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THE LONELY ROAD

Joni Mttchell, Blue and female subjectivity

By the late 1960s, folk singers Joan Baez, Buffy St Marie and Judy Collins
had established solo careers, and in 1971 Carole King e¢merged as a
performer on her highly successful album Tapestry. Its promotional single
It’s Too Lace/i Fee) the Earth Move' topped the chares, while "You've Gor a
Friend’ became a no. ! hic for James Taylor, who also played on the album.
It won four Grammy awards and remained in the chares for four years_ Janis
fan (Society's Child") and Carly Simon (‘You're So Vain') were also enjoying
success as solo artists, while Laura Nyro's 1969 album New York Tendaberry
provided a brilliant example of jazz/rock fusions. jc seemed, then, char che
eacly 1970s was a propitious time for women to break inco the solo marker.
Yet, as Jont Mirchell's album Blue reveals, being independent, creacively
single minded and original continued ro rise problems, noc least chose of
grappling wich a career while, at the sume time. maincaining relacionships.

Being a long, blond-haired guirtar player was a posicive asset during the
%atter years of the 1960s but 1t was hec particular musicality and personal
insights chat made Micchell significant in forging a new world of possibili-
ties for women. Nor least, she offered a mode! of female experience in coping
with the cealities of working in a male-dominated music industry. For many,
however, it is her grasp of the idiom of the day, her playful references to
astrology, magic, travel, of being on ‘the lonely road', of confronting che
problems of giving birch 0 a child and giving her up to adoption, of
exploring relationships while pursuing her own creative pathway thar give
her a special relevance. These tensions are most promunent in che songs from
het cacly albums, Clouds and Blue, cecorded when Micchell was evidently
sggrchmg for her own identity. Indeed, B/ue, more than any other album,
offers a window 1ntu her subjective universe, marckung the start of a recogni-
ton of che problems ussociated with the feminine mystique and, more
especially, the effecc when this realisation hit home. As Mary Rouch
observes,

This geographic memocy 1s a hallmark of her imagety, and is firmly
based in her desire ro travel ... Blue is che descriprion of a year or
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two in hec life, and she 1s relling us what she learned and whar she
experienced, She is the theme, and for che first time, she secs out to
make her life hec arr.!

In contrase to her eaclier work, where she sings narrative songs abour made-
up people, B/ue places her firmly ac the centre of her story.

it was obvious from her ficse albums, Songs 1o a Seagull, Clouds and Ladzes
of the Canyon that Micchell (born Roberea Joan Anderson, 7 November 1943)
had an ability to draw on her personal experience and cthen translace chis into
a musical 1diom. Her marriage co Chuck Mitchell is traced 1n *l Had a King’
from her debut album, and het subsequent affairs underpin the rhematic
coneenc of her albums, in particular opening our the conceprt of freedom and
the problems inherent 1n n0f becomiag too involved wich lovers Of equal
importance, she exemplities the singer songwricer who gor chere by her own
eftores, and whose albums demonstrate an increasing level of artistic and
technical control.

Joni Micchell's musical career starced in Calgary, where she trained as a
commercial artist and sang ccaditional folk songs in local coffee bars. By
1964, after attending che Mariposa Folk Fesrival in Oncario, she starced
writing her own songs and performing tn local clubs and cotfee-houses in
Toronco. In June 1965 she martied Chuck Micchell and moved to Derroir.
The marriage lasted only two years and Micchell chen moved ro New York,
before seccling in Laurel Canyon, outside Los Angeles, in 1968. Ac this
posat in time, she was already achieving success as a songwriter. Judy
Collins recorded 'Both Sides Now' and ‘Michael from the Mounratns' fos hec
atbum Wildflnvers (1967), taking the former to no. 8 in che singles charr in
1968. Tom Rush recorded 'The Circle Game' and, in the UK Faitport
Convention covered ‘Eastern Rain'; Crosby, Stills, Nash and Young had a hit
with "Woodstock' in 1970 and shortly after it became a hit for Macchews’
Southern Comfore in boch Ametica and the UK. Stephen Stills had also
played bass on Mitchell’s debut album Sengs o @ Seagutl, and since they were
handted by che same management, she became parr of che same social circle,
moving out to Californta and acquiring a certain notociety for het various
romantic attachments. These tncluded an affair with Graham Nash which is
reflected in che songs "Willy™ (which describes his rejection of hes) and ‘Out
House'. ‘Ocher lovers are charactetised by cransience. They play on street
corners, they are husbands, chey are generally to be pitied. She chooses men
who will not srop her from her prime purpose which is to explore the planet
and life. 'Life is our cause,’ she says on Blue. And thac is the key to what she
says about men.'?

Clouds (1967), her second album was essenrially folk-based wich liccle
supporting instrumencarion. Produced by Mitchell hetself, it included her
own version of ‘Borh Sides Now', and was her first record to reach the Top
40, winning a Grammy for Best Folk Performance. The song’s cenrral
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metaphor of ‘clouds’ resonates with a youthful opumism ringed wich ceal:cy.
Focusing the 'ups’ by a childlike evocation of pleasure:

Rows and flows of angel haic
And ice-cream castles in the air

and rhe ‘downs’ chrough a more cynical realism:

Buc now chey only block the sun
They tatn and snow on ev'ry one

the imagery of the first four lines 1s not dassimnilar o che cocron-candy of
Jimi Hendrix's ‘Spanish Castle Magic’. Buc here the comparison with
psychedelia ends. Thete s litcle sense of che hallucinogenic. Racher, che
lyrics overall read like a thoughtful evaluation of relacionships, a coming 0
terms with lle racher than an escape from ceality. The vocal delivery is
distinceive and clear, wich the highs and lows of the melody reflecting cthe
imagery of che lyrics.

Vetses two and three sgain focus in on the rransitory, as che fairytale
rapture of firsc love gives way to a realisation thac things change and thac
teelings often need to be hidden. The realisation thac experience does not
necessarily bring a clarity of vision is opened out by the chorus. Here,
Micchell makes use of melodic contouring and word-pa:nting 1o focus che
imagery:

I've looked a1 clouds  from both sides now.. from

and reflective tied notes which are coloured by cthe shifting instrumental
harmonies to effect a musical metaphor for the transitory narure of clouds,
love and life itself.
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real know clouds
love
iife
at
al all
at all

Above all, the song comes across as a personal statemenc of self-doube - °[
really don't know' — and, as such, has a sense of candour and honesty which
resonates with che introspection of che late 1960s. Within the broader atena
of rock the gquestioning of 'Who am [?’, the solipsistic ‘I, ‘Me’, had
informed such songs as ‘Nowhere Man’, ‘Fixing a Hole' (che Beatles), ‘Be
Yourself (Graham Nash), 'Dare to be Different’ (Donovan), ‘I've Goc a
Name' (Jim Croce) and '"Who Am I? (Country Joe and the Fish). With
Mitchell, the quest for seff-identity - its many struggles, frusceations, confu-
sions and confidences — is expressed chrough a richness of imagery where
optimism and pessimism are informed by petsonal reflection. This, in turn,
1s enhanced by a sensually rhycthmic use of language. Rhyme is used exten-
stvely, boch to emphasise romantic clichés — "Moons and Junes’, ‘Dreamns and
Schemes', and to draw more complex emotions into association:

Tears and fears and feeling proud
Tosay ‘[ love you' right ourt loud.

The exploration of positive and negacive subjectivities, the juxtaposition of
the pseuic wich che prosaic, is compounded by the sense of personal reflec-
tion/resignation in the chorus. Mitchell agarn makes use of clichés ('win and
lose’, "give and take’) but any sense of weighing-up, of coming to 2 conclu-
sion, is compromised by her continuing emphasis on illusion which, as she
points out, is what people both refuse to acknowledge in their continuing
espousal of the romantic discourse of love and which, paradoxically, is what
they ulcimately buy: 'l also knew how fickle people could be. [ knew they
were buying an illusion and I chought, "Maybe they should know a litcle bit
more about who I am." 3

‘Both Sides Now' chus implies 4 truchtulness, a connection between the
‘who 1 present and who I am' in its exploration of the personal in everyday
life. The pacing of rhe song, the plateaux, cthe tocus on change icself allied co
cthe gentle ebb and tlow of the supporting harmonies ace far cemoved from
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eichet rhe ‘rimelessness’ of hallucinogenic songs of rhe period, or rhe
thrusang urgency of contemporary rock. The vocal delivery, in parcicular,
aligns che feminine ‘who | am’ wirh rhe transicive experiences of che lyrics.
Mircchell’s wide ranging melody (ocrave plus perfect fourch), che clarity of
her top register, che resonanr lows and che overal! flexibility in intonation
are the mosc obvious points of reference More specifically, her vocal scyle
provides a meraphor foc the highs and lows, che personalised experience of
love and life as narrated in the lyrics This alignment between lyric content
and a deeply personalised vocal delivery suggests a self-involvement which
15, ac one and the same time, extraordinary and — ac least for some listeners —
discurbing in its range of power and cegister. In particular, the lyric's
constant emphasis on [ involves 'monion, perception, retlecrion,
separation/connection, martenalicy, process, relarionalicy’® and her aural
impact is one of rruchfulness to experience. e 1s abouc self-recognicion, buc
she remains bombacded by contradictions which are picked up in her next
solo album, Blue.

Blue was released in 1971 and sold over a million copies. [t is an
intriguing album, providing once again a personalised insighe into relacion-
ships.” chis time cthrough a sensirive use of colour imagery. In particular, che
musical and literary associacions of blue/blues/bluesness provides a colour
wash for her compositional canvas, a specccum which draws inco association
such images as che sea, Litcle Green's blue eyes, her ratceo, and che blue TV
screen lighr in A Case of You'. The significance of colour is also evident in
che accompaniment to rhe songs. ‘My Old Man', 'Blue’, 'River’ and
‘Richard” are brought inco associacion chrough reflective piano accompani-
ments. The largely arpeggiated flow works like a musing counrecpoint to
che vocal line, provid:ng a feeling of musical space which complements che
incrospeccion of che lyrics. In contrase, che guitar accompanied songs, ‘All I
Wanc’, ‘Litrle Green', 'Cacey’, "California’, "This Flight Tonight™ have analo-
gies wich che arust’s skecch pad

Oh, ! am a lonely painter
And | live in a box of paints

accessing che immed:acy of personal thoughts chrough altecnative tunings,
complex exrended chords, pedals and common notes thac contribute te che
effect of che connoracions 1n che music

‘All [ Wanc', cthe first crack on the album, begins quire simply by sercing
the scene 'l am on a lonely road and 1| am cravelling, rravelling, cravelling.’
Melodically, the phrase is narrow ranged, the iteracive structure undecpin-
ning che anomie, the boredom, and che pressures of being on che toad. The
‘looking for something, what can it be?, chen, provides a cerrain ironic
twist. Mitchell knows whar she wancs (‘applause, applause, tife 1s our cause')
~ bur che road is cypicatly male territecy —and rhe pecrsonal cost of pursuing
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a creative career creates emorional pressures. n particulac, there :s a tension
becween freedom and dependency which comes across in che sponraneous
oucbursc ‘Oh, | hate you some ... ' where the pitch tises on hare, following
the nacural inflection of che voice, before the more reflecrive ‘love ... you
some'. Hece ‘love’ 1s mused over, given ame and coloured by a minor
tonality which draws it into association with che ‘travelling” of the firs:h
phrase to create an undeclying bluesness, a realisation thac che cost ot
dependency is Self, and the recognition that relationships only wock when 'l
forger about ... me".

In a song which s concerned primarily wirh self-reflection and coming
to retms wich the ‘all | want’ (from life and relationships), it is unlikely char
the omnupresenc I can be so eusily dismissed. After a momencary pause, the
me triggers a sceeain-ofconsciousness needs which are again cempered by a
mood of instability. The ‘I want co be scrong’ for example, is comprom:;ed
by che Bb minor on ‘strong’ to create a feeling of self-doubt, an underling
insecuricy. Travelling che lonely road rakes srrengch, but as rhe song
progresses Mitchell scakes ouc her needs — ‘I want to laugh along, I want to
belong to che living. Alive, alive, | want to get up and jive’, ecc. and while
che concemplative ‘1 want ro belong’, 'I want to renew you again and agam’
suggests a certain ¢ri-de-coswr. chis is undercuc by che chalienging ‘Do you
wanr to dance with me ... do you want co take a chance ... * where, once
again, internal rhyme draws choughts and 1deas inco associacion. A

Musically, che song works because Micchell’s carchul use of harmonic
colour and melodic contouring act as word-painting for her emotional
ourbursts. The reflective ‘Do you see how you hute me, baby’ is undec-
pinned by blunt, majoc tonalicies. [n conrrast, the ‘hure you’ is given ume,
borh in che move to minims and che use of added colour in che Ab% chord.
The final phrase ‘then we boch get’ draws pain into a shated experience by
the avoidance of gendered coding (the defining majot/munor third and its
traditional associations wich male/female) before an effective use of contem-
placive silence and the move to rhe climactic high on 'so”. The falling vocal
concour on 'blue’ chen effects a musical meraphor of instabilicy which s
enhanced by the shifcing harmonies in che guirar accompaniment, with the
final Abm7 providing a pivotal bluesness befote che lonely road of che final
verse.
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Do you see how  you hurt _ me ba

Ab9

by S0 hurt you too

Then we both get

It is clearly no coincidence thar the final word of che song ‘free’ should be
supported by che same rescless harmonies as ‘blue’. The fitst song of a
concepr album is inscrumenral in establishing chematic conrenc and from
the onset Mitchell prioritises her ambicion, aware that che ‘road” will be
problemaric, bur equally certain rhar ic provides ‘the key to set me free’.

W hereas the acousuc guirtar is analogous ro rhe skecch-pad and implies
movemend, (8) Mitchell’s songs which are piano-accompanied are rooted in a
bluesness where freedom and personal flight no longer appear a viable
option. ‘My Old Man’ provides an insight into cthe 'I want’s of che opening
song. No longer an enigmatic presence, he 1s constituted by action — a
sunger, a walker, a dancer. In concrast, Mitchell 1s homebound and het happ:-
ness is dependenc upon his presence, and while chere 1s 2 certatn optimism
in the 'we don't need no piece of paper from che cicy hall’ (wich che implica-
cion chac che bonds of marriage arte no longer relevant in a freewheeling
post-19G8s’ culture), the musical coding implies 4ravado. Mitchell's charac-
teristic use of the equivocal sus4 chord implies an undetlying instability and
her personal experience of blues. bluesness, is chen opened our through che
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tension becween major/minoc conalicies, a darkening chromacicism, and
edgy vocal leaps:

Abm?
—
But when he's gene me and them lone-
(Atm)
some col - hde
the bed's too big the
fry - 10" pans_ too

before the harmonic progeession back to the tonic, A major. Even here, thete
1s a sense of fragile tnsecurity, for alchough her lover recurns (‘chen he comes
home"), che displacement of accents, the vocal leaps and cthe E7sus on *home’
paint a feeling of wistfulness. This is equally implied in che fade our ar che
end of che song where che alteenating major/minor tonalities resonate wich
the omnipresenc bluesness of dependency.

The tensions inherenc in dependency/freedom are developed futcher in the
third song, ‘Lictle Green’, a lullaby te Micchell’s only child who was surcen-
dered e adoption.

Choose her a name she will answer to
Call her Green and the winrers cannot fade her . ..

It is inceresting ro concrast this mocher-to-daughter song wich ‘Eli’'s Song ', a
father-to-son song by countty arrisc Jack Williams and sung by John
Denver. Tradiconally, cheories have been posited thac feminine modes of
self-expression are characterised by an incutcive, figurative, more ‘felt'
lexicon than masculine modes which may be more coldly raconal and
conctece ’ This is illusccated by the scacement of facc in 'Eli's Song’ (‘Born in
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the month of june’) and Mitchell's allusion to the astrological ‘Age of
Aquarius’ in "Little Green' ('Bocn with the moon in cancer’) which is rich in
wconogeaphy, with the moon tinking che child to the sexuality of the morher,
fertzlicy and barth, Maiden and Mother. The child is, by analogy, che young
goddess, the new moon. surrounded by che vibrant coloucs of spring -~ “Just
a licele green like the colouc when the spring is born” — and the endless cycle
of life ieself — “There'll be icicles and birrhday cloches'

W hile “Lictle Geeen' 1s primarily a poetic and highly petsonalised song
about Murchell’s cetationship to her child. 1t equally provides a parricular
nsight into the problems surrounding the single mothet. As Mifflin wrices:
"To be pregnant and unmarried in 1964 was like you ktited somebody ...
Joni allowed her daughter to be given up for adoprion and chen relocated co
a one bedroom billet in Manhattan's Chelsea districr.”® As such, the undec-
lying poignancy of ‘stay, baby’ (‘My Oid Man’), with its restless harmonic
instability locks into che scarkness of 'He went co California ... He sends
you a letter and she’s lost to you' to create an articulare musical expression of
loss

At the same ruue, the song consteucts a mood of underlying resilience
("You're sad and you're sorty bur you're noc ashamed’) which, in ics avoid-
ance of the personalised 'I" implies a certain emorional distancing, 'Lictle
Green' is situated within a qualitative expecience of time — conception,
birch, beginnings, endings. She may wish her child ‘a happy ending’, buc
the song neveccheless closes with the reflective ‘'sometimes there'll be
sorcow’. There is, then, no easy solution, rather a continuing engagement
with the ups and downs of life, the renstons berween scabtlicy and freedom —
a theme which is also present 1n the next track ‘Carey’ where che 1conog-
raphy surrounding the moon {and i1s relationship to che feminine) is
replaced by che star.

Miichell's use of 1magery 1s closely linked co her mapping of petsonal
identicy. Tradicionally the stac is aligned with hope and faith, often 1n the
houc of crisis when darkness appears to immobilise che senses. At the same
ame, it can signufy a stcuggle wich life, a seeking of destiny and an atcempe
to become more independent. As such, i¢ is not surpeising that within the
context of the album, the star is associated with her lover -

Starbright, starbrighe?
You've got the lovin’ thac | like alright
('This Flight Tonight')

with moments of crisis

Jusrt before out love got lost you said

[ am as constanc as a northecn star
(A Case of You’)
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or impending sepacation ~

Lec's nor ralk of fare-thee-wells now
The night is a starry dome
('Carey’)

Traditionally, rhe star 1s also associated warh the birch of a child and ‘Lirtle
Green' and 'Carey’ are brought inco associarion not simply through an
impending sense of sepatation and loss, buc equally chcough the tmmedsacy
of the guitar accompaniments.? While che gentle acoustic lullaby resonates
with che folk cradition of self-expeession in ics fusion of the poecic wich che
starkly autobiograpbhical, the finky guitar intro to ‘Cacey’ brings the lisrener
to che hearr of chealbum. As Mary Routh observes:

Evecything about this song shouts ‘traveller' and che opening lines,

The wind 1s in from Africa
Lascnight I couldn’t sleep

suggesc a tiny village called Macella, char only has one road in and our of ic.
It is separated from the main road by dusty and arid hills. You do nor ger
there by accident, ysu go there. And you are sitting on the beach. feeling
relaxed and happy ... Here is a woman who has made it to chis remote and
pecfect village by herself, can afford to wonder where to go next, and has
somewhere to go home to when she feels ready. ‘Maybe I'll go to Amsterdam,
maybe I'll go co Reme, and rent me a grand piano and pur some flowers
around my toonm.” The names are tocemic, guatranceeing thac she will indeed
get there. And when she does, she can afford ro rent a grand piano?!?

The transitory nature of che ‘good tume' are btought inro association with
Carey — ‘the braghr red devil who's keeping me in ¢his tourist cown’. Here,
the implications of staying/leaving are again focused by Mitchell’s characrer-
istic swoop to her top register which, in conrexe, teiggers a drscress signal.

oh you know it sure-ly 1S haro_ 1o l!eave_ you Carey

This lack of stability is tooted in the conflice berween "Carey’ and the fact
thac rhis is ‘not my home'. Again, chere is word-painting. The melody is
musically centred on Db (che tonic, the home key) bur the word “home’ sics
uneasily on che choed of Ab7 (the dominant) to effect musically a lack of
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resolucion in the I-V cadence.!t Carey, himself, is described as ‘a mean old
daddy’, although it is apparent from the harmonic underpinning thac
Mirche!l feels out of her depth

but [
Dbsus Dbsus Db

and, as che hip phrase of che 1970s ‘out of sight' implies, while he has
‘blown her mind' he is, neveccheless ‘our of her league’.

Micchell chen plunges into che bluesness of che eponymous track ‘Blue’.
As the fifch song on che album, *Blue’ is pivotal, reflecting on what has gone
before and informing what is yet to come. At one level, the song is a cynical
commencaty on the lace 1960s:

Acid, booze, and ass
WNeedles, guns and griss
Lots of laughs, locs of laughs

— the ‘everyone 1s saying thac hell's che hippest way ro go' resonating with
the deaths of Joplin, Hendrix, che death of optimism. It is also a recognition
of defeat, of loving someone bur being defeated by ciccumseances. She is ‘ac
sea’ with hec emotions, torn between staying and leaving (‘crown and anchor
me, ot lec me sail away’) but chere are no answecs in thus sotiloquy ro pain.
Rarher the song opens out the problems, the price that is paid by chose who
are/were 'on the road’ and chis sense of anomie, this bluesness. links the song
with ‘Califormia’® which picks up on the continuing war in Vietnam, che
dream of peace, ‘the bloody changes' juxtaposed wirh rhe "pretty people’ in
Spain ‘Reading Rollin’ Stone, reading Vague'.

The guitar accompaniment is again pivoral in auchenricacing cthe ‘cruch-
fulness’ of che autobiographic, rhe pithy obsecvations of a woman folk singer
travelling chreugh Europe, 'sirring in a park in Pans, France’. The guitar
also enhances rhe feeling of immediacy for the stream-of-consciousness
choughrs, “srill a lor of lands ro see’, the wandering hippy 1n a streec full of
strangers. Again, Micchell makes use of colour to effect subcle mood inflec-
cions for her chumbnail skecches. 'l wouldn't wanna stay here. I¢’s too old
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and cold and serrled 1n its ways here’, tor example, 15 accompanied by F#7
(I17) o ratse the quesrion "Why major harmonies when, rradicionally, minor
harmonies would effecr a feeling of bleakness?’ The answer lies, most prob-
ably, 1n Mirchell's sense of the poetic and che way in which she uses music
‘te creare a precise expression of feeliog’.!? Thus, while the inclusion of a
major chird suggests scabiliry, Mitchell undercucs chis by the 7th o evoke
borh a sense of wish-fulfilment {the major chird) and equivocaction (che 7th).
[n contrast, the relarionship between the [-V-I harmonies which accompany
‘Ah, but California, California’ are effecrive in providing a traditional feeling
of warmrh and scabilicy, Buc once again, the realisacion of ‘coming home’ (ro
California) is cempered by che [17 harmonies. She is nor going home imme-
diacely (as che narracive of che verses show) nor giving up her nghe ro be
true co hetself, However, she does gec homesick and che final yearning repec-
iriveness of ‘Will you cake me as I am’ wich which che song ends suggests an
ongoing vulnerability as ic segues into "This Flighe Tonight' where the
iconic imagery of che stat (scarbrighrt) becomes a mecaphor for the constancy
of her love:

Can’t numb you our
Can’t drum you out of my mind

However, as che lyrics unfeld. ic is clear char Muicchell is recurning o
someone who is not supportive ('you look so critical’} and her awareness of
the sicuation, the *blackness, blackness, dragging me down' 1s opened our by
che realisarion I shouldn’c have gor on chis flighe conighr.’

[f che sengs on Blue reflect a sense of rime. then the next crack ‘River’
suggests that running away is no real solution. Prefaced by a moody and
resolurely minor ‘Jingle Bells’, che ‘our of runeness’ of che incro provides a
musical metaphor for nor belonging within the contexc of Christmas. a time
when the awareness of being alone is particutarly acute:

They're cucting down tsees
They're putting up reindeer
And singing songs of joy and peace.

The mood of nostalgia, of looking back ovec che past, is focused by an all-
pervading sense of absence, of snow, of money and of hetr lover. The
bleakness of the nacrative is underpinned by che repecitiveness of rhe vocal
line
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F C
He tned harg __ to help_  me you know, he
c
N———
put me at ease ___

which creaces a musical alignmenr between che 'what he did for me’ and the
"why* of loss. The introspection of the lyrics, the undetlying pain, 1s realised
partly in the formal tensions of the music icself. The narrative of loss is
roored in repecition, the need to escape by upward movement, chord
colouring aud a lack of resolurion.

I would teach my feet__ to

The final chorus, ‘1 wish 1 had a river 1 could skate away on’ and che reap-
pearance of ‘Jingle Bells’, twisted harmonically as a musical metaphor for
self-reproach ('l made my baby cry'), ends with a stark perfect fifth over D
(D7 omicting the F#) to provide a final and reflective coditig of emptiness.
Even here, however, Mitchell does not calk of returning to her lover. Racher
chere is the implicacion of skaung even furcher away.

The conflict becween love and pain, belonging and freedom. the resultanc
empuiness that can accompany che 'lonely road” are clearly the unifying
themes on the album and, wich nostalgia conscructed through the evocation
of Chnstmas, *A Case of You' provides contemplative insights inco love and
loss. Here, Mitchell muses over her obsessive love:
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c G7
' S~
could drink a case __ of
dar - ling_ and |would
G7 c G?
still __ be on my feet Oh,  would stil be on my
o F Dm7 o
<3 o %3 e
c G7 c G7

acknowledging her selfishness, her pig-headedness, but aware chac if she
were 0 ‘go to him, stay with him’, she should 'be prepared co bleed’, to
accept compromise. In ‘Richard’, che final, anti-climactic song of the album,
che implications of compromise ace given a specific focus.

For Richard, romanticism is a weakness. lc belongs to the pasc, che dark
cafés of youth. It feeds the anecdoces of che drunk and the boring. Mitchell,
with the moon in her eyes, reminiscing abouc ‘the last time I saw Richard
... " knows that she is not immune, but reassures herself with che chought
that ‘all good dreamers pass this way some day’ and while the burterfly
imagecy of 'gorgeous wings’ and flight suggest that the mood will pass, at
rhat moment her loss 1s complete. Richard is no solurion, racher he personi-
fies the end of the lace-1960s" dream. He has opted out, ‘married a figure
skater’ rather rhan a mavelling woman. She, in turn, is sull sitting in a dark
café, three years on, still alone, burt still part of that dream. 'And that,’ says
my friend Mary Routh, ‘is why she despises him.’

Blue, then, 1s like z cycle of songs chat has no teal beginning, no real end.
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Rarher the piano outro ta 'Richasd” wich sts somewhar deselare final chord
returns the histener co che tonely road where che album began, Whar s
evident, hewever, 15 the tace that behind the experience of che songs lses the
realicy of the cheices Micchell had o make if she wese to achieve ker ambu-
aons. in that she was a pioneer,

actually enjoying the same rewaeds as men boch financially and in
cerms of personal treedom. Bur ualike men, she has a female tradi-
con behind hee which sics on her shoutder and whispers,
‘Capirulate.” !t she 1s lonely, st 1s because she refuses to give in -
and ulamatcely 1¢ s che licele devil in her ear that is the problem
once other women learn from her and catch up she will noc longer
be che only woman with aticude.'3

However, as Jim Miller obsecves, it took het nearly che cousse of her six
albums 'to underscand and accept her dependency upon men't* It wasn't
uncil Hejira chac she could suy 'No regeets, coyore.’

Nearly chree decades after che celease of Blue, Mitchell remains a signili-
canc force in popular music, having influenced arcists as divecse as Annie
Lennox, Prince und Seal. Her legacy 1s to tocus accention on rhe personal. to
express freedom ot choice, to admic mistzkes, unhappy love aftuirs, involve-
mencs with weak mén, rough men and re move 0n — ‘no regrees, we just
come from different secs of ciccumsrances’ '3 Hec sccengeh lies in hec prag-
matism. She was/is a cealisc who accepts change, a 1970s' woman who chose
her lovers, accepted pain and bounced back. Her self-explorarion ancicipaces
the post-feminist emphasis of the 1990s, noc least che importance for
women to know, accept and explote personal feelings, o ‘bridge the gap
between mind and body, reason and emotion. chinking and feeling’ ¢ It is a
personal expenence chat (s communicared with wic and incelliyence and bas
certatnly proved an inspiration fer me.
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NOTES AND REFERENCES

I | would scknowledge the thoughts here of my triend and colteague Mary Routh
whose feedback on my first draft provided many provocative and significant
ideas thac have been incorporated into this chuprer, Thank you, Mary
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2 Ayamn, } would thank Maty for her insighc here
3 Interview with Jom Mitchell. Makeover, ). (1989) Wiodsseck, London: Sidgwick
and Jackson, p. 23.
4 Rycinga, J., 'Lesbian Compositional Process: One Lover-Composet’s Pecspective’,
in Brew, P . Wood, E. and Thomas, G.C (eds) (1994) Quuring The Prich. The
New Gay and Lasbian Musicology, London: Roudedge, p. 284. it 1s not suggesred
thar Micchell's compositions 1adicate a closet lesbian, rather that Rycinga’s iden-
uticacion of mocion, perception, feflecion ecc  has a relevance to che
compositional approach of the song. 1 would also refer hete ro Elizabeth Woad's
aracle ‘Sapphouics’ (also in @aeering the Puch) which provides an incecesting
discussion of the ways in which women’s voices cross the thresholds of register
in a way thar chailenges the esrablished order. As my colleague John Richardson
observes, vocal and, parcicularly, instrumental vistuosity 1s a cransgressive
element — parmicularly for women peiformers — and the extraordinaty range and
power of Mitchell's voice quire litesally upsets some listeners.
Jokn Richardson has also contnbured some relevant points on joni: Micchell's
alternative tunings which he 1nterprets as a possible seacch for 2 different
woman's voice. As he points out,

v

altecnative tunings also become altecnative tna wider sense. It 1s ceue
thar people like Dave Van Ronk, David Crosby and Neil Young used
similar runmings, bur not wirh the same musical results. Mitchell
heeself cites Elizaberh Cotron, a black woman, as having influenced her
guitar playing style, and not so much men who were warking with
alternative runings at the nme. Pat Merhenys frustracion with
Mitchell because of her use of alternauve runings (and her inability o
categonise the chords) appears co tend support to the idea char these
tunings are truly alternative and annoy people because of this.

John also notes chat Suzanne Vega's unorchodox gurtar seyle, although difterent
© Mirchell's (Vega picks rather than scrums) works 10 3 similar way - as
resisng the prevatling conditions. Thanks, John.

6 1n telk music, most instruments are acoustsc and poreable. The smpottane poine
hece ts thac chey can be carried around As such there is an analogy with the
arist's skeech pad in chac they can access the immedracy of the moment theough
the equivalence of a thumbnail sketch.

7 Wilfred Méllors has suggested thar women are successful with folk/pop because
1c is abour “instincr, 2s coneraseed with the dominance of incellect and will” Ths
is debarable. Cercainty Mitchell’s songs evidence borh an emorional content and
a definable musical intellecr. Mellers, W. (1986) Angelt of the Nighs. Populsr
Farale Singers of gur Time, Oxford: Basil Blackwell, p. 14]

The examples are provided by my ex-scudent, Grane Shalks, My intecesc in Taror
provides some insight into che asseciations of the moon and the feminine psyche.

8 Mifthin, M., ‘Barcfoer and Pregnant’, in Keyboard, p. 14, col. 3.

9 Mcchell's choice of guirar {as the accompaniment to a song) reflects her folk
background It alse has scrong associations with travel, che tuppy lifescyle thac
was so stgnificant to the lace 1960s

10 Again, 1 chank Mary here for her cravellec’s insights and che assacianion of che
ntf wirh Stephen Stills” ‘Marcakesh Express' which ugain highlights the exoric of
cravel.

L1 Tenic o Mominane (I-V) cadences are associated with an inteccuption of expec-
tatiens, a lack of resolution which is generally brought about by rhe reversal of
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the V-1 progression. Chord 1 is the harmonic ‘home’ of the diatonic scale and che
V.1 cadence 'mplies finalicy. As such, Mirchell's use of the chord V on the word
‘home’ has an undeclying irony 1n its musical imghicaciens of moviog on.

As Lucy O'Brien observes, every line 1s carefully wrought At tumes chis makes
her music curiously difficule to listen to — she doesn't opt fer easy meledy or
satisfying conclusions. "My music is not designed to grab instancly. It's designed
to wear for a Lifetime ... Mitchel! said in 1994, O'Beien, L. (1995) She Bep. The
Definieive History of Womers in Ruck, Pyp and Svul, London: Penguin Books, p. 178
Mary Routh, op. ¢4

Miller, J. (ed.) (1976) The Rulling Stane 1lustrated Hrstory of Rock and Roll, New
York: Rolling Stone Peess, p. 314,

O'Brien, op. ci2., p. 178

Tong, R (1992 Femimst Thought. A Comprebersive Irtroducston, London.
Rourtledge, p. 237,

-
DAUGHTERS OF CHAOS

Patci Smich, Siouxsie Sioux and che feminisation
of rock

le 1s an exuaordinary coincidence that punk, arguably one of the most
chaotic, yer ordered sub-cultuces to emerge within popular music, should
cotncide wich the debates surtounding language in mediating socio-policical
relations. As Tecry Eagleton wrote in 1983:

Meaning was not ‘natural', a question of just looking or seeing, or
someching eternally settled: che way you interpreted your world was
a funcrion of the languages you had at your disposal, and chere was
evidendy nothing immutable about these. Meaning was nor some-
thing which all men and women everywhere 1ntuitively shared, and
then aruculated in cheic various tongues and scapts; what meaning
you were able to arciculate depended on whar scripr of speech you
shared in the ficst place.t

The emphasis on cthe text as mediating between language-users is signifi-
cant, not least in asking ‘'why these particular groupings of statements at
that cime and not ochers'.2 In parcicular che ‘why' focuses a shift in emphasis
from a preoccupation with che rext roa new emphasis on social process, class,
gender and ethnic divisions ‘where the internal relations of “languages”
articulate with social practices and historical structures’? Whereas sceuc-
curalises had stressed the primacy of structure and syscem in language
(concentrating on the way in which che struccures of visual, verbal and audi-
tory texes produce meaning through an analysis of sign functions)
post-structuralises shifted the emphasis towards the ideological implications
of form. Language was seen as an active, Cransitive force which ‘shapes’ and
posiuens cthe subject (as speaker, writer, reader) while always icself
remaining ‘in process' capable of infinite adapration.*

The tensions between structuralism and pose-scruceuralism, of fixity over
process, undetpins the 1970s debates surrounding the sign of ‘woman’
herself. If masculine and feminine are defined on che basis of cheir difference
from each other, then woman can only be constructed as opposite, as ‘ocher’.
If, however, feminism accepts the diversity of women's experience as process,
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