








DARK DAY - PHASE TWO

After the single, Charles pushed me to draft a band that could
perform onstage. This went through several phases. Qur first gig was at
the Mudd Club and the band consisted of myself, Phil Kline (later of
Del-Byzanteens) on guitar and mini-synth, and David Rosenbloom (Tater
of Chinese Puzzle and Glenn Branca guitar orchestra) on bass guitar.
We had no drummer, and nearing an arranged Mudd Club date I implored
Nina Canal to sit in on drums at the Tast minute for the gig. We had
a couple of months of rehearsals and maybe two with Nina, then played
our first gig and were invited to come to Leuven, Belgium, by Wim
Mertens to perform for the Belgian radio. Charles had been to Europe
before with Suicide and managed our traveling arrangements and sealed
the deal. But Charles was also in charge of finances and underpaid Nina
for her efforts, pro-rating work by hours invested instead of even
splits. Nina got pissed and wanted nothing more to do with us after
that. So we asked about and located drummer Barry Friar who was willing
to mesh his style with what we were seeking. David dropped out to focus
on his new fusionesque trio Chinese Puzzle, and Phil Kline, Barry and
I forged on. A weekend-Tong marathon of bands was organized across the
states to play in an airplane hangar in Minneapolis for a No, New, Now
Wave Festival, and a bunch of New York bands, including ourselves, were
flown there to perform. After a handful of gigs at CBGB’s and Max’s
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Kansas City and Tier 3 on tiny stages
for audiences of 75 people, we were now
sprawled across a large raised stadium
stage playing on enormous amps for
an audience of thousands. Our sparse
sound, along with the wide-ranging
textures of two others, Tuxedomoon and
Judy Nylon, were the few successful
bands to blare effectively in the
echoey auditorium. Most other Toud
guitar-oriented bands sounded muddy
with too much reverberation killing
their too-full sound and enhancing
our spare sound. We were described as
having turned the hangar into a disco
cathedral. We recorded our first album,
Exterminating Angel with Steven Brown
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sax on one track. New York photographer

Jimmy De Sana did the photo-portrait for the album cover. My close
friend and coworker, Jack Zaloga, did the design and photos for the
inner sleeve with the Tyric sheet. The album was released. Time passed.
My friend Jack, who was doing a lot of drug experimentation at the time,
disappeared for days on end and finally turned up about a week Tater in
the East River. Charles wanted to release a 12”7 single from the album
about three months after the album’s release to boost its sales. I was
reluctant about the idea, particularly since he wanted to release the
slowest song on the album at a time when people were putting their upbeat
numbers on 12” and releasing them in advance of an album rather than
after the fact. I finally agreed to a compromise. He could put what
he wanted on the A-side, if I could do what I wanted with the B-side.
I went back into the studio with the master tapes, flipped them over
and played them backwards altering track assignments, speed and reverb
effects, and riding the faders in and out, to create six short
“exterminations” of the original songs. These I dedicated to my departed
friend Jack. Of my early work that survives, this EP is probably the thing
withwhich I remainmost pleased. Dark Day continued to play a number of gigs
Tocally at CBGB’s, Max’s Kansas City, Hurrah’s, Tier 3, The Mudd Club,
and even a gig at Trax with Jim Jarmusch guesting on synthesizer and
Peter Principle from Tuxedomoon on bass. Then I became despondent. New
songs weren’t forthcoming. Phil wanted to continue gigging for the extra
income. The only money he and Barry made from Dark Day was what we made
doing concerts. I didn’t enjoy live gigs and preferred studio work. Phil
became involved in his own project, the DelByzanteens, and Barry got
more involved in drugs. We drifted apart.
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DARK DAY - PHASE THREE

Charles suggested a new album and began looking for a studio. I was all
for it, but Phil and Barry went on to pursue stuff more profitable to
their own interests. I decided to start over. I acquired a new keyboard
and began working with a new acquaintance, Bill Sack. Dark Day was
now a two-man all-keyboard project. We couldn’t afford drum machines,
sequencers or real synthesizers, and were reduced to emulating them on
cheap portable and affordable keyboards with cheesy tone banks, altered
by feeding cables through effects boxes. We did a few concerts including
being the first amplified rock band to ever play at the Pyramid Lounge
(before they installed soundproofing) and recorded, depending on how
you looked at it, a very long
EP or a very short album called
Window. But gigs were hard to
do Tive. We’d overdubbed all
the studio tracks between just
the two of us, and there was
no way to deliver that sound
lTive. Plus, I couldn’t sing and
play these songs at the same
time due to my own musical
lTimitations. We completed the
album, but Charles’ creditors
were after him and the album
remained tied up in the studio
when he skipped town. Under
pressure from the studio one of
his major distributors decided,
with my reluctant approval, to
bail the tapes out of the studio
and release themon his own label,
Plexus Records, a label that had
released some American press-
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ings of Japanese bands including
some solo Ryuichi  Sakamoto

PRAZK DAY albums. But, much as I feared,
tuesday Plexus gave us no support
whatsoever and didn’t know how
june 26 to represent us. The album had
only 1,000 copies and without

at

promotion of any kind it
disappeared into the void of
the bargain bins.

MAX'S KANSAS CITY

DARK DAY - PHASE FOUR

Time passed and I made new acquaintances with percussionist Brian
Bendlin (who helped produce early Linda Smith efforts and shared a
band, The Woods, with her), cellist, Steven Cheslik-DeMeyer (also of
The Woods, and Tater with “Y’all”), and a recorder player, Shawn McQuate
(who did dance works and shows of his outrageous clothing designs, with
Ann Magnusson). This developed into the next phase of Dark Day, an
acoustic chamber ensemble performing cyclical, pagan-sounding, instru-
mental works I had composed that featured rattles, bells, and drums,
all of which were inspired by my early musical influence, the legend-
ary Moondog. We played some concerts locally at parties and clubs and
a Pagan street festival, and recorded some tracks in Wharton Tiers’
Fun City studio for what I hoped would lead to a next album despite
not having a label. After the band dispersed, the songs were finished
several years later at Brian’s home studio where I added several new
numbers with Brian’s help. With the addition of two solo pieces I
recorded at the Institute For Audio Research, I released the album,
on compact disc, in 1989 on my own label. I was unprepared for the
business end of the music business and had trouble finding shops
and distributors willing to carry the disc unless they took it on
consignment. I got ripped off. Few people paid their bills. Disheartened
by the unpleasant experience of the “business” of music, and despondent
about the Tack of “art” in the music business, I retired from music.

FLASHBACK

In fall ‘97, Dirk Ivens of Daft Records wrote me a letter from Belgium
expressing interest in re-releasing my old material. Between us, we
assembled a compilation, Dark Day: Collected 1979-82, which appeared
in Europe a few months Tater but never made it stateside. Dirk seemed
interested in releasing additional new material I°d written, and that
inspired me enough to try to work again. Unfortunately, the material I
was interested in doing was instrumental, and a far cry from my early
sound. Dirk seemed to be seeking vocals to match my work of 20 years
ago. Dark Day had its time it seemed and the place and context of the
material had passed. The millennium was almost here.
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DARK DAY IN THE NEW MILLENNIUM

In September 1999, I finished recording an album of new material,
Strange Clockwork, using computer technology to help me construct
pieces in a process of polyrhythmic layering techniques. This material
has been compared to Steve Reich and Stereolab. In winter 2000, quirky
film director Errol Morris contacted me about using “Wheel Whirl-Thing”
from Darkest Before Dawn for the opening and closing credits of an
episode of his Bravo TV series First Person. He also commissioned new
music and used a percussion-free mix of “The Laugh’s On You” from Strange
Clockwork for the episode entitled “In the Kingdom of the Unabomber,”
an interview with psychologist/writer/penpal of the Unabomber, Gary
Greenberg. Besides airing on Bravo network in the United States, it also
aired on England’s Channel Four and elsewhere around the world. In Au-
gust 2000, Dark Day’s fifth album of original music, Loon, was released.
The subtitle was “the mental health project” and its assembly was an
exercise in exorcising some of the demons of the psychiatric world, a
sonic brain massage to help me deal better with the difficulties in the
details of day-to-day living. In April 2001, on the 20th anniversary of
a reading I did at Joseph Papp’s Public Theater in 1981, I released a
CDR of the performance called The White Things. In spring 2002, a new
disc of ten songs was released entitled The Happy Little Oysters un-
der the new moniker darkdayrobin. It continued in the spirit of recent
Dark Day with playful, yet sinister cyclical parts, like a soundtrack
for an odd cartoon not yet inked, making it an entertaining listen for
fans of the previous two outings. In spring 2003, r.l.crutchfield’s
Dark Day-Strange Clockwork, an official CD compilation of the best 20
out of 30 tracks from the previous three CDR-only albums, was released.
It was followed by a CDR called Strange Remains that included the ten
tracks that were left off the collection. The next three years brought
changes with the acquisition of a number of harps, psalteries, drums and
other acoustic instruments, essentially turning away from machines and
technology, and embracing the ancient past. The discovery of a magical
scale provided inspiration for three acid harp and drone albums of
enchanted dreamscapes: Songs for Faerie folk, Toadstool Soup, and For
Our Friends In The Enchanted Otherworld (released on the Hand/Eye Tabel).
November 2009 saw the release of more acoustic trance harp and drone,
The Hidden Folk on Important Records, as well as a paperback volume
of Eleven Faerie Tales. 1 plan to continue my daydream exploration
of electronically-manipulated acoustic soundscapes featuring miniature
harp, tongue drum, and mermaid’s comb (my own invention, a modification
of the African thumb piano).

ENTRIES INTERVIEW
ROBIN CRUTCHFIELD

DE: What are some of your earliest music-related memories?

RC: We had a console stereo in our living room, an old behemoth furniture
ca._bi.net containing a stereo, black and white TV, and a radio. I listened
to my first music on that until I was given a portable record player for a
pre-teen birthday to listen to my 45s on. My parents didn’t have much music
in their collection to appeal to my young ears except for a collection
of harmonica instrumentals like the “Fire Dance” by John Sebastian, the
harmonica wizard dad of later 60s Lovin’ Spoonful singer John Sebastian,
Jr. There was also a collection by a blind virtuoso whistler named Fred
Lowery which I recall finding quite spooky, and some film soundtrack music
from Cleopatra featuring grand exotic processionals that I’'m sure had
later effect on my own dirges. My dad had a reel-to-reel on which he
played the stereophonic bachelor pad ping-pong stylings of Enoch Light.
The first single in my own collection was an instrumental heard at a grade
school patio record party, a track by The Routers called “Sting Ray” after
the then popular sports car; it’s main gimmick was a punctuated rhythmic
phrase played on the roadster’s car horn.

DE: Where did the inspiration for your lyrics come from?

RC: I remember being fascinated by the cut-up methods of William
Eroughs and Brion Gysin and obsessed with oddities that I found in
cast-offs on the 48 cent carts of the Strand Book Store 1like medical
case histories, psychological profiles, supernatural encounters, related
UFO0 encounters, the bio of Uri Geller, a dictionary of superstition, odd
stories of children and their peculiar pets, and so on. I also found a
lot of inspiration in the paintings that filled art books and in relating
images I saw in them.

DE: What instruments were used for the Exterminating Angel and Window
albums?

RC: The equipment roster for the various early incarnations of Dark
E both in and out of the studio included Vox electric piano, Moog
satellite, electroharmonix mini-synth, Casio M10, V1-tone, toy piano, Bee
Gees rhythm machine, Orgatron, Synare 3, a set of chromatic bells, Roland
effects boxes (chorus, flanger, delay, e.q.), and a tremolo unit in an old
amp replaced by a tremolo box given to us by Bob Quine.
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DE: Was making minimal music during the peak of disco culture tricky?
Did pop music or disco influence your songwriting?

RC: When I heard the work of Giorgio Moroder with Donna Summer and the
mechanical impetus of Kraftwerk and saw the potential of certain modes
of working repetitively and electronically for the dance floor, I admit I
was tempted to tackle something of the sort. I became obsessed with the
qualities of songs that contained electronic sequencing. However, my own
limitations as a musician along with the limitations of the available instru-
ments and players warped this notion into something altogether different,
“No, Nothing, Never.” Lyrically, I wasn’t thinking about the dance floor at
all, but rhythmically and sound texture-wise I was definitely gearing in that
direction. On Window, the closest I felt I got to it was the instrumental
title track, although I understand European DJs have latched onto “Nudes
In The Forest” and play it frequently. Numerous attempts were made at
recording a “Window” vocal, but each try weakened the potential of the
song, and I ultimately pulled the vocal from the track preferring its
strength as an anthemic instrumental dance piece.

DE: Dark Day’s music has been called “minimal, mood-inducing, and kind of
child-like”. How would you describe?

RC: Pinocchio, the machine that wanted to be a boy, or the boy who wanted
to be a machine. Failed attempts at perfecting the mechanical rhythms
through human efforts. A less than perfect robot with a few screws
loose.

DE: What are your favorite Dark Day songs?

RC: I love the successful combination of sounds on the single, the
Enpositional play of opposing elements (an array of multi-textured
ascending vs. descending scales using staccato and portamento) on
“Laughing Up Your Sleeve,” the other-dimensional daydreamy dynamics of
the echoey reverse mixes of “The Exterminations.”

DE: What role does spirituality/sexuality inform the music you create?

RC: Inasmuch as these things inform our very existence, they find their
Ey into lyries, titles, images and ideas whether we intend them to or not.
Looking back on lyrics of thirty years ago, I now see references there
that I was blind to at the time. Viewed in a fresh context, I acknowledge
that they were in my subconscious and found their own way into my art.
I never liked being specific with messages in my lyrics, leaving that to
preachers and politicians. I much preferred the abstract symbolism of
artists, leaving much open to varying interpretation. I think Duchamp said
something to the effect that the creation of art is 50% attributable to
the artist and 50% to its audience. I always felt that made the experience
richer and more rewarding. And our points of view change over time allowing
us to shift our views and reinterpret works.

DE: If Dark Day’s music was deemed futuristic thirty years ago, how are
you keeping up in today’s world?

RC: I am both thrilled and perturbed by a technology that allows me to
Tecord whatever I wish from the comfort of a bedside stand at any hour
of the day or night and to make it available to audiences worldwide at a
moment’s notice; something that also makes it possible for everyone
everywhere else to do as well. The tools of technology for the inspired
non-musician are a blessing, but the competition worldwide for atten-
tion is deafening and overwhelming. From an age when a talented few
were granted a stage or a recording contract with a label to one where
the venue and label have become unnecessary, they have been replaced
by the challenge for a majority of artists to find their minority target
audience on the web.

DE: What bands/music would one find on your stereo at the moment?

RC: Forty years on, I continue to find new inspiration in the works of The
Incredible String Band and Tyrannosaurus Rex, but, the music that inspires
me most these days, are the acousto-electric explorations of Colleen, the
multi-cultured, multitextured communal folk blendings of Feathers, the
genius trancelike arpeggiated fingerings of guitarist James Blackshaw, and
the oddball sonic explorations of CocoRosie on their “Grey Oceans.”

DE: Both Dark Day albums are considered landmarks of the 80s no wave
scene and the fan base for this music is larger than ever, which is why I
approached you to do these re-issues. Why do you think your music is so
relevant now?

RC: I recall that time as one where the scene burst wide open to experi-
ﬁtation, from art into music. It was the beginning of the do-it-yourself
era with bands, labels, and venues breaking out of old molds and trying
new things. The most wonderful thing about it to me, was to spread the
word that, hey, you don’t need musical training, or even much talent, if
you’ve the will, you’ll find the way. Any kid at home with a craving to do
it, can do it. Music for the everyman. Rock music when it comes down to
it, isn’t about skill, it’s about the need for self-expression. To release
all the pent-up stuff teens are holding in and let it out. Let it explode
with energy. As to all the labels that are re-issuing that old stuff,
you’d have to ask them what made them do it now. They must feel there’s a
current market for it. It gives one a sense of the beginnings and history
behind the whole indie movement. And living it, it makes you wonder, wow,
where did all the time go so fast. That was over a quarter of a century
ago! Music fans, myself included, crisscross genres in space and time.
Everything has a context, a time and place where it’s best appreciated.
While listening to my old music is not where I’m at right now, I appreciate
that others might find something there that engages them in some
positive manner.
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