice)

PEARL CHAKRA:
All jewels vibrate, catch the light, make a
grand display, then relax

*
[ ]
®

f DIAPHRAGM:
/.‘hd Chakra: Tenses for spasm then relaxes

ABDOMINAL MUSCLES:
1st & 2nd Chakras: Contract and release for

What's this phenomenon?
chakral/belly workout

HINT:
BODY TEMPERATURERISES
PULSE RATE CAN DOUBLE
SKIN MORE SENSITIVE

SKELETAL STRUCTURE:

Skeletal muscles often weaken, causing
collapse (you can fall on the tloor Jaughing).

N
HAPPY FOOT—f4 2% HAPPY FOOT

FINAL EXAM: *Info was stolen directly from
) many sources who will receive

LAUGHING IS: _ creditontheir Karma Kredit Kard.
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who make you laugh
*what are your brilliant ideas?

HB101 explores the relationship
between healing and humor within
a metaphysical context. Even peo-
ple who don't live in California
can and do discuss chakras (energy

centers in the body). In lecture,
small groups, diads, and large-
group brainstorming, participants

are encouraged to share their ex-
periences with humor. Since every
group brings a different body of
anecdotes, observations, theories,
and biased opinions, each workshop
is unique. HBI10! focuses on his-
torical, medical, and moral issues
surrounding healing with humor.
Participants are encouraged to
take humor seriously.

There is an Hawaiian legend
about a group of ancient women
who live inside a volcano. Their
job is to laugh—and through that
laughter they hold the universe
together, They heal the world
with laughter.

Women who laugh,
women comediennes who inten-
tionally generate laughter, con-
tinue this tradition of balance and
planetary transformation. To hear
someone say, "You make me
laugh!" is an enormous honor. To
hear ourselves laugh is a gift of
self-love—and of healing. @

and the

RESOURCES

The Happy Project, 110 Spring St.,
Saratoga Springs, NY 12866. Workshops,
speakers, networking; publication:
Laughing Matters

Institute for the Advancement of Hu-
man Behavior, P.O. Box 7226, Stanford,
CA 94305. Workshop: “The Healing
Power of Laughter and Play”

Nurses for Laughter, Oregon Health
Services University, 3181 SW Sam Jack-
son Park Rd., Portland, OR 97201. Net-
work. Publication: PRN: Playfulness,
Revelry, Nonsense

Thalia: Studies in Literary Humor, c/o
English Dept., University of Ottawa,
Ottawa, Canada K1N 6NS

Whole Mirth Catalog, 1034 Page St.,
San Francisco, CA 94117

Brain-Mind Builetin, P.O. Box 42211,
Los Angeles, CA 90042

Journal of irreproducible Results,
P.O. Box 234, Chicago Hts., IL 60411

ABOUT THE AUTHOR: Linda
Moakes’ comedy career began
when she was a high school speech
teacher. She has performed at the
West Coast and National festi-
vals, in addition to regularly per-
forming in comedy clubs.
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Watertown, MA * Muslc & Healing
Intensive — Interface (617) 964-0500

Watertown, MA * Concert/Interface (617) 964-0500
Atlanta, GA * Music & Heallng Workshops

and Concerts w/Beth York *7 Stages (404) 284 8041
Seattle, WA * Music & Heallng Workshops & Concert f

Bandon-by-the-Sea, OR Music & Healing Intensive

Juneau, AK * Muslc & Healing Intensive & Concert
Ketchikan, AK * Concert/KRBD-FM
Napa Valley, CA * Music & Healing intensive
Willow {415) 841-4833
Portland, ME * Music & Healing Workshop & Concert
(207) 774-6396 Feminist Spiritual Community
Women & Power Conference
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in concert

{206) 325-4135 7
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is, the result is often the same:
a singer is put into an artistic
pigeonhole...Which, in a growing
number of cases, is a shame. Take
Deidre  McCalla...although  she's
definitely a feminist, records for
a label which was launched to
give women musicians a voice,
and has been active in women's
music events, what she plays is
by no means just gender philoso-
phy with a beat." NY Daily News,
May 10, 1980). Others, while not
putting down women's music as
a phenomenon, perpetuate negative
stereotypes ("Don't Doubt It...is
proof, as if further proof were
needed, that 'women's' music isn't
the insular, solemn genre many
people still think it
USA, April 11, 1985). The Boston
Globe summed up the stereotype
that lingers: "The term 'women's
music' may, alas, never outgrow
its own initial misconceptions.
True, when the first flurry of
feminist broadside balladeers ap-
peared on the music scene more
than a decade back, there were
an inordinate number of young
white women with pianos and folk
guitars, heavy-handedly crooning
out their politics..." (May 7,
1985). Whether or not we, as the
pioneers of this new genre, re-
member it happening that way is
immaterial at this point; the
mainstream press will continue
to report on our circuit the way
they see it.

"Because of the stereotype
that has been imposed on women's
music," Deidre says, "people avoid
it based on what they think it is.
For the most part they go, 'Well,
the quality isn't very good, the
production isn't very good, and
it's just songs about hating men.'
[ really have to strain to find one
album out of the hundreds that
bothers to write songs about hat-
ing men. It's the male perception,
There's Alix Dobkin, but even so—
not really. It's still not true. Alix
basically doesn't waste her time.
She definitely calls a spade a
spade, and points out the wrongs
that have been done, but as for
the virulent hatred the men think
is present in the music—it's just
not there.

"Rather than have any know-
ledge of what lesbians are singing
about—since it is a primarily les-
bian industry—we're dismissed as
'just man-hating dykes.'" You find

is." Sentinel

out that the
tened was in
break."

MAKING THE ALBUM

last time they lis-
1976. Give me a

Around the time of the Cris
Williamson-Meg Christian extrava-
ganza at Carnegie Hall in Novem-
ber of 1982, Deidre decided it
was time to begin the long pro-
cess of making a record. She had
been in the music business for
nine years, traveling the country,
and had released an album called
Fur Coats and Blue Jeans in
1973. Roulette Records shelved
the project soon after completion,
and the album went nowhere.

"It finally dawned on me that
enough women had taken the ini-
tiative to make albums them-
selves. I could die waiting for a

“...it's even more
apparent when I'm
playing a pizza
parlor or a
cocktail lounge—
the chord | seem to
strike in people is
most often struck
in women.”

record executive to knock on my
door.

"The hardest thing was learning
how to ask for money. I decided
in November, and it took me un-
til March of 1983 to get a fund-
raising letter out. It was hard to
say to people 1 didn't know, 'I
need a whole lot of money. Give
it to me—I'm worth it.’

"About 1,000 letters went out
to solicit the $14,000 [ needed
to do the record. I developed a
mailing list in New York over the
years of playing there, Mountain
Moving Coffeehouse in Chicago
let me use their mailing list, and
Hurricane Productions in Milwau-
kee also sent out a mailing. 1 got
about a 15-20 percent return.

"Approximately  $2,300  was
contributed, not counting loans
(which did not come out of that

venture). It cost $14,000, and I
should have budgeted an addition-
al $7,000 for promotion. But if
I would have thought about raising
$21,000, 1 would have said forget
it.

"The last thing [ wanted to
do was become a record company.
At that point Olivia had always
been a silent friend of the pro-
ject. Irene Young [the photo-
grapher] had done a lot of work

for them, When [ was doing my
homework on getting an album
done, Judy Dlugacz was there to

answer questions. They were very
noncommittal, never saying that
Olivia had any interest. At best,
it was 'maybe we'll distribute it.'
When [ hired Teresa Trull in April
of 1984 to produce it, Judy be-
came actively interested in the
project. It was apparent at that
point that Don't Doubt It was go-
ing to be a serious project."

MARKETING THE ALBUM

At this point in women's mu-
sic, we have a small-scale version
of the incredibly fierce competi-
tion that exists in the mainstream
music  industry., Dozens of acts
vie for the limited number of
concert sets at the nine major
women's music festivals (National,
Michigan, West Coast, Southern,
New England, Campfest, Sister-
fire, Kansas City Jazz, and Cana-
da). The days of "it's women's
music so I'll automatically go and
check it out" are long gone.

It is difficult enough to get
a hit record now within the wom-
en's music circuit; recognition in
the wider entertainment world is
even harder to come by.

Marketing strategies play an
important role in promoting an
LP. The sexist, exploitative ways
mainstream record companies fre-
quently have marketed women
artists brings up the hackles of
many a feminist. One major plus
that musicians get when working
with independent labels is more
say-so over the marketing strate-
gies. Attempts are made in wom-
en's music to market the product
as the object rather than the art-
ist as the object,

Still, business reality dictates
that some sort of conventional
marketing strategies are required
to reach audiences of any size,
from the lesbian separatist com-
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