
George Clinton | Paul Holdengräber

October 29, 2014

LIVE from the New York Public Library

www.nypl.org/live

Celeste Bartos Forum

Paul Holdengraber:
Good evening.  Excellent.  Good evening.  Good evening.  My name is Paul Holdengraber.  I’m the director of Public Programs here at the New York Public Library.  As all of you know, my goal here at the library is to make the lions roar, to make a heavy institution dance and, when successful, to make it levitate.  


George Clinton will be signing his book after our conversation, which will last about as long as a psychoanalytical session, if your shrink is generous [laughter].  Brothas Be, Yo Like George, Ain’t That Funkin’ Kinda Hard on You? Is a name, as you can tell, this is new language to me.  


It will be very interesting but I’m looking forward to it very, very much.  For the last seven years or so, I’ve been asking my guests to provide me a biography of themselves in seven words, a haiku of sorts, a tweet if you’re very modern and so I asked George Clinton to give me a biography of himself in seven words and this is what he submitted to me today.  Believe funk is its own reward.

[music][01:30] 
Make my funk the P. Funk


I want my funk uncut


Make my funk the P. Funk


I wants to get funked up


I want the bomb


I want the P. Funk


I want my funk uncut


Make my funk the P. Funk


I wants to get funked up


W-E-F-U-N-K, y’all


Now this is what I want you all to do

[applause][speaking from audience][01:52]  

Paul:
What a pleasure to have you here.

George Clinton:
Well, thank you.

Paul:
What a pleasure.

George:
Thank you for having me. Mmm, good to be in New York.

Paul:
It’s good to have you here. It’s really such a joy.

George:
It was right across from the water from my home, from Jersey, so it’s really good to be here [applause]. Thank you.

Paul:
And it was great to show you the special collections just before coming down here.

George:
That’s deep. I have to get my mind wrapped around that. Got to come back to check that out some more.

Paul:
Well, I hope you come back.

George:
I will.

Paul:
I’ve rarely seen someone as immersed as you were. You were truly taken by it.

George:
Oh yeah well that’s a long ways back just to bring us back to this point and then seeing Timothy Leary [laughter].

Paul:
What effect did that have on you? Seeing yeah a lot of people know what you’re talking about but that psychedelic stuff really got to you.

George:
Well if it wasn’t for flashbacks, I wouldn’t have no memory at all [laughter]. And seeing Timothy Leary just now and seeing Harv-, [Havad][03:16], Boston the other day, I been seeing a lot of recollections, even after I finished the book. The book took me back but when I got over there and looked around, said, “Oh my God,” this is where it was. I was on top of all these buildings with the fraternity kids back in the 60’s. I had wings [laughter].

Paul:
Seems you haven’t lost them. I want to take you on a trip.

George:
Uh-oh [laughter]. I have to be careful how you trip. Okay, how we traveling?

Paul:
I’ll take you on a trip where we will travel. I was surprised to find in your autobiography two musical references in your memoir, which I’d like to play and I’d like you to comment on it. The first one is if we could play audio one, please.

[music][04:20]

George:
Coco Seco.

Paul:
Tito Puente.

George:
Tito Puente. Oh my God. I used to hear it on the WWRL and WNJR and I thought it was a R&B record. I had no idea until later on in years that I realized, because it was number one in ’56. 

Paul:
Right.

George:
So it was like just one, another mother’s records that we danced to. Mambo was a thing in Newark.

Paul:
Is this funky music?

George:
Oh, Mambo is definitely, Mambo, Merengue, Cha Cha, all of that’s funky. I mean, it’s got that bottom and it’s got that jungle thing on it. It’s what we call today, we call it that doodoo [laughter].

Paul:
I’m going to learn a lot of things tonight. I know that [laughter]. Let’s play clip number one, if we could, Jerry Lee Lewis, Whole Lot of Shakin’ Going On.

George:
Whole Lot of Shakin’ Going On [cough].

[music][05:52] 
Come on over baby, whole lotta shakin' goin' on
Well, come on baby, baby you can't go wrong
We ain't fakin', while lotta shakin' goin' on.

Well, come on over baby, we got chicken in the barn
Woo-honey, come on over, we got a bull by the horn
We ain't fakin', whole lotta shakin' goin' on.

Well, come on over baby, we got chicken in the barn,
Whose barn, what barn, my barn
Come on honey, we got the bull by the horn
We ain't fakin', whole lotta shakin' goin' on.

Easy now. Shake.
Ah, shake it baby
Yeah, you can shake it one time 
Paul:
I love the comment you make about Jerry Lee Lewis.  You say Jerry Lee was funky for real, stupid funky.

George:
He wrecked shop when he came in. He wrecked shop long before long hit and his hair was long but he kept it wavy type.   When he threw that hair loose, he was in one. He was on one.  He was, out of that whole click of rock and roll, at that time, Elvis included, Jerry Lee Lewis was the P, of that right there, Peggy Sue and all of those, they was nice for Rock and Roll but he started trying to end the show.

Paul:
So what do you mean when you say stupid funky?

George:
Ah-aye-ah-aye-ah-aye-ah-aye, just make you go ah-aye, you can’t contain yourself. You just get…

Paul:
Yeah.

George:
Which is the most fun.

Paul:
Yeah, this is what strikes me about your life it’s just how much it’s been.

George:
Get off your ass and jam [applause]. Jerry Lee Lewis brought it out. Like I said, today, we say, got that doodoo. We got that shit. That’s him. Jerry Lee Lewis was the shit when it came to Rock and Roll back then. I mean, I saw him with Little Richard, and Chuck Berry, and Jerry Lee Lewis.  


They had a rock off and believe me, he held his own in the hood. He was banging and everybody was like, it’s like M&M is today in Hip Hop. Jerry Lewis was like that in Rock and Roll, because everybody else was, Elvis was all right but it was needed for pop radio but he was safe. Jerry wasn’t trying to be safe.

Paul:
Just trying to be a bad ass.

George:
He was trying to tear that roof off the sucker. I mean, I guess the whole family was, Swagger, his cousin, was the preacher and then the other one was in Texas with the bulls. The whole family was great. The whole family was funky.  


Plus, they was church people, too. His mother, both of their mother was preachers. So they go hand in hand. That funk in the church, they go hand in hand [laughter].

Paul:
Staying a little bit in the past, I’d like to talk to talk to you a little bit about some of the jazz influences you had early on. Who was important to you?

George:
I like Oscar Peterson, Oscar Brown, Jr., ‘Hey daddy, what dat dere?  And who dat go in dere?  Oh daddy oh hey daddy get out.’ That was like some of the what I get my thing into. When we did Make My Funk The P. Funk, we was thinking in term of James Brown but jazzy overtones like Oscar Brown, Jr. when he would have rapping over top of the jazzy music.  


That’s where I got the notion from but, of course, Miles, took me a minute like Wayne Shorter. I had to get grown and go through all my funk things before I could appreciate all the schooling that they had. I didn’t understand it. I grew up with Wayne Shorter and Larry Young, Jr. We all, me and Larry went to school together.  


Wayne was a little ahead of us but it took me a minute to understand Weather Report but after I got into I see it, I see it was the same thing as we was doing. You do the best you can and funk it and that’s what they were doing, funking it. It was slick, and cool, and everything but in the end, it was that freedom to be able to just explore and that’s what jazz…


Bernie Worrell in our group was a classical piano player so he could play with funk, jazz, gospel and we did it all in the middle of some heavy funky tracks. Eddie Hazel was the Jimi Hendrix people, with Maggot Brain, Free Your Mind Your Ass Will Follow, that’s a form of jazz. What Jimi was doing is a form of jazz.  When I heard Are You Experienced, it was the same as listening to Weather Report. You play the first 16 bars together and then everybody go out to lunch [laughter] and I meet you back here at Dakota.

Paul:
How old were you when you formed The Parliaments?

George:
15, 14 I was trying the basic [inaudible][12:11].  I couldn’t play on my own team so I started Parliament when I was 15.  Avon Avenue School in Newark, New Jersey and Frankie Lymon came out same time with Why Do Fools Fall In Love and that turned me out. I was finished.  


I would skip school, catch the 18 bus over to Port Authority, A-Train up to the 120th Street and go to the Apollo, area of the day to see Frankie Lymon [crosstalk]. 

Paul:
Who did you see there?

George:
Little Anthony, Little Anthony Imperials, the Cadillacs, Moonglows, Sarah Vaughan, everybody, Ray Charles, Dinah Washington. I didn’t care who it was. I lived in the Apollo, watched the same movie 3 times a day.

Paul:
You didn’t care who it was as long as you didn’t go to school.

George:
I was around that, as long as I didn’t go. I didn’t care about not going to school, because I could sing in school. We’d jam in school, but I just needed to see this. I used to go there and look at the wall and see all the pictures on the wall as you walk in. I wanted my picture on this wall.

Paul:
Ah, yeah.

George:
We did the amateur hour three times, lost the first and won the second two times but we changed costumes, people didn’t know it was the same group [laughter].

Paul:
Were you thinking about that at 15? I want my picture on the wall?

George:
Oh yeah, most everybody sang, like I said, in groups at school and when you would got the Apollo and see all those different groups that had hit records, you dreamed of seeing your picture there with the Cadillacs and the Moonglows and Flamingos, Platters, you wanted to be a part of that. Then The Temptations came along. Motown came along.  


That turned everybody’s world upside town. The Miracles, Four Tops, Temptations, Mary Wells, it was just like a whole mob. I would run to see that. I would later imitate that The Parliament, Funkadelic, Bootsy, [inaudible][14:23], I was imitating Motown.

Paul:
Let’s see clip number three, if we could.

[music][14:32]
I’ve got sunshine on a cloudy day.


When it’s cold outside I’ve got the month of May.


I guess you’d say


What can make me feel this way?


My girl (my girl, my girl)


Talkin’ ‘bout my girl (my girl).


I’ve got so much honey…

[applause]

Paul:
People will think that we have rehearsed this and I’m sorry we’re not playing the whole song each time, because I figure that, I said as long as a psychoanalytical session, if your shrink is generous but not too generous.  


You particularly admired Smokey Robinson and you write in the book, “He had this uncanny ability to take a measure of other people’s artistry and focus it, strengthen it, make it more than it ever could have been without him.”

George:
Smokey?

Paul:
Yes.

George:
Oh yes. I mean, he wrote not only a song for those groups but he wrote a style for them to be able to carry on in Apollo. Even when he didn’t write the songs, you could still hear his training.  Eddie Kendicks, you could hear Smokey and Eddie for the rest of his career even. Smokey, when he wrote songs like My Girl, It’s Growing, and all of that, it turned the whole industry around.


Everybody had been writing Bubblegum love songs but he had lyrics and puns that you, like how can anybody think all of that and he would do it over and over. He did the same for Marvin Gaye, Mary Wells and The Miracles. He was a artist’s artist.  You know what I’m saying? He could make [crosstalk].

Paul:
You mention the word puns.

George:
Puns, oh he could, hooks. He could play on words, jokes and make them mean something different each time with the same word or a different word that sound the same but he was so clever at it, because he always give you a whole story, the beginning, the middle of what’s happening, and then he’d end it with the same kind of, like Ain’t That Peculiar. You know what I’m saying?


Marvin Gaye’s I’ll Be Doggone. All of these songs had three elements to it, the beginning theory of the song, the middle of it, what happened to him and then the end, how he gets out of it or how he straightens it out. Smokey wrote like that. He was, unlike Curtis Mayfield who could write the same kind of feeling, he wrote like spiritual.  


Curtis Mayfield’s songs sound spiritual. Smokey’s was poetic.  You could tell he was a poet as would be Sly Stone later on in life. He was a poet and as opposed to the Beatles, who had songwriters craft four different versions. All four of them could write their own way but it was the style that when you put them together, they were unbeatable. Smokey was my hero and that’s who I followed.

Paul:
His role of recognizing what was important and bringing out the best is not unlike what your role was with P. Funk. You write, “People don’t have a clear idea of what they can and do as artists. I knew my limits. I knew what I couldn’t do. I couldn’t play an instrument. I couldn’t sing as well as so me and I couldn’t arrange as well as some others but I could see the whole picture from altitude and let me land the planes.” So what did you see from those altitudes?

George:
I was able to see from having been at the Brill Buildings during the early years of the Carole Kings and the Leiber and Stollers and all the songwriters from Broadway. Tin Pan Alley is what we called them, Otis Blackwell. I knew all those styles of music and then I learned if that if it was happening from England and British was the music of my mother’s and her friends and the music that I had heard in school.


So with all that information, that knowledge of the music of different styles, I was able to see what Eddie Hazel could do. If he learned to play Psychedelic, I know he could play Blues. So I buy him a guitar and give him Jimi Hendrix, Cream, Vanilla Fudge, give him the records that even 15 years old that he learned in the next two years, he was playing Maggot Brain.


I was able to see Bernie Worrell who just came out of Berkeley classical piano training, how he could use that training in a Rock and Roll band and make it work. Emerson Lake & Palmer was doing it. King Crimson was doing it, playing classical with Rock and Roll and Jazz.


So I knew that, okay, just mix all this information, all this stuff I been living through, mix it together. It can’t be nothing but the P. When Bootsy and Macy and Fred Wesley comes from James Brown band, I had all that material and all of the gun power to do anything I wanted to do so I could see the picture from above all of having just been around.


I knew what Bootsy would be able to do with just looking at him and seeing his image and then seeing them play. Give us a space ship, I’ll take all of us to heaven [laughter][applause].

Paul:
In essence, what you’re saying is you would just give them the freedom to do whatever they wanted to do?

George:
Yeah, yeah.

Paul:
Because you trusted them?

George:
I knew they could do what they do. I just have to find my part to go with it. Put their parts together. I couldn’t tell Bootsy what to play. I have no idea what he’s playing. Bernie, I can’t tell him what to play but I do know if you play it in this beat with Bootsy, it’s going to be something deep.


With Gary and with Ray Davis and with all that other voices that I have, it’s going to be deep. I just got to figure out my part and how to make it whatever I want it to be. I couldn’t make them to be a album cut, which I wasn’t looking for a single. It just artsy fartsy. Just everybody play slick as they can play and I just keep it tight or I get Bubblegummish and get a Flash Light and just have a James Brown beat and Bernie playing the base line on a moog and his hand claps and keep everything else out the way and it was a good dance record.


To this day, Flash Light sound like it’s cut today, because it’s all electronic. It ain’t a whole lot of analog in that. I mean, Bernie playing all the synthesizing. We have one guitar in there.  Other than that, it’s hand claps and Bernie.  


So given all those people I had to work with, it wasn’t too much I couldn’t do. Davis and Bradley comes on, we do Atomic Dog.  These was all kind of music where you put all this stuff together that don’t go together and then wait and see what you got.

Paul:
Don’t go together meaning all of…?

George:
They’re different styles. They’re different bags, different eras, different genres of music but with the drum machine, they all play into the same beat, just make it neat and put some words on there to make sense or don’t make sense [laughter], because not making sense became popular too.


Free Your Mind Your Ass Will Follow, nonsensical became the thing, because people got so smart in the 60’s, intellectual, all the kids was in college so kids get tired of everything. Soon as you get so slick, they going to take it back to some ppp-pph-pph, Bob-bob-a-loom-on and-the-bop-bam, you always reverted back to the most simple thing and you have to turn around and go back with them, because they all in future.


If you dislike it, you just going to get old [laughter] but if you just give them they shot and pay attention, they got me running around here singing now, Bitch, Don’t Kill My Vibe, just don’t kill my vibe [laughter].  


That’s the new thing, Kendrick Lamar. He’s the new thing and I’m down with him. I just did a couple of records with him a couple of weeks ago and a video a couple days ago that’s coming out and it’s like a brand new life for me and with him, he knew everything about us. He’s living his dream in the funk and I’m living mine checking out his new way of doing the funk.

Paul:
He knows everything as you knew everything at that point?

George:
Yeah, he studied very, very well. It was like talking to somebody that was in the band, because he paid attention. His family and his grandparents, from Compton where all the Hip Hop is coming out the Compton, too, so he’s got two generations of funk under his belt even through Hip Hop but he’s like very intelligent as to how he’s working with it.

Paul:
Early on, The Parliaments auditioned for Motown, didn’t work out?

George:
No, they told us they already had The Temptations. They already had The Four Tops but what it really was, The Temptations all six feet.

Paul:
Beautiful.

George:
Skinny. We was up there [laughter]. We had a cool routines and cool costumes but it ain’t cute.

Paul:
You weren’t signed by them but you were hired as a songwriter?

George:
Songwriter, yeah, I was learning my lessons from Smokey so I got a job as songwriter and eventually we got a hit record.  Motown was peaking at that time. They was about ready to go out to L.A. and do movies by the time we got a record called I Just Wanna Testify.


By the time we got that hit, Motown was leaving and like I said British invasion was happening. Soon as we got the hit record, we had to change, from the suits and trying to be cute, we had to make a radical change, because here comes The Beatles, The Rolling Stones with jeans and patches on them, fuck you and du-du.  


So we didn’t realize, we was trying to be cool and go to Vegas, to the Copa and then realized that there’s a coliseum over here we could play. There’s a Madison Square Garden. That’s where these groups was going. Our biggest aspiration was the Copa Cabana and been looked at how many seats they had, it don’t match, when everybody else is going to Madison Square.


So we said we going to make a funk opera. We going to get a spaceship. We going get under water boogie. We going to raise Atlantis from the bottom. We wanted a funky opera and that’s what we did. All those people got us a spaceship and took off [applause].

Paul:
Let’s look at clip four, if we could.

[music][26:53]
Friends, inquisitive friends
Are asking me what's come over me
A change, why there's been a change
And it's oh so plain to see
Love just walked in on me
And it’s taken me by surprise
Happiness surrounds me,
You can see it in my eyes
Now it was just a little while ago
My life was incomplete
I was down, so doggone low
I had to look up at my feet
Hey, y’all sing, I just gotta testify
What your love has done for me
Everybody, I just wanna testify
What your love has done for me
Mmm, hey-hey luscious,
Sho been…

[laughter][applause][28:01]
Paul:
It’s mind-boggling.

George:
We were in Boston that night so you know what was happening.

Paul:
Tell me.

George:
Oh, we was on one. Oh, we was on one. Timothy Leary was around the corner [laughter]. That was for real the beginning.  I think it couldn’t have been no more than two to three weeks right there, that show right there, after we first had taken acid and we probably still on the same trip [laughter].

Paul:
Because I’m a fair novice in these matters, tell me a little bit more about what happened when you started to take it and how it changed you.

George:
Well like I say if you remember, you was there, then but I can just look at that and just look, oh my God and that’s just how it is. It leaves you right there. Oh my God. White people say, ‘far out.’ Black people say, ‘wow,’ but it’s the same thing. You don’t know.


When I see myself now, we could do this show but it’s like oh you pitiful thing. It was nice and believe me there it was the most beautiful time in my life but looking at it now I know I wasn’t in charge of nothing [laughter]. It was a lucky thing that everybody felt it when there’s like the people would, oh he’s tripping, don’t blow his, don’t crowd his space.


They gave you room. Today, it would be, ‘drug addict, get the hell outta here.’ It was that time up until when they ended the Vietnam War. Everybody had a free passage for peace and love and that represented. That’s the only that protect you, because otherwise you’re defenseless. You can’t do nothing. You just smile and hi but it was beautiful, because you couldn’t do nothing about it anyway. It’s too late. You done did it. You out there but it was cool. I look back at that now and say whoa.

Paul:
I’m slowly getting the picture, I must say.

George:
Yeah.

Paul:
Yeah but it does make me feel like I missed out.

George:
Oh but only, it only if you was at that time, because I don’t think you have the same protection after that, after ’70. I think right after Woodstock, everybody starts saying $20 a lead, watch out for the brown acid.  


You didn’t hear those kind of terms at first. It was, “Want to share a joint? Want to share a tab?” It was always share [inaudible][30:56] you ended up and got it together but it was about getting it and sharing it. When anything get to the point that it becomes for sale, then all that goes along with it comes along with it.


People would start cutting it to make profit. They start selling you anything that looks like a hallucination, which most the time is poison. With PCP came right after acid and that’s what happened. It became commercial so to do it now would be very dangerous.


I mean I went 25 years looking for it again and hadn’t never found it. It take a long time to get off of crack after you try to find it, because it’s its own energy. I wasn’t doing nothing. I wasn’t even getting high but I couldn’t stop. It’s just its own energy. It ain’t doing nothing. Baking soda and B12, that’s all it was and you spending all your money for that and wasn’t getting off and didn’t know it. So yeah, I was glad to get outta that. That’s what this whole book is about [applause].

Paul:
You became friends with Sly and you describe him as a master of nonsense [laughter].  You say…

George:
That’s my boy.

Paul:
I love this, it’s your boy, I love this sentence in your book, “Listening to Sly Stone was like taking a master class in brilliant nonsense.”

George:
Bullshit [laughter].

Paul:
Bullshit but you wrote nonsense but bullshit?

George:
Right. I know he was just good at nonsense. I mean, I could put it like that and the best example of you sitting around, everybody know the story, you doing drugs and you running out. His way of saying we running out is, “Hey George, folks be lying. Folks don’t be having enough of nothing.” Now I got to figure out what he mean [laughter].

Paul:
You know, help me.

George:
Because he’s saying, “Folks be lying. Folks don’t be having enough of nothing,” which mean you look around, ain’t nobody on the phone calling the dope man. Folks acting like they satisfied. They lying. They don’t be having enough of nothing, especially not dope so somebody need to be on the phone calling the dope man [laughter].


He do it not looking at you know like, “Hey, hey George, folks be lying. Folks don’t be having enough of nothing.”  [inaudible][laughter][33:53] and you got to figure out and once you look around you see immediately what he mean. It’s always right there, soon as you, oh, I guess I’m supposed to call somebody.  


Somebody supposed to call, but that’s the way he talked in riddles all the time and you and that’s the way his songs are.  They sound like he’s talking to you but if he mostly, like I said really bullshit but just sounds so rhythmically cool. You put a beat to it, you got a hit record [laughter].

Paul:
You write you could talk to him to that mother fucker for 20 minutes and not understand a word of what he was saying though you also understand that he was saying everything.

George:
Everything, I mean you got a clear if you, anybody had seen him in Dick Cavett and you know Dick Cavett’s very sharp and Sly’s up there with the governor on there with his whole act, ended up making Dick Cavett curse him out [laughter], because he just know how to go all around you and got the people in the audience to go along with him, because I think the Indians had taken over Alkatraz at one of think and he was trying to tell the governor to talk about it.


Dick Cavett didn’t want to talk about it so Sly just asked the governor himself while they on the talk show and the people went crazy clapping. It’s like, “Told you I’d help you,” and that’s just him. He’s like that. He’d talk you out of anything, too, out of all your money, all your dope. Oh, he had that ability.

Paul:
How did you come up with the name Funkadelic?

George:
Oh that was easy. We was extremely funky. Here come Jimi Hendrix, The Who, and the Vanilla Fudge, and Cream, and everybody playing Psychedelic, which was the dominant thing at the time. Motown was a funky label. We had come from that, so turn the guitars up on the Motown record, you got Funkadelic, you got Psychedelic R&B, which is Funkadelic.


That’s all we did, put funk on the pre pix of delic and just turned our amps up and play Motown music real loud. That was Funkadelic’s theory from then on. We call it Parlia-funkadelic-ment thing or better yet or the Promentalshitbackwashpsychosisenimasquad.

Paul:
Once more? What?

George:
The Promentalbackwashpsychosisenemasquad, the Promentalshitbackwashpsychosisenimasquad, the doodoo chasers, the band in the tidy bowl of your mind, bringing you music to get your shit together by, the prune juice of the brain [laughter][applause].

Paul:
Let’s hear the first track of Free Your Mind And Your Ass Will Follow, which you say was written almost entirely on LSD, with your five.

George:
The whole album was.

[music][37:43]
Free your mind and your ass will follow 

The kingdom of heaven is within


Free your mind and your ass will follow 

The kingdom of heaven is within


Free your mind and your ass will follow 

The kingdom of heaven is within


Open up your funky mind and you can fly


Free your mind and your ass will follow 

The kingdom of heaven is within


Freedom is free of the need to be free


Free your mind and your ass will follow 

The kingdom of heaven is within


Free your mind and your ass will follow 

The kingdom of heaven is within


Free your mind and your ass will follow 

The kingdom of heaven is within


Free your mind and your ass will follow 

The kingdom of heaven is within

[applause]

George:
Well you know, in the midst of all that, Free Your Mind Your Ass Will Follow, we corrupted Martha of the Vandellas [laughter].  That’s her singing in the background with us [laughter]. A few years after she told us no, that we couldn’t be hitting Motown, we had her in the Funkadelics singing background on Free Your Mind Your Ass Will Follow.

Paul:
Your revenge?

George:
Revenge and we were tripping and she didn’t know what that was.

Paul:
45 years later hearing that, what comes to your mind now on stage hearing that?

George:
We got away with that shit [laughter][applause]. We set out to do something so definitely make a mark so we wouldn’t have to be in a bag, that we wouldn’t have to be scrutinized every single we put out, trying to get a hit single. We succeeded.  That was not going be single and the album wasn’t going to be a single.  


We knew that we’d have some fans that was out there with us that would like us and those fans grew and grew. Like I said before, we was too black for white folks and too white for black folks on the whole but the people that liked us either way stayed with us throughout the years


So it just grew on our own term. Making a record like that, no, we wasn’t in no bag no more. We were allowed to do anything we wanted to between that and where we are, between those two spaces, we could do anything, because that’s a long ways from normal and between that and normal, we did everything.

Paul:
And you feel that as though you got away with it?

George:
Oh, yeah, it gave me the freedom to do anything I wanted to do and people say that’s Funkadelic. They can do that. We were allowed to do those things. We were allowed to experiment even with Atomic Dog. That wasn’t such a different record. If it wasn’t us already, we might have got a problem with trying to even get it played, because it was so different than anything else but being Funkadelic… 

Paul:
Meant being different from…

George:
It’s okay.

Paul:
Yeah.

George:
We were [inaudible][41:56] and just because they just had Flash Light, that was weird. We had One Nation. That was cool.  That wasn’t weird but we’ve had Standing on the Verge and all those weird records that had it set up our parameters that we were allowed to do whatever we wanted to.


When we did Bootsy, it made it easier, because here’s a silly serious love songs, which is what we wanted to do as Parliament in the early days with just big base bottom but we had all the bases covered and when we really needed a hit record, just call Macy on Fred and do a James Brown track and talk shit over it.

Paul:
What strikes me is the blend of sincerity, seriousness and humor in all of this, you say to me all the social and psychological content seemed funny, especially the most serious ideas, life, death, social control. When you stayed there hanging in the space between comedy and tragedy, between reality and surreality, a kind of wisdom started to come through you.

George:
Yeah, people had to tell me. I didn’t think it was all that deep.  I just thought I was being weird and that it was working.

Paul:
And people said to you, “That’s deep.”
George:
Man, you know what you said, ‘Free your mind, your ass will follow.’ That’s deep. What’s so deep about it? [laughter] As you go on, okay, okay, I guess that do make some sense, if you really thinking, looking for philosophical in an equation, which I wasn’t.  


Just like saying, trying to be weird and hoping it work but as you start seeing Beatles and people with stories and philosophies and Eastern religion, you start to like taking on some of that and before I knew it, I was saying things like if you don’t like the effect, don’t produce the cause.


I don’t even know where I got that from [laughter] but it started making lots of sense to me, things that I was saying that I hadn’t even myself was thinking I’m joking it was getting over, my friend Ernie Harrison [inaudible][44:12] who would write it down and he was philosophical as all that.  


He went, “No, this is deeper than that.” He’d write you, say this again, this is a good one and after while I started paying attention to it and then going back over the old ones that I had did and think, well, maybe something is coming through that I don’t know nothing about, because that’s the only thing I contributed it to.


I didn’t go to school like that but I paid a lot of attention to all the kids around us and that’s what they were into in ’67, ’89, was into knowledge, all the little college kids around us, we basically was chasing the girls but it get rubbed off on you. You don’t want to be lame and corny so you learn how to change your old ways of being jealous and all that, because these kids laugh at that.


So you don’t want to be lame. You start learning, damn I got these old fashioned, I gotta sneak outta this before they recognize I’m a corny old fool [laughter]. So you sneak outta that and put it in the song like you thought of it and all the sudden you deep again [laughter].

Paul:
Where did that sentence come to you from? I mean, when you say free your mind and your ass will follow, where did it [crosstalk]

George:
I don’t know, I’m saying I just said it, it was out there.

Paul:
You had no idea where it came from?

George:
No, other than trying to be ooga booga and say something deep, just on the, no I didn’t think about it, it wasn’t thought about. It’s like adlib, they call it free styling. Basically, that’s what it was. It’s a stream of consciousness but then after you go back there and take notes and see what it, then you go back and make a good excuse for why you said, yeah, I meant that.  That’s what I meant [laughter].

Paul:
Probably other people started to tell you…

George:
Did you mean so and so? Yeah, if it sound good. If it sound good, that’s what I meant and I go write it down this is what I meant [laughter].

Paul:
Because when I heard that song and started to reflect on it, I thought, “God that’s deep.” I thought this could be said by [inaudible][46:30], who said that the golden life, he said it by different terms but listen to this, “The golden life is to arrive at immediacy after reflection.”
George:
Wow.

Paul:
Deep, huh?

George:
That’s deep.

Paul:
Yeah [laughter].

George:
It also sound like he had a good tab, too [laughter][applause].

Paul:
Yeah.

George:
It sound like something you would say when you out there in Lala land. Pretty things happen out there.

Paul:
After that came Maggot Brain, Eddie Hazel’s guitar solo, like you to talk a little bit about it and then we’ll take a listen to it.

George:
Eddie Hazel was one of those guitar players that could play sensitive and he was bluesy as all hell but he was so sensitive in his mind that if you put a notion in his head and walk away, he’ll react to it, so I just told him, “Okay, I think we need a good Jimi Hendrix type blues song that’s all the way out there.”  I told him, “Imagine if your mother died.”
Paul:
Yeah and you tell that story.

George:
You know he’s awful innocent to fuck up, don’t jazz bullshit, no nothing, when it walks away, it’s on his mind, he’s playing [inaudible][48:05] but that’s on his mind now. He’s actually, he can’t help it, it’s in his fingers now and he played so well that on the record, I took the drums and the base completely off.


You hear them fade out right at the beginning of the record.  They couldn’t keep up with him and if one guitar playing rhythm and his solo and I took about four or five echoplexes that the repeat echoes on top of it and he couldn’t hear that.  All he could hear was what he was playing and so I had the board, I’m doing all kind of crazy shit to the mix that the engineers don’t want to be a part of it [laughter].


They don’t want their name on this. This is like, this is too sloppy. So they left us alone. I just messed with it and Eddie came out with what happened and by the time we finished listening to that, it was like sound on top of sound and it became what we know now as Maggot Brain, a classic from Eddie Hazel that’s unimaginable and all the engineers later on came back, said they did it [laughter].  


They got jobs at Motown and they went on to do Psychedelic Shack, Cloud 9 and all the Temptation songs. That’s when they started doing that, after Eddie with his wa-wah turned them on.

Paul:
Let’s take a listen to audio six.

[audio 6][49:39]
[sounds like car motor] Mother Earth is pregnant for the third time, for y’all have knocked her up. I have tasted the maggots in the mind of the universe. I was not offended, for I knew I had to rise above it all or drown in my own shit.

[music][applause]

Paul:
I don’t know what I’m supposed to say but wow.

George:
You have to think, it was a little cheap guitar. A K from Sears & Roebuck. I mean, Eddie can play anybody’s guitar, any type of guitar and make it sound like Ed Hazel’s playing it and that was when those went from [inaudible][52:16] called a K, you know like $29 a song.


He was like that and that record legitimately put us into what we was trying to do as a psychedelic band. Maggot Brain was the big and soon as we got it, like I said, the music business started changing again, it was time to change again, and you notice after Maggot Brain, we progressively started getting straight from the 60’s, eight psychedelic, after Maggot Brain was Cosmic Slop, which got a little more tamer.


Then Standing on the Verge was a little more commercial but by the time we got the One Nation Under a Groove, which is funkadelic, it was all the way straight pop record.

Paul:
Why did that happen?

George:
That’s what time it was. Parliament had opened up with the Mothership connection. It had opened up the doors for us to do whatever we want to do commercial now so it was time to get a commercial hit for Funkadelic.


We didn’t have to be all the way underground in psychedelic, because underground radio has stopped playing now, all of that. R&B radio was going into disco into hip hop so it was time for us to change again and sampling started to come around, we started sampling our own self. We sampled somebody who sampled us [laughter]. You have to figure out a way to stay around.

Paul:
So it was a way of stealing from yourself?

George:
Yes, if you want to call them stealing. They wasn’t stealing.  They were sampling and they were paying for it but the record companies wasn’t giving us the money but they was paying for it. So we decided well we’ll sample ourselves. That’s what records are made out, how records are made. So we do that.  We still play but we just turn around and sample that.

Paul:
I’d like us to look at some of the covers of your records.

George:
Oh yeah.

Paul:
We’re going to show a few and I’d like you just to talk over them, give us a little master class of some of those covers, because I think that such attention was given to them. I wonder if that much attention is given nowadays.

George:
Not really. They got computers now. You don’t have to, it’s very easy.

Paul:
No but there’s a return to vinyl and I just…

George:
Well yeah, well a new record we just put out that go along with the book, the same artist, Pedro Bell, he did the cover. So if you look in the book to see Shake the Gate, that’s the newest record with 33 songs on it, the same artists with the same sensibility on the covers.

Paul:
Let’s take a trip together.

George:
It’s a trip, too.

Paul:
Yeah.

George:
Oh, the first Funkadelic record, we didn’t have too much to do with that one. The company did it and I’m not even sure who the person was on it but that was the first Funkadelic. We were just so glad to get a album out. That was the first album, period, Parliament or Funkadelic.


So we were so glad to get that one out that we was happy with that one and the next one was Free Your Mind. Free Your Mind Your Ass Will Follow and we don’t know who the ass is [laughter] or the mind. No, we never met her, either but everybody always look at the back of the album covers [laughter]. 

Paul:
Are you sure?

George:
Yeah, you go and free you mind, I mean, that was on acid, we didn’t have no excuse for that [laughter].

Paul:
Okay, okay the next one.

George:
Okay.

Paul:
Oh God.

George:
Maggot Brain. Now if I told you what the original cover was going to look like, it’s kind of nasty but I can tell you [crosstalk].

Paul:
Describe it a little bit.

George:
Well it was going to be a pimp vampire, black vampire, kicked back, clean, fang with a diamond in it, a sparkly diamond, a glass of blood, not biting nobody’s neck. He was too cool to bite somebody’s neck. He have a glass of blood but the fang and when you look close to it, you saw a whole bunch of squeezed out tampons. That was the cover and they said, “No, don’t do that” [laughter].

Paul:
Who said no?

George:
The record company, they said [laughter].

Paul:
Oh.

George:
I kind of agreed with them though after I did it, I said no [inaudible][57:27].

Paul:
Were you pushing it too much?

George:
Yeah, I thought I was pushing it so I, it didn’t take much for me to say never mind, you all go ahead and do a cover but I thought it was cool for a minute [laughter]. Don’t look at me like that.

Paul:
It’s good to hear the story. Tell us about this.

George:
Which one? Maggot Brain?

Paul:
Yeah, this.

George:
The one that they did, well, again, the record company after they rejected mine, they went on and did it, I met that girl later on and I met her, she passed and her husband, I just met him not too long ago but this was the substitute for my version [laughter].

Paul:
It’s different.

George:
Oh it’s definitely different. I mean, it opened up and see all the little words inside. It’s kind of nasty.

Paul:
Let’s look at the next one.

George:
This is where we took over. We took over here. I got away with this one. You probably couldn’t get away with this today.  America Eats its Young and it was the Vietnam War and the war was ending so we had to make a tribute to that and you can see it’s a dollar bill, the Statue of Liberty with a arm full of babies, munching on them, a little junkie and the eagle with a junkie, and a hypodermic needle in the other, that was all that was what was going on at that time and America Eats its Young and beautiful songs.  


The songs are really beautiful, but the topics we sang about was all pretty scary. If you don’t like the effect, don’t produce the cause. Balance is my thing. Sun, wind, and rain was come.  Talk about Mother Nature and wake up living the presence of your future. It was about [Ms.][59:35] Lucifer’s love. It was about a lot of dark things that was going on but all the melodies were really beautiful and the main song was Everybody’s Gonna Make it This Time.


We cut that one over in London at Olympic Studios using Ginger Baker’s drums and hanging out with a friend of mine, Jimmy Miller, who produced the Rolling Stones and the Spooky Tooth, Spencer Davies, Traffic. He and I had been friends early so I got this cover, had thought of this, just paying attention to all the Beatles and everybody was doing, being anti-structure.


America Eats its Young. No, you couldn’t do that today. I hate it. That would be terrorist talk or terrorist pictures.

Paul:
Let’s look at the next one.

George:
Okay, this is the beginning of Pedro Bell, Cosmic Slum. This is the one I told you, I was living in Toronto and he used to write me letters as a fan and which got Postmaster General came to my house, wanted to know what kind of organization I was in [laughter], because he used to draw like this on the letters and he thought it was something subversive type stuff.


It was the same thing David put on the covers, so they wanted to know what was up. So I say if it’s that strong as Pedro, then do me, do a album cover for me so he did Cosmic Slop. They got space pimps and cosmic hoes with worms running out of their bodies. That’s Pedroland there.  


From then on, Funkadelic would have another look. It would be [inaudible][01:01:43], which is Pedro Bell backwards, Cosmic Slop. Oh, I told Pedro when this next album, Standing on the Verge of Getting it On and I wanted a vehicle that was biological and machine at the same time.


Now it’s kind of vehicle that, and if you’re over Standing on the Verge, when you open it up, you’ll see that that whole thing is a machine, a space ship but the front got a [inaudible][01:02:22] on the front with swords is a living space shift in this as a, in the stories about was Ali and Frazier’s boxing.  


Pedro would always do these stories, because I was telling him what I’m talking about, Standing on the Verge of Getting it On, we felt like we were just about ready to go pop, because everything was getting smooth with it, new vision in sight, Neil Bogart was coming up with Casablanca, we hadn’t got with him, but we could feel it was on its way in.  


It was coming in so Pedro did that album and did the, I mean Ali and Frazier’s fight. They were Standing on the Verge of Getting it On and that was where we was at with that one.  


Uh-oh, Up for the Downstroke, Parliament’s first album with Casablanca, the cover of that right there is a friend of mine, [inaudible][01:03:27] was a manager that was his idea for this cover and it’s Up For the Downstroke and we was stroking them.


Neil Bogart’s wife, Joyce, we did the first video right here in the Village on Washington Street and 4th with these big boots, you saw me wearing. Later on, you probably saw Kiss with the same boots on. I gave them to my boy with my boy with the big tongue, Gene Simmons. He said he gave them to me, but I gave them to him.


Up For the Down, that was our first record with Bootsy, too.  That was our first hit single, after Testify. That put us on the road to we still flying from that, after that.  


Take it to the Stage. This was the last Funkadelic record. No, we had one more before that. Take it to the Stage was where we was marking of the groups, like they do in hip hop where they dis each other. We tried to start that back in those days.  We called Earth Wind and Fire Earth hardly had no fire. We called James Brown James Clown, Fool and the Gang, Sliding the Family Bricks [laughter].

Paul:
So a love of puns.

George:
Yeah it was everybody that we liked. We didn’t do it to nobody we didn’t like, because you giving them play when you talk about them but that was this instead of fighting we were saying let’s take it to the stage and settle our beats, instead of taking each other’s time on the stage and getting mad with each other.  


Let’s just take it to the stage. Do your thing and I’ll do mine.  What’s happening CC? Right there and right about the time we did Talk of the City was the second record for Casablanca.  Black and I’m proud was happening. It was cool to be black all of the sudden.


Matter of fact, it was very good to be black and so we said, okay, it was 80 percent blacks in Washington DC and a few other cities. Our mayor in Newark was black. I could see it coming. I could see who’s going to be paint the White House black one day but in the meantime, we settled for Chocolate City, Ali in the White House, Aretha Franklin, Stevie Wonder, Richard Prior, that was the Cabinet [laughter].  


It was Chocolate City. We just made the best out of something that was popular. Black and I’m proud. We decided okay, black and we rich and that’s what we was telling them and the very next one, if that work, we got blacks in the White House. We said why not put the black on the moon, might get them a space ship [laughter].

Paul:
There it is [applause].

George:
A lot of people look at it like it’s a Cadillac, a pimp in outer space said known as Cadillac. My thing was we got away with it in the city so why not just go into outer space. You the only black person you saw in outer space was Lieutenant Uru on Star Trek [laughter].

Paul:
It’s time for us.

George:
Unless you call the Klingons black. Other than that, we was just jamming and we knew we was on our way out of this world but that one right there, we knew we was on, Bootsy was on, we had Fred, Macy. We had a combination of things that we could call pure funk.  


We had all this under our belt by this. This came out at same time Bootsy’s Stretching Out a Rubber Band came out. They came out together so we knew there was no stopping us. It took a couple of years later to do One Nation Under the Groove, but we said ain’t no stopping us now but we knew it when Mothership came out.

Paul:
And the Mothership now is on its way to the Smithsonian.

George:
It’s at the Smithsonian Institute [applause].

Paul:
Let’s take a look at it. It’s image 17. There it is.

George:
Hey, hey.

Paul:
You saying hello to it?

George:
I just spoke to it [laughter]. They came to my studio in Tallahassee and we had to wave bye to it but then we knew it was going to be in a safe place forever.

Paul:
How does it feel to be in a museum?

George:
It feels good. It feels real good. I tell you what, it feels like I really have a mission to get these songs copyrights back, because they represent that [applause].

Paul:
You said that in part you wrote the book for that reason.

George:
I wrote the book for that reason and like I said, on page 379, that whole, I’m going to keep saying that now, page 379, that is the key.

Paul:
That’s not, let me read, I mean I encourage people to get the book for more than page 379.

George:
Oh no, no, believe me you going to enjoy the book. I have no doubt. You might can find it hard to actually want to read 379.  You may find it hard to want to even see, because it’s lots of money and collateral music that has been taken so that’s hard to look at.


You will enjoy the book, trust me. You’ll have fun. It’s fun to me to remember, recall and do all those things and the history is well worth it, and like I said, the space ship being in the Smithsonian just make it a must that I honor the music by fighting for it [applause].

Paul:
Let’s see the Mothership in its prime. We have to.

George:
Oh yeah.

Paul:
Clip five.

[music][inaudible][01:10:16] 
 

[applause]

Paul:
Wow.

George:
You know it was the Mothership was a hit already but it was when the Flash Light came out, it was compounded.  Mothership had already been a hit and everybody was on, Flash Light, right behind that, imagine 10,000 light sabers or flashlights and all and they’re like lightning bugs, like thousands of lightning bugs out in the audience and we used to play Flash Light and getting out of the Mothership, we would explode.  1,000 bulbs, all at once, which blinded you and next thing you know, the space shift is ascending, leaving. That was a rush.

Paul:
What drugs were you on then [laughter]?

George:
Back then, we were just smoking and probably just snorting coke. That was light. It was later on that we started messing up the coke by wetting it [laughter].

Paul:
A whole education for me. We’ll go to your sort of career for a moment and look at variations on the theme of a dog and look at clip six, Atomic Dog.

[music][01:12:57] 
Yeah, this is a story of a famous dog
For the dog that chases its tail will be dizzy
These are clapping dogs, rhythmic dogs
Harmonic dogs, house dogs, street dogs

Dog of the world unite
Dancin' dogs
Yeah, countin' dogs, funky dogs
Nasty dogs

Atomic dog
Atomic dog

Like the boys
When they're out there walkin' the streets
May compete
Nothin' but the dog in ya

Bow-wow-wow-yippie-yo-yippie-yeah
Bow-wow-yippie-yo-yippie-yeah
Bow-wow-wow-yippie-yo-yippie-yeah
Bow-wow-yippie-yo-yippie-yeah

Like the boys
When they're out there walkin'…
[applause]

Paul:
That’s so great, so great. For you, was George Clinton the solo artist just Parliament or Funkadelic and then other name? Was this part of Funkadelic?

George:
The same musicians. It was the same musicians but just a different approach to music. Our keyboard player David Spradley had been playing with Parlet at the time, just did the him and Garry Shider did the track to that, which was a new thing, because we was it was the electronic type sounds coming in, the hip hop sound.


So they played it like it was sampled and I, again, was on one of those crazy missions. By this time, I really was cracked out and that song was, it came about because of that. I rushed into the studio, thought they was recording without me and like a crack head, I was, “I’m ready, I’m taking over,” and I got there and I realized that the tape was backwards on the wrong side so I dug my part in on the track like that.


So that’s why the song is actually like that, sounding backward, because we couldn’t turn it back over there to finish it with the tape being backward, which mean we had to put a base line on there now to fit what I was saying backward and all I was saying was, “This is the story of famous dogs,” because I didn’t know what key is was in [laughter].


So I’m talking for about two minutes trying to figure out what’s going to happen to the music and I didn’t realize that it was backwards so I couldn’t hear no tone or nothing, so I just, “Why must I feel like that, why must I chase the cat, the dog in me,” instead of taking it off and doing it right, Garry just put the harmony around that.


So the song kept progressing wrong and so we end up with the beat back on it that way, so you got a weird sounding record that you could never do again, because it was accident, because I was tripping out of my mind thinking they was recording without me.

Paul:
Let’s look at clip seven, if we can [laughter].

[music][01:16:42] 
Snoop dog, Dogg
(The bomb)
Snoop Doggy, Dogg


From the depths of the sea, back to the block
Snoop Doggy Dogg, funky as the, the, The D.O.C.
Went solo on that ass but it's still the same
Long Beach is the spot where I served my cane


Follow me, follow me, follow me
Follow me but don't lose your grip
Nine-trizzay's the yizzear for me to fuck up shit
So I ain't holdin' nuttin' back
And motherfucker I got five on the twenty sack


It's like that and as a matter of fact, rat-tat-tat-tat
'Cuz I never hesitate to put a nigga on his back
Yeah, so peep out the manuscript
You see that it's a must we drop gangsta shit
What's my motherfuckin' name?


Snoop Doggy, Dogg
(Yeah, yeah, yeah)
Snoop Doggy, Dogg
(The bomb)
Da duh, da, da, dah
Do do do do, doo doo, doo da dah


It's the bow to the wow, creepin' and crawlin'
Yiggy, yes, y'allin, Snoop Doggy Dogg in
The motherfuckin' house like everyday
Droppin' shit with my nigga Mr. Dr. Dre
[applause]

Paul:
Are you proud hearing this?

George:
Oh I’m very proud of hearing that. I was actually on that record besides the samples. I actually did a live part of it, on the Snoop’s records. I worked with Dre right from the very beginning on two pocs, You Can’t See Me, that record and quite a few of Dre’s and Snoop’s, them record. They were part of the P Funk Mothership thing on the West Coast.


Dre had a company called Uncle Jam’s Army taken from one of our records. So we knew them before there was a NWA and by the time they got to do that, we was ready to again be One N Nation Under a Groove. We was always down with them. Same as the New York [inaudible][01:18:46] and Rock Kim and most of them Bronx and Brooklyn groups.

Paul:
You write that you were a mentor to a group up and coming rappers in Atlanta in the early 90’s while recording the song Hollywood. The place was like the barber shop had been back in playing field and then some. It was so many young kids hanging around there, artists at the beginning of their careers like Usher, Busta Rhymes, Outkast, The ABC Crew, Too Short, Goodie Mob. They were sitting around like Kindergarteners learning from me but teaching me also.

George:
Yeah, that was fun. I mean, that was to watch all them become stars, TLC like the to watch all them just blow up and become what they became, even that Little John, they were after the other ones but they were still there and they’re like everybody from that click became stars and I was real proud at that time.


It was a lot of fun, because at the same time I was recording for Prince at Paisley Park but I was doing it in Atlanta just when Bobbie Brown was leaving and Dallas took over his studio so it was a whole bunch of up and coming, Eric Sermon and it was just so many people there that eventually became stars. They was all in their teens at the time.

Paul:
In closing, I would like us to take a listen to the new album to audio number ten if we could which…

[music][01:20:36]
Brothers be like George, funky kind of auto music, I was hard when I started, I’ll be hard when I get through, for example if I had a sample of some of that funk like you, would I be funky too if I could be funky like you brothers be here like George, ain’t that funky at all on you.
George:
At all on you [applause].

Paul:
The book gets its title from the song. Today, I was communicating with Nile Rogers and who sends you very warm regards from France, was hoping he might be able to come and I said, “Since you can’t come, ask the man a question,” so he sent me this question. Is it true that Sly Stone is totally together now and is appearing on your next record?

George:
Sly Stone is having problems now. Same problems I’m having with legality and his copyrights and we all need to help him the same as you help me by just being aware that this is going on.  It’s true that he’s on my album, five cuts and he’s doing very well songs are very well done [applause] but like myself, we have almost 1,000, 700 to 1,000 court cases that’s sealed and we can’t see what’s going on.


He has the same type of problems going on. We can’t find out what’s happening with the royalties and we need some investigation by the government to look into. This is 100s of millions of dollars. This is not one or two songs, this is whole history that’s going to be taken away forever from him and myself but we need some kind of help from the government, attorney general to look into because it’s not fair, the lawyers and judges has being bought out and there’s no way for us to fight that kind of and it’s a cover up.


You can’t even get your chance in the TV, on radio to tell your side of the story. That’s why it’s in the book, Sly, he’s doing very well far as his music, far as being able to write and play, but he don’t have a chance for as trying to survive in the real sense of the word but not getting paid.

Paul:
How might music look different today if George Clinton hadn’t been around?

George:
Well somebody would have did it, somebody might be did it a different way or different style but there’s always going to be somebody doing something and believe me I done heard some out there that’s can very funky and I wish I could get a track under M&M record or even a Rock Kim record, certain people just don’t go nowhere, they’ll be around forever and I’d like to collaborate with certain, those type of people.

Paul:
It’s what keeps you going.

George:
Yeah.

Paul:
In closing, I’d like you to read a final words of your book, why don’t you to read from there to there as well as you can.

George:
“The other day I did a session with the rapper, Kendrick Lamar.  My grandkids were hyping me up on him and I listened to his records even before I met him. I was laughing at Bitch, Don’t Kill my Vibe, which has the same silly serious tones we tried for in the Funkadelic.”

“He came down to Tallahassee to record with me and it was beautiful. We did about four songs together and he took some tracks with him and when we weren’t recording, we just talked.  We talked about everything. We talked about nothing. I found myself running my mouth more than I ordinarily do, because he was so interesting and in discussing it all the record industry, social engineering, the functions of art. He act like he’s about 50 with all his theories and when I met Sly, he knew of P Funk, because he had heard those records himself as they came out.”

“When I met Rock Kim, he knew of P Funk, because he listened to his brother’s records. With Kendrick, it was his parents’ records. He didn’t just know the hits. He knew the deepest of the deep cuts. When you talked about your old work with the young man, with an old mind, the work feel less old.” 


“We talked about my old songs and they were renewed. When the past come rushing into the present that way, I can see clearly that art work is a living thing. Young artists teach me and I taught them. That’s why I’m so grateful to Kendrick Lamar and to anyone who is carrying on the P Funk tradition, which itself carries on the tradition of Lewis Jordan, the Beatles, Cream, James Brown, Smokey Robinson, Frankie Lymon.”  


“We talked about everything. We talked about nothing. We talked about my old songs and they were renewed. We talked about my old songs and we were renewed.”

Paul:
George Clinton.  [applause]

[End of Audio]  

