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oaring, slashing, cry-

ing, wailing—within mo-
ments you know exactly
what it is. It’s one of the
most immediately recogniz-
able voices in music: the gui-
tar of Carlos Santana, distinc-
tive and unique in any setting.
Over the past three decades,
that guitar has sung out
around the world, playing
music from straight-ahead
rock ’n’ roll to blues, soul,
all manner of Latin, jazz and
African, and any number of
blends therein. As Santana
himself puts it, it’s all Afri-
can music, but he has proba-
bly explored more roots and
branches of the African musical

diaspora, and certainly been

heard by more people as he’s

done so, than any other music.
: °
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burst those barriers with driving
music that was not gi:ly ﬁndem‘ab}j from
'somewhere other than Hollywood, but
- immediately accessible to millions of

norteamericanos who didn’t know gua-

camole from mole.
antana, born in 1947 in a “blink-and-
'you’ll-miss-it” Mexican village, was
ironically first truly captivated by the
J African-American musical idiom of the
lues. The first version of his band, in
fact, was the Santana Blues Band. As he freely
recalls, it took legendary rock promoter Bill
Graham, a former New Yorker with a long-time
love for salsa music, to fertilize Santana’s roots
by turning him back on to Latin sounds. In the
San Francisco of the “Summer of Love” era,
blues-based rock filtered through psychedelic
chemistry was king. As a teenager newly arrived
north of the border, Santana, while certainly
influenced by the exploding scene around him,
emerged with something new—and something
more durable and timeless than most other forms

42 THE BEAT VOL. 19 #1, 2000

of popular music. By
the time of the Santana

band’s  “coming-out

party” at Woodstock in
1969—before the band

even had a record out—

Carlos’ vision had solidi-

fied into a driving, percus-

sive and distinctly identifi-

able musical trademark which
garnered fans from Jimi Hendrix

to the street toughs in San
Francisco’s Mission district, where
he first landed and formed his first
band right out of high school. Even if he
had stopped with his second album, the all-
time classic Abraxas in 1970, his place as a
rock legend was assured.

Carlos Santana himself is both a survivor and explorer
who credits both ambition and spirituality for his successes on
various levels. When the counterculture of the late 1960s dissipated under an
onslaught of bad drugs, burnout. greed and evil disco music, Carlos, who has noted that “You either
snorted cocaine and shot heroin, or you folded your hands and thanked God,” chose the latter path and
focused on developing his music. His early 1970s forays into music both explicitly spiritual and ever
more Latinized produced such classic high points as the albums Caravanserai and Barboletta. His fame
allowed him to bring musicians of the greatest quality into his ever-evolving band. From there, he con-
tinued to search, making contact and playing with jazz legends and emerging stars from around the world.

Now an international musical icon, Carlos S ‘has appeared all over the world, won most every
applicable award—including, fairly recently, induction into the Rock and Roll Hall of Faxne—-headhned
some cfthe byggest festw&ls andbeneﬁts ever d, and filled stadi -

a

typical African thing.
So he put us in this Colonial Hotel, a really funky place. They were still putting the roof on, We
were there for months, and my mom and dad weren’t really speaking, but he would bring a bag of
groceries and stuff. My dad’s a beautiful man, but like a lot of Mexican men. or men in general, a lot
of men have a problem with the balance of linity and fe intuition and compassion
and tenderness—and get overboard with the macho thing. And it took him awh;le to become more, I
would say, conscious, evolved, you know.

Anyway, once we got 1o TJ, he bought a bunch of Chiclets gum, broke it in half, and gave one to
me, and one to my older brother, saying “Don’t come back until you've sold them all.” And I thought,
oh, so that’s my reality now...

But he was also teaching me music; even in Autlan he taught me how to read when I was very
young. And he taught me the violin in Tijuana, and he would drill me on it, on all sorts of European
music. After a while I started going out on the street with two other guys with guitars, and it was like
“Song, mister? Fifty cents!” We played all the stereotypical Mexican songs, and I was like, “I hate
this stuff.” and had started listening to Muddy Waters, Jimmy Reed. John Lee Hooker...

Q: Where were you hearing them, on the radio from San Diego or something?

A: Yeah, American radio. And Lightnin’ Hopkins...

Q: It sounds like how the early Jamaican reggae musicians got turned onto American soul music over
the airwaves and water. So the blues was the first music you really discovered yourself...

A: Blues was my first love, yeah. It was the first thing where I said “Oh man, this is the stuff.” It just
sounded so raw and honest, gut-bucket honest. From then I started rebelling. I found myself in the
shantytown, where it smells like piss and puke, you know, every town has it, and I was there playing
with my dad. and the tables were black from cigarette butts, for there was no ashtray; and no floor,
just dirt. And there’s a cop, with his hand all over the prostitute, doing his thing because if she does-
n't let him, he’ll bust her. And I'm watching all this as a kid, thinking, “Damn, this planet is funky.”
And my father looks at me and says “What’s the matter with you?” Because I didn’t look like I was
having fun, and I said “Man, I don’t wanna be here, I don’t want to live in this kind of scene.” And
he said “What do you want to play then, that Pachuco shit?” Pachuco is this music of Tijuana that is
integrated with doo-wop, blues... And I said, “Look at where we are, just smell it, do you think this
scene is better than that?” That was the first time I ever spoke back to my dad, and I thought he was

gonna slap me, but he didn’t, it was like I opened his eyes.
he let me go. and I started getting more involved with other bands playing other kinds of

music. There’s a guy there who’s still around named Xavier Batiz, who dressed like Little Richard,
played like B.B. King, with a little Ray Charles in there. He had a beautiful tone on guitar. By the time
my dad had moved to San Francisco, I hadn’t been doing too much musically, and my Mom took me
to the park to hear Batiz's band. the TJs. And the sound of the electric guitars, amps and everything,
for me it was like watching a flying saucer for the first time. And I started following him like a guid-

Continued on page 44
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ed missile. So I'd come home all excited, and my
mom wrote to my dad saying “Carlos’ got the
music bug again!” My dad sent me a beat-up old
electric guitar. Once I got that electric sound,
there was no turning back, I knew I wasn’t going
to be an accountant or English teacher. Even
 before I came to San Francisco there was nothing
that could deter me from this path of music.

Q: How old were you when you came here?

A: It was *62, so I was 14 or 15. First I came with
but I didn’t like it that first time. When

my mo
1 worked in Tijuana at this club, I was making
a week, playing guitar in a club band.

’d start at four in the afternoon, play for an
hour, and then the strippers and prostitutes would
ome out. This was seven days a week. We’'d
play until midnight on weekdays and on week-

) ormng, I was getting my thmg together, play-
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ds we wouldn’t get out of there until six in the

sion in San Francisco with the hippies and the
Black Panthers and the whole thing, so I really
landed in the right place at the right time.

Q: Who were the first musicians you hooked up
with here—was it at school?

A: No, actually I went to the Fillmore West on a
matinee gig, and Bill Graham was there, and
Paul Butterfield—I know he was on acid because
he was watching the wall like it was a tv, and
there was nothing there. And I said, Oh, this

ouy’s not playing today, he’s barefooted, looks

like he’s been up all night... And sure enough,
there was a jam, with people from the Grateful
Dead, the Jefferson Airplane, and Michael
Bloomfield was playing keyboards—his guitar
was j\lSt standing there. And a friend of mine
went to Bill Graham and slipped him a note say-
ing “This skinny Mexican friend of mine plays
the blues—will you let him play?’ And Graham
says “I’m not. iri charge, Bloomfield is, go ask

I pot the guitar, and stood the
waiting...until they said, “Oh
here, g0 ahead and take a solo:

was, I wouldn’t call it world music, but we took
it back to Africa in a way.

Q: So how did you get your first recording con-
tract?

A: We had an audition. Bill Graham called us
and said, hey, the head of Atlantic music was in
town looking to hear us, and I said “I don’t want
to be on Atlantic.” But Bill said, “Just go, and
don’t screw it up!” So I went, but I played terri-
bly, just awful.

Q: Why didn’t you want to be with them?

A: Well, I knew that Aretha was there, and
Cream, but I’d already heard that a lot of musi-
cians were not satisfied with things like airplay
and distribution. So then CBS was next, they
came to hear us in Santa Barbara when we
opened for the Grateful Dead. By the time we got
signed, Bill Graham took us aside, and said, you
know, if you're gonna make a record, you guys
don’t really have any songs, just jams, like 17-
i 1nute things. “Yeah, isn’t that cool,” we said.
s not”, he said, “You have to have some
rought us to his office and hooked

Ways.” Then
Como Va,” “Black




&
rateful Dead,
d say to me, are you sure

ever, like
somethmg

career suicide, you'll lose your audience. Well,
then I should lose them, because I need to grow, to
play with Wayne Shorter, with John Lee Hooker...
Q: Well, it seem you were doing that early, play-
ing with Alice Coltrane, John McLaughlin, Leon
Thomas—some of that early *70s stuff of yours,
the Caravanserai/Barboletta/Lotus era, really
opened some ears.

A: Well, my goal would be to do another album
with Alice Coltrane, and with Pharoah Sanders,
Ali Akbar Khan, Bill Laswell—I think Bill
Laswell is really pushing the envelope more than
anyone. I’d like to do something with him, and
with a whole bunch of African musicians like
Idrissa Diop, Ismael Lo, Toure Kunda, Salif
Keita, Mory Kante—maybe do an album like the
saxophone player did, with everyone on it...

you want to play with so and so, that could be

be here iomg t but he’s feeling real frail and
couldn’t make it. He told us to give you his
love.” I was really honored that they came, and
that he’d heard about us, and I have no doubt that
when I'm finished with what I am supposed to be
doing on this planet, him and I, and Jimi and
Marvin and Jaco, we're gonna be having some
fun over there—but I told "em not to call me yet!
Q: Do you play much in Mex1co your old home
country?

A: I'd still like to go back there more but I don’t
‘get along with the government.

0: The Mexican government?

A: Yeah..I kinda feel like Hugh Masekela—he
couldn’t go to South Africa, and if I go to
Mexico, it’s a real hassle for me.

Q: Why? Is it things you say and do?

A: Well, I can’t seem to just be quiet there...I feel
that people need to change things, so that geno-
cide of the Chiapas Indians would stop, for ex-
ample. I'm not just a show business guy, you
know, so when I get in front of a microphone, I
don’t like accusing or judging, yet I do want the
government to know that we know that they are
the cause of genocide. It's important for govern-
ments from Mexico all the way to Brazil to
understand that people know they are corrupt.

“Time After

Coltrane pla e

upc
cated—~they need a beautiful balance of thythm
‘and melody. Rhythm is the male, melady is the

- woman. The bed don’t matter when they get |

together! So he got it, even though I was kinda
strange in the way I talk. He said he’d make it

work, but that he’s hands-on and we would fight,

but we would have a good album that people
would want to hear,
Q: So you ve been ﬁghtmg with him about this
project?

A: In a good way. I got told, by an angel in my
meditations and dreams, that “We're gonna help
you to get back into the ring, because we want
you to utilize your sound and vibration and reso-
nance to hook up with a lot of new people.”

Q: Care to make any statement about the state of s

popular music today? .
A: Oh, man....Listen, I'll just tell you a story. We
were on an awards show recently, and Chris Rock
was the mc. Britney Spears or Ricky Martin or
somebody was up next, and Chris said “Are youall
ready for some fierce lip-syncing?”’ And we all just
cracked up. But a lot of people just went, “yeah!”
Q: Don’t knock it until you’ve tried it...
A: [Laughs] Let me tell you right here, you will
Continued on page 46
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et of people domg a lot of
Bob Maﬂey and

ping out with the
1g, at least to my understanding.

-  all said and done, it’s like the same rea-
. son Ilove this [Beat] magazine so much—we are
nscious of accentuating all the colors—it’s not
_ about black or white or grey, it’s about a rainbow.
The music of the future is this magazine’s con-
_ tent—the world music. Every time I go to Paris
_or wherever that’s what I go buy. I don’t have
many extravagances, you know, but in those
stores, with all the cds, I can go nuts...
- Q: OK, I have to ask this, since I know some
_people have said you've pandered to middle
America too, since you’re so popular. How have
your relations been with critics in general, since
 the first breakthrough of your new sound? I've
always thought you haven’t gotten your due

Carlos Santana blowing
Miles Dauis’ trumpet at his home
in San Rafael, CA, 1997.
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from the world music world. such as it 1s. for
being a real pioneer there...

A: Well, thanks, and I appreciate that thought.
All in all, the journalists have been OK by me,
you know, you get some bad and some good and
that’s just the way it is. And your magazine is
important and my favorite. I will say that there
are people in the The Beat magazine who some-
times do turn me off, though. They can be so
righteous in defending some things that they
exclude certain things—like myself. and Gloria
Estefan. for example. Look, I'm not Lawrence
Welk, nor am I exploiting Africa. I'm into
exploring, and giving it back in a way they can
say “Damn—vyou see what Santana do with
this?” When I go to Africa, I am not just some
musical tourist—I am part of the family. My val-
ues are consistent with the American Indians,
aborigines and African people. I don’t know how
they look at other people like Paul Simon, David
Byme or Peter Gabriel, but I know how they
look at me. If I go to Kingston, Jamaica, I know
how they see me and treat me. That’s important
to me. I try to honor their music, take certain ele-
ments, give it back in a new kinda way—and
credit them immediately, financially, emotional-
ly, spiritually—give it right back. There’s a way
to make it a win-win situation—that’s the way of
the future.

Q: Well, as a journalist, when I hear something I
don’t like, I tend to just let it go, and only write
on what I do like. Taste is subjective and some-
body worked hard, hopefully. on whatever they
put out. I only diss somebody if they are trying to
fool us, or if their message is destructive, like the
guns and violence lyrics.

A: I think that’s fair. Listen, I talk with someone
like my sister Angelique Kidjo, and she said
“Man, I was doing my best, trying to mix things
up a little, and I just got slammed for supposed-
ly selling out.” I just think, if you go to a concert,
and thousands of people are going nuts for three
hours, and the guy who reviewed it said “I hated
it, it stunk, but that was just my opinion,” I say
OK, that’s fair, you had a bad day but 20,000
people had an orgasm. All I ask from magazines
is that people be fair.

Q: A lot of artists don’t have the power and influ-
ence with the industry that you do, though. They
might have a good vision that gets bastardized by
the commercial interests. So even sometimes
when they do seem to sell out it’s hard to blame
them, because it’s the only way they’d be able to
have the record company put out for them.

A: True. Let’s look at my brother Salif Keita.

When I got that first album. Soroe, I turned Miles
Davis, Wayne Shorter. everyone I could on to it.
It was unbelievable. The next album was really
good. and the next was. you know, OK. But you
have to realize that you can only do a Sergeant
Pepper’s once in awhile! You can’t just crank
’em out, even if you want to. For me. I don’t
have anyone telling me what to do, only asking
if I'm open to working with different people. I
usually say, yeah. sure!

But again, you know. it’s important that peo-
ple know that music itself is like a rainbow—we
need to honor African music. pre-Colombian and
aboriginal musics. our first foundations. I love to
turn people on to that, however I can—especial-
ly other musicians. When I'm trying something
new, often I'm thinking about how people whose
music I love will feel about it, how Bob Dylan or
Chick Corea or Herbie Hancock or Wayne Short-
er will hear it. It’s important to please the people
but I’'m a musician and maybe the highest com-
pliment you can get is when another musician
says “Man, Carlos, with that one you really did
something!” Wayne was the one who said,
“Make music that is completely new, but totally
familiar.” When you do that, you can sleep real-
ly good at night.

And, you know, again, the roots of all our
music comes from Africa. It’s funny, again about
Salif Keita—when I played Salif for Miles
Davis, I said “Miles, can I play you somethin’?”
And he said [imitating Davis’ famous scary
whisper] “Sure, put it on.” And when he heard
those trumpets playing, he nodded and just whis-
pered, “Spanish.” And I said, forgetting that you
just don’t contradict Miles, “No, actually it’s
Moorish, because they conquered Spain, you
know.” And he just looked at me with that look,
repeated, “Spanish.” And I said, “Yeah, it sounds
Spanish, but it’s really from Islam...”. And he
just stared at me, and said “Spanish!” OK, Miles,
whatever you say! But look, even Sketches of
Spain sounds like that because of the Moors.
Otherwise they’d be playing polkas and waltzes
like everybody else in Europe, you know? So
again, that’s African roots.

Q: I wonder how you stay so positive about
things—you travel the world, and see how much
poverty and suffering there is. But your sense of
positivity and hope comes through in your music.

A: Hmmm. OK. The thing is that, when I go to a
place like Rio, I go from the airport to town, and you
always have to pass the shantytowns and miles and
miles of cardboard houses. But I also know that
there’s no death, that we’re just visiting here, and




ust mye' It m1ght be a Zen or
Buddh ist thing, I don’t know, but when you really
observe, you can get some clarity. Some people
think I'm full of mumbo jumbo: “Give me the meat
and potatoes. Carlos. I need to pay the rent.” OK,
you may spend most of your energy getting the rent

 money. I spend mine trying to use the same notes

and alchemy that Marley and Coltrane used fo cre-
ate a new kind of bread that people also gotta have.

Everybody’s born with the same potential to
be rich, or spiritual, or miserable. If I trip and
fall, I hit the ground like anyone else. If you get
huffy and puffy and say “Well, Santana don’t
know what it’s like to live in the heart of the
Kingston ghetto or the favela,” well. I smelled
it, man, that's where I grew up. And it all smells

Bivied the wiisE <harts, Zads) dnd Slores
soon becoming the biggest hit album of his 30-

_year recording career. At press time, %t had

received an unprecedented 10 Grammy nomi-
nations. “The comeback of the century” said
one hyperbolic observer, although Santana had
hardly disappeared before 1999. At his office,
his staff were in self-described “uncontrollable
hysterics” about the explosion of activity, while
they described Carlos as “completely calm
about it all.” I thought we should chat again
about this return to the fop of the musical
charts, three decades after his first break-
through.

Q: So it seems you were right about this being a
special record for you...

A: Well, they tell me it’s been number one cd,
video, and single in the country for the last three

African, other than pre—Ce}omblan or polkas ¢
walzes from the German or French. So, right,
white musicians used fo try to use African music

as a kind of backdrop for their ego, you know, to
come out like another white Tarzan. Not any-
more, Now people honor the music. From my
heart, I can say that my association with Baaba
Maal, Salif Keita, Toure Kunda, all of those
musicians, they don’t see me as an intruder, a
tourist, but as a fellow brother musician who
honors and articulates the music—and, as we
already said, pays the royalties! T want it to be

When | go to AfTICA, | am not just some musical tourist— am part of the family
MU values are consistent with the American Indians, aborigines and fifrican people.

| try to honor their music, take certain elements, give it back in a new hinda way and credit them immediately, financially, emotionally, spiritually.

the same, from Tijuana to Timbuktu. So what I
want to do with music is pinch people, so to see
that we all have a passport to some kind of suc-
cess with our grace and energy. I see a lot of
people who come to the U.S.A. and don’t really
want to work, they just stand around. I came
here and my mom said “OK, you're gonna wash
dishes, and get a job, you're gonna help with the
rent.” So I learned about responsibility, and
about two things many people lack—focus and
determination.

It’s like music itself. When you as a musician
feel something really strong—this is the first rule
of music—the listener’s gonna feel it. If I don’t
feel it, why the hell should you? You have to be
feeling something before you hit that string. Actu-
ally it’s five things—soul, heart, mind, body,
cojones—all in one note. That will give you the
chills. The songs sometimes are incidental. It’s that
note, that passage, it can make you start crying.

I feel very grateful to God, today, for I feel
very stimulated, very charged, and that every-
thing I have been learning is finally coming to
fruition. These new collaborations feel so natural.
It sounds like one breath, it doesn’t sound forced.
In fact, at first we were going to call the album
Mumbo Jumbo but it just had to be changed to Su-
pernatural because that’s how it’s felt.

Six months later, when it was time to put this
interview to print, Santana’s profile had
changed somewhat. The album-in-process he
was so hopeful about, Supernatural, had been
released in June, and gradually but steadily

That's the way of the fucure.

weeks or so.

Q: Out on tour, have you been seeing a new
audience?

A: Oh yeah, there’s a whole new young audi-
ence, who scream louder for the new songs than
for the other older hits. It’s phenomenal.

Q: Sounds like you’re surprised.

A: Oh, it is suprising. It’s kinda like when the
Grateful Dead hit big with that “I Will Survive”
song, and they were blown away by all the new
young people. Now we have a whole new audi-
ence coming to see Santana. I think a lot of them
are really suprised to hear we have some more
songs than our new singles! And they embrace it
just fine.

Q: It’s been quite a year for Latin music, really,
as also there’s been this Buena Vista Social Club
blowup, and even Ricky Martin...It seems like
this country goes through these cycles where peo-
ple get very excited about Cuban or African or
something, like maybe once a decade, and now
we have this. Do you think it will stick around?
A: I don’t think it’s going to go out this time, like
the flavor of the month, as they say. There’s more
Spanish-speaking people in this country than
ever, and they gravitate more towards African
music, even if they want to claim it is Latino or
salsa or whatever. But it’s still African music. It’s
gonna stay, because more people are becoming
aware that anything with rhythm comes from
Africa—unless you're talking about some aborig-
inal or American Indian music. It’s African—get
over it, accept it, embrace it and honor it!

Q: It’s true that in the past, the music industry

known that Santana believes that quality and
quantity can go together!
Q: Are you still looking to do more with African
musicians?
A: I'd love to. It’s something I have a passion
for. I think my favorite band is Toure Kunde—
their last album came out three-four years ago—
and for straight-ahead, kick-butt music, it’s
Idrissa Diop. Baaba Maal, about two albums
ago, that was my favorite song for song, the way
things were written and played...
Q: Firin’ in Fouta?
A: Yeah, that one, every song in there is killer.
So, it’s all a matter of chemistry. I'd like to sit
around and play with all of them, play for three-
four days, write some songs, see if we can get it
down on tape, and call it Africa Speaks—
America Listens. Look, now I even have the
name for it already!
Q: Any more tours planned outside of the U.S.?
A: We’re gonna go to Mexico soon, to Monter-
rey, Guadalajara... and then I think we chill for
awhile, until spring or so.
Q: Now, that’s interesting. You told me last time
that you couldn’t play in Mexico, because of cor-
ruption and your political statements. What’s new?
A: Yeah, we’re going to work with local bands,
and I'm ready to not...well, instigate anything
negative towards the press or government. I ba-
sically think that I can get some messages across
without..well, I don’t think they need me to tell
them what to do in their own country, you know.
I want to bring music to Mexico which may give
Continued on page 73
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Sting, with whom he duets on a song called “Desert Rose” on the latter’s
recent album. For some reason I’ ve neglected the cheb’s recent album Meli
Meli (ARK 21), which contains “Parisien Du Nord,” a passionate hymn to
the teeming North African suburbs of Paris in which rai and rap flow in a
continuum of unemployment and rebellion. The disc also has a more
southerly remix called “Marseillais du Nord,” the assistance of DJ Sample,
Imhotep and K-Rhyme, and plenty of Mami’s trademark lovers-rai treat-
ment of reggae stylings. Most recommended. [www.ark21.com | %

RAS ROJAH

Continued from page 59

Rock” is the appropriately titled new single from the project, which should
hit stores about the time you’re reading this.

Finally, volume three of The Complete Bob Marley and the Wailers
1967-1972 is now available in an English-language edition for North
America from JAD/Koch. The box contains 46 tracks on two discs, cover-
ing the end of the Lee Perry period and the first two years of Tuff Gong’s
Jamaican singles. Lots of rare dubs and alternates are included, along with
almost-impossible-to-find collectors’ singles like “Comma Comma,”
“Satisfy My Soul Babe,” U Roy’s toast of “Grooving Kingston 12,” “Pour
Down the Sunshine,” plus Marley’s 1972 CBS tracks available for the first
time ever as they were originally recorded, without any overdubs. “Cry to
Me,” left out of the acoustic medley on Songs of Freedom, is the icing on
the cake.

Till next time, Jah love, everyone!

[Reach Roger via rasrojah@aol.com .]

DECHAUD

Continued from page 69

banded around 1973, and in the face of his brother’s accompanying de-
cline, Dechaud faded into a state of involuntary retirement. He joined in
Nico’s short-lived comeback in the early '80s, then slipped again from
view when Nico died in 1985.

Dechaud’s most famous work, “African Jazz Mokili Mobimba™ (often
shortened to “Africa Mokili Mobimba”), should have provided him with a
comfortable living in spite of the inactivity of his later years. The original
version, recorded with African Jazz, and subsequent covers by other artists,
have been among Congolese music’s most consistent sellers over the years.
But, as often happens in the nefarious world of the Congolese music busi-
ness, little remuneration reaches a work’s creator. And indeed little reached
Dechaud. It has been said that Dechaud’s boss in African Jazz, Joseph
Kabasele, bought the rights to his employees’ compositions. If so, royalties,
had they been paid, would have gone to Kabasele and his estate. Other
artists who covered the song often confused the situation further by credit-
ing the song to Kabasele or renaming it and crediting themselves.

As a result, Dechaud lived much of the end of his life nearly destitute,
without so much as a guitar of his own to play. He performed occasionally
with borrowed equipment in a band of old-timers called Afric’ Ambiance.
For the most part, however, Dechaud passed the time in a modest two-room
bungalow provided by Nico’s children, receiving an occasional visitor but
otherwise keeping much to himself.

In December 1993, thanks to the Voice of America’s Leo Sarkisian, the
U.S. Embassy in Kinshasa honored Dechaud for his contribution to
Congolese (Zairean) music. The American chargé d’affaires presented the
instrument-less musician with a new acoustic guitar at a grand ceremony
attended by a large number of fans friends, and dignitaries—all of whose
lives had been brightened by his music. Little was heard about Dechaud
after that until the announcement of his death in September. Perhaps the
man, who in life made Lucifer and his 10,000 devils dance, now does the
same for St. Peter and the angels.

—Gary Stewart

SANTANA
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more options for existence. For example, music accentuates the subtances
of things not seen. If we can start looking at music as beyond national-
ism. . . . I don’t consider myself a Mexican who has to sell Mexico to
everyone. I don’t think Bob Marley felt he had to sell Jamaica. I think he
saw himself as a planetary citizen. That’s how I like to see myself.
Through use of the medium of African music, unity is a healing thing.
Division is the evil. Divide and conquer. Anybody who has a superiority
or inferiority complex just because of their nationalism, well, it’s another
form of racism. It’s extremely spiritually retarded to call somebody an
“alien” when we’re all from the same planet. If you’re from another
galaxy, then, well, OK, you’re an alien.

Q: OK, last question, and it’s a personal one. Last time, we talked a bit
about your spirituality, your beliefs, and someone asked me, “So, what is
he?” [Laughter] I’m wondering if you have a “label” for your faith, your
spirituality, like Christian, Buddhist, etc...

A: Well, hopefully it’s like water, you know; water is very powerful, but
very humble. I’ve read things where a writer said his only religion was to
die without shame. Another said that it was just to be kind to everyone.
To spread the message of kindness towards everybody. The opposite of
that is judging and condemning, and any religion which judges and con-
demns is a spiritually retarded religion. The basic core may be good, but
back at headquarters, they’re always trying for superiority. But one that
brings kindness and redemption—a win-win situation for people and the
planet—that’s my religion. But I shy away from that word because reli-
gion to me is right next to politics, which is right next to corruption. My
metaphor is the desert—in the desert you need water, not wine or beer,
because with those you’re gonna die. Religion and politics is like Coca
Cola or something, when what you need is water. There’s a big difference
between the love for power and the power of love. %

Gary Stewart is the author of Rumba on the River: A History of the
Popular Music of the Two Congos just published by Verso.
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