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Listening to Little Feat

he opening of “Dixie Chicken” does not announce itself with the grandeur usually

associated with a landmark recording. There is no extended instrumental prelude, no

virtuoso entrance designed to establish a hierarchy, and no obvious attempt to announce
that something historically important is about to happen. The groove settles into place, the
keyboards and rhythm section establish their relationship, Lowell George enters with his
unmistakable voice, and the song begins to unfold as a story. Yet within those first measures is much
of what made Little Feat unusual: New Orleans rhythmic vocabulary, blues phrasing, country-
inflected storytelling, gospel-derived vocal color, and a rhythm section capable of making several
independent parts sound like one continuous motion. Dixie Chicken, released in 1973, was the
record on which this combination became fully audible, establishing the six-member lineup that
would define the band's most celebrated period.'

Little Feat occupied an unusual position in American popular music. The group was
respected by musicians, admired by critics, and capable of extraordinary live performances, yet it
never settled comfortably into the commercial or historiographical categories that might have
guaranteed a central place in the standard history of 1970s rock. Their music could move from
country and blues to funk, gospel, New Orleans rhythm and blues, and jazz-influenced
instrumental writing without sounding like a collection of stylistic exercises. The problem was
therefore not that Little Feat lacked an identity. Their identity was unusually difficult to describe
because it emerged from the interaction of several musical traditions rather than from allegiance
to one.?

That quality has often produced the familiar description of Little Feat as a “musician’s
musician” band. The phrase is accurate as far as it goes, but it does not explain what musicians heard
in the group. The recordings provide a more precise answer. Little Feat's particular achievement
was the organization of musical difference: individual players retained recognizable voices while
contributing to an ensemble whose rhythmic and harmonic coherence depended upon their ability
to anticipate, answer, and leave space for one another. The band's sophistication was therefore
embedded in performance rather than displayed as technical spectacle. A bass line could move
independently of the kick drum; a keyboard part could function simultaneously as harmony and
rhythm; percussion could subdivide the groove without obscuring it; and George's slide guitar
could occupy a melodic space without overwhelming the arrangement.’

This approach developed gradually. The original Little Feat formed in Los Angeles in 1969
around George, Bill Payne, Richie Hayward, and Roy Estrada. George had recently left Frank
Zappa's Mothers of Invention, while Payne had auditioned for Zappa's group and Hayward had
worked with George in the Factory. Estrada brought his experience as a bassist and former Mother
into the new ensemble.* The first two Little Feat albums established a vocabulary that was already
difficult to classify, combining blues, rock, country, and George's distinctive songwriting. Yet the
band's mature sound did not arrive fully formed with the original quartet.




The transformation came with the personnel changes preceding Dixie Chicken. Kenny
Gradney replaced Estrada on bass, Paul Barrére joined on guitar, and Sam Clayton added
percussion. The expansion from four musicians to six fundamentally altered the possibilities of the
ensemble.” A second guitarist meant that George could leave some harmonic and rhythmic
functions to Barrére; Clayton added a percussion voice distinct from Hayward's drum kit; and
Gradney's bass playing gave the rhythm section a different relationship to the keyboards and
drums. These changes were not cosmetic. They changed how musical information could be
distributed across the group.

“Dixie Chicken” makes that distribution audible. George's vocal carries the narrative, but
the song's identity does not reside in the vocal alone. Payne's keyboard part supplies harmonic color
and rhythmic punctuation; Gradney and Hayward create a groove whose parts do not simply
double one another; Clayton adds another layer of subdivision; Barrére's guitar occupies a
complementary space; and the backing vocals broaden the texture around George's lead.® The
arrangement creates the impression of ease because the musicians do not compete for every
available space. Each part becomes more effective because another part has left room for it.

That principle provides the central argument of this essay. Little Feat's historical importance
lies less in the invention of a new genre than in the development of an unusually sophisticated
ensemble language. Their music demonstrates how traditions associated with different regions and
musical communities could circulate into a Los Angeles recording environment and become
integrated through performance. New Orleans rhythm and blues, blues, country, gospel, funk, jazz,
and rock remain audible within the music, but they are reorganized through the particular
relationships among George, Payne, Hayward, Gradney, Clayton, and Barreére.”

The resulting sound also complicates the idea of musical authenticity. Little Feat's
engagement with New Orleans music, for example, cannot be understood simply as the
reproduction of a regional tradition. The musicians were working primarily within the Los Angeles
music industry, encountering New Orleans repertoire and rhythmic practices through recordings,
other musicians, and performance. Their version of “On Your Way Down,” written by Allen
Toussaint, demonstrates how an existing composition could enter the band's musical world and
acquire a new instrumental setting without losing its connection to its source.® Musical tradition
here operates through circulation. What matters is not geographic purity but the depth with which
a musical practice becomes functional within a new ensemble.

George's role within this process was substantial, though it has sometimes been overstated
in ways that obscure the contributions of the other musicians. He was a principal songwriter,
vocalist, guitarist, and producer, and his slide guitar became one of the most recognizable sounds
in the band's catalog. His approach to the instrument was highly individual. George was
particularly associated with Fender Stratocasters and developed a distinctive slide technique using
an unconventional metal socket rather than a conventional glass or steel slide.” His guitar sound
was not simply a matter of equipment, however. The expressive quality of his playing depended
upon phrasing, sustain, intonation, and the amount of space available within the ensemble.




That last point is essential. George's guitar becomes most distinctive when heard in relation
to the musicians surrounding it. Little Feat's arrangements allowed him to sustain notes, answer
vocal phrases, and place slide lines against the rhythm section without forcing the guitar into a
constant foreground role. His sound was therefore partly produced by the ensemble itself. Payne's
keyboard voicings, Hayward's rhythmic placement, Gradney's bass movement, Clayton's
percussion, and Barrére's contrasting guitar work all shaped the environment in which George's
playing acquired its characteristic force.

The band's later development makes this collective dimension even clearer. Feats Don't Fail
Me Now expanded the rhythmic vocabulary established on Dixie Chicken, while The Last Record
Album and Time Loves a Hero moved toward increasingly elaborate instrumental textures.'® By
this point, Payne and Barrere had become increasingly important as composers, and the band's
identity could no longer be understood exclusively through George's songwriting. The resulting
tensions over musical direction were genuine, but they were also the consequence of the band's
success as a collaborative ensemble. Little Feat had become capable of generating more musical
ideas than could comfortably be contained within a single aesthetic center.

Waiting for Columbus, recorded in 1977 and released the following year, provides the
strongest evidence of what that collective language could accomplish in performance. The album's
importance does not rest simply upon its reputation as a great live record. Its performances reveal
musicians who had spent years learning how to respond to one another in real time. Familiar songs
could expand without losing their identity; instrumental passages could become longer without
dissolving the underlying form; and additional horns and percussion could enter the texture
without overwhelming the original ensemble.'! The live recording consequently exposes something
that studio albums can partially conceal: Little Feat's sound was not merely an arrangement. It was
a practice of listening.

That practice is what makes the band's history significant beyond the familiar story of
Lowell George. George's death in 1979, at thirty-four, transformed the way subsequent generations
heard the recordings, encouraging retrospective narratives about loss, unrealized potential, and the
collapse of a singular creative vision.'? Those narratives contain genuine tragedy, but they can also
obscure the larger achievement. George was indispensable to Little Feat, yet he was never the whole
band. The music that survives demonstrates an ensemble whose identity had become distributed
among several musicians, each of whom contributed forms of knowledge that could not be reduced
to George's authorship.

Little Feat therefore offers a useful case for reconsidering how American popular music is
studied. Their history crosses the boundaries between musicology, ethnomusicology, popular-
music studies, and the history of recording. Their records show how musical traditions travel, how
individual musicians develop recognizable voices within collaborative structures, and how
recording technology can preserve




The Formation of Little Feat

Little Feat emerged from the Los Angeles music scene at the end of the 1960s, but the circumstances
of its formation already resisted the idea of a conventional rock band. Lowell George had been
working with Frank Zappa and the Mothers of Invention, where he encountered a demanding
musical environment in which odd meters, abrupt formal changes, satire, and tightly arranged
instrumental parts were routine. Bill Payne had also crossed paths with Zappa's organization, while
Richie Hayward and Roy Estrada brought their own experience from the Los Angeles studio and
performance circuit. The new group consequently began with musicians whose backgrounds had
already exposed them to different approaches to rhythm, arrangement, and popular song."?

The original quartet—George, Payne, Hayward, and Estrada—recorded Little Feat in 1971.
The album is considerably more varied than the band's later reputation might suggest. “Snakes on
Everything” and “Hamburger Midnight” reveal George's interest in blues and rock guitar, while
“Willin” establishes the narrative approach that would become one of his most enduring
contributions to American songwriting.'* The record does not yet possess the dense rhythmic
interaction of the later six-piece, but the essential ingredients are already present: George's
conversational vocal delivery, Payne's unusual keyboard language, Hayward's highly responsive
drumming, and a repertoire that moves freely among blues, country, rock, and experimental
textures.

“Willin” is especially important because it demonstrates how much George could
accomplish with relatively little musical material. The song's harmonic framework is
straightforward, and its melody remains close to the contours of speech. Its character comes from
the specificity of the lyric and the way George places the vocal against the accompaniment. The
narrator is a truck driver moving through an American landscape defined by highways, freight,
weather, drugs, and work."® The song's geography is therefore practical rather than picturesque.
Movement is part of the narrator's occupation, and the road becomes a social and economic
environment.

George's writing frequently operates in this manner. His characters are rarely abstract
representatives of “the American experience” They are people with jobs, habits, desires,
frustrations, and particular places to inhabit. This attention to ordinary detail gives his songs a
literary quality without making them literary in the conventional sense. The language remains
direct, but the details accumulate into character.

The first Little Feat album also reveals George's emerging interest in the recording studio as
an instrument of arrangement. The performances are comparatively lean, allowing individual parts
to remain exposed. That openness would become important later, when the group expanded and
developed a much denser rhythmic language. The early recordings establish a baseline against
which the changes on Sailin' Shoes and Dixie Chicken can be heard.

The second album, Sailin' Shoes, released in 1972, moves decisively in that direction."® The
arrangements become more assured, the songwriting more varied, and the band's instrumental
personalities more clearly differentiated. “Easy to Slip,” “Cold, Cold, Cold,” and “Tripe Face Boogie”




reveal a group increasingly comfortable with rhythmic shifts and contrasting textures. “Willin" also
appears here in a revised arrangement, demonstrating how a composition could change meaning
as the ensemble surrounding it changed.

The revision of “Willin” is more than a matter of rerecording. It demonstrates one of the
central characteristics of George's songwriting: his compositions were unusually adaptable to
different instrumental environments. A song could survive changes in tempo, instrumentation, and
arrangement because its melodic and lyrical identities were strong enough to remain recognizable.
At the same time, each new arrangement emphasized different aspects of the composition.

The personnel changes that followed Sailin" Shoes transformed those possibilities further.
Roy Estrada departed, and Paul Barrére, Kenny Gradney, and Sam Clayton joined the group.'” The
resulting six-piece lineup gave Little Feat a much more elaborate rhythmic architecture. The
addition of Clayton's percussion was especially consequential. A drum kit already divides the beat
among several instruments, but hand percussion creates another layer of subdivision and another
physical relationship to the pulse. With Clayton and Hayward working together, Little Feat could
create grooves that felt simultaneously relaxed and densely articulated.

Gradney's bass playing was equally important. His role was not confined to reinforcing the
root movement of the harmony. He could establish melodic contours within the groove, interact
with Hayward's kick drum without simply duplicating it, and create forward motion between
harmonic changes. Payne's keyboards could then occupy a space between these functions,
supplying both harmonic definition and rhythmic punctuation.

Barrere's arrival altered the guitar texture in a similar way. George no longer needed to
provide every guitar function himself. The presence of another guitarist allowed the two players to
differentiate their parts according to register, articulation, and rhythmic role. George's slide could
remain sustained and vocal-like while Barrére supplied more articulated chordal or rhythmic
material. The effect was not simply “two guitars.” It was a redistribution of musical responsibility.

By the time the band entered the sessions for Dixie Chicken, the conditions were in place
for the sound most closely associated with Little Feat. The title track demonstrates what the
expanded lineup made possible: multiple rhythmic layers, keyboard harmony, guitar commentary,
percussion, and vocal arrangement functioning as a single musical structure.'® The sophistication
is audible precisely because the musicians avoid filling every space. The groove has room to breathe.

This is the point at which Little Feat's musical identity becomes difficult to explain through
genre terminology alone. The band was still a rock group in its instrumentation and commercial
context, but “rock” could not account for the rhythmic practices entering from New Orleans, the
gospel-influenced vocal writing, the country-derived narrative forms, or the blues vocabulary
embedded throughout George's guitar and songwriting. These elements did not appear as separate
stylistic quotations. They had begun to operate together.

That development would become the central feature of the band's mature music. Dixie
Chicken did not invent the materials it contained. Its achievement was organizational. The




musicians learned how to make disparate musical practices coexist within the same rhythmic and
harmonic environment, and they did so without sacrificing the individual character of the players.

The band's formation, therefore, should not be treated merely as background to the more
famous recordings. The personnel changes explain why those recordings sound different. Little Feat
became distinctive through a process of accumulation: musicians entered the group carrying
different histories, those histories altered the ensemble's possibilities, and repeated performance
turned those possibilities into a shared musical language.

Dixie Chicken and the Development of the Ensemble

The significance of Dixie Chicken lies in the way the new lineup changed the internal balance of
Little Feat. The album was not simply a larger version of the first two records. With Barrere,
Gradney, and Clayton now incorporated into the group, the musicians could distribute rhythmic,
harmonic, and melodic responsibilities across a much broader field."” The result was a sound in
which individual parts remained distinct while contributing to a single rhythmic environment.
That distinction would become one of the band's most important musical characteristics.

The title track offers the clearest example. George and Martin Kibbee's composition is built
upon a relatively compact harmonic framework, but the arrangement continually changes the
listener's perception of that framework through rhythm and texture. Payne's piano supplies
characteristic New Orleans-inflected voicings, while Gradney and Hayward establish a groove
whose components do not simply duplicate one another. Clayton's congas add another layer of
rhythmic subdivision, and the guitars occupy complementary positions around the vocal. The
backing vocals widen the texture further, giving George's narration a communal quality.>

The song's apparent looseness is therefore carefully organized. Nothing about the groove
depends upon every musician striking the same accents at the same time. Hayward can articulate
the primary pulse while Gradney moves independently through it; Clayton can fill spaces between
the drum-kit figures; Payne can emphasize a subdivision through a keyboard attack; and George
can phrase his vocal slightly behind the beat without weakening the underlying meter. The
musicians create a stable pulse by approaching it from different positions.

That quality connects Little Feat to New Orleans rhythm and blues, although the band's
relationship to that tradition should not be reduced to imitation. The New Orleans influence is
audible in the piano language, the rhythmic placement, the use of percussion, and the sense that
groove is produced collectively. Yet the recording was made by a Los Angeles-based ensemble
whose members brought other musical histories into the arrangement.”* What emerges is a new
performance environment in which New Orleans practices interact with country songwriting,
blues guitar, rock instrumentation, and gospel-derived vocal textures.

The inclusion of Allen Toussaint's “On Your Way Down” on the same album makes this
circulation particularly explicit. Toussaint's composition already carried the musical history of New
Orleans with it, while Little Feat's performance placed the song within the group's own
instrumental language.?* Payne's keyboard work and the rhythm section establish a setting that is
recognizably Little Feat, while the vocal and harmonic character of the composition retain its




connection to Toussaint's writing. The recording demonstrates how repertoire can move between
musical communities without becoming detached from its original context.

George's songwriting on Dixie Chicken also reveals a growing interest in characters whose
lives are shaped by movement and temporary spaces. “Two Trains” and “Roll Um Easy” approach
different aspects of intimacy and displacement, while “Fat Man in the Bathtub” turns an apparently

ordinary setting into something comic and theatrical.*?

George populated these songs with
recognizable figures rather than abstract symbols. Their environments—bars, roads, rooms, cities,
and transient encounters—give the music a social geography.

“Fat Man in the Bathtub” is particularly revealing because the lyric's humor depends upon
the relationship between George's voice and the rhythmic arrangement. The narrator's delivery has
a conversational quality, but the instrumental accompaniment is anything but static. Payne,
Hayward, Gradney, Clayton, and the guitarists continually reinforce the movement of the song. The
arrangement gives the lyric physical momentum. Its humor is carried as much by rhythmic timing
as by the words themselves.

This interaction between lyric and groove is central to George's songwriting. His songs
rarely treat accompaniment as a neutral background for the voice. The rhythm of the band affects
how the words are perceived, while the words create expectations that the instrumentalists can
reinforce or disrupt. George's vocal phrasing consequently functions as part of the rhythm section
even when he is carrying the melody.

Payne's contribution is especially important because his keyboard playing occupies several
musical roles at once. In one passage he may establish harmonic information; in another, a short
chordal figure becomes a rhythmic accent. His piano does not simply fill the harmonic space
beneath George's melodies. It participates in the groove. This ability to move between harmonic
and rhythmic functions became one of the defining features of the mature Little Feat sound.**

Hayward's drumming operates according to a similar principle. The basic pulse remains
clear, but the surface of the groove is constantly changing. His fills rarely feel detached from the
phrase that surrounds them. They tend to extend or redirect the existing motion. Gradney's bass
responds to this flexibility without simply following the drum kit, producing a rhythmic foundation
that feels both grounded and mobile.

Clayton's percussion changes the physical character of the rhythm further. Congas and
other hand percussion do not have the same attack or decay characteristics as a drum kit. Their
softer, more sustained sound allows them to occupy subdivisions without competing directly with
the snare and cymbals. The resulting texture is one reason Little Feat's funk-oriented recordings
can sound rhythmically dense without becoming sonically crowded.

Barrere's role is equally significant. His presence gives George greater freedom to treat the
guitar as a melodic and expressive instrument rather than as the band's sole harmonic support. This
is particularly useful for George's slide playing, whose sustained notes require space around them.
Barrere can occupy the rhythmic or chordal material while George allows a slide phrase to emerge
above it.>®




The distinction between the two guitarists also reveals something about the band's
conception of virtuosity. The musicians do not demonstrate their abilities simply by increasing the
number of notes they play. Their sophistication frequently lies in differentiation. One musician
recognizes what another is already providing and chooses a complementary role. The result is less
about individual display than about making the combined arrangement more effective.

That principle becomes even more apparent on Feats Don't Fail Me Now;, released in 1974.
The album expands the musical vocabulary established on Dixie Chicken, particularly through its
use of funk-oriented rhythms, additional percussion, keyboards, horns, and guest vocalists.*®
“Spanish Moon” is the clearest example. The clavinet, bass, drums, percussion, and guitars create a
layered rhythmic structure in which individual attacks become part of a larger groove. The
arrangement sounds tighter than much of the earlier material, but it retains the band's characteristic
flexibility.

The difference is important. Little Feat was becoming more rhythmically sophisticated
without abandoning the qualities that had made its earlier music accessible. The groove remains
physical. The harmonic material remains connected to blues and popular-song forms. George's
vocal delivery continues to sound conversational. Complexity enters through the interaction of the
musicians rather than through the abandonment of the song.

By this point, the phrase “blending genres” begins to lose explanatory value. The musicians
were no longer simply combining recognizable stylistic ingredients. They had developed a common
performance vocabulary in which those ingredients could function together. Funk affected the
placement of the rhythm section; New Orleans music influenced the treatment of piano and
percussion; gospel informed the vocal arrangements; country shaped George's narrative approach;
blues remained present in harmony and guitar phrasing. Each tradition altered the behavior of the
others.

The development of that vocabulary also explains why the band's music could sound relaxed
even when the underlying arrangements were demanding. The musicians had accumulated enough
shared knowledge to anticipate one another. A player did not need to occupy every rhythmic space
because the others could be trusted to maintain the structure. Little Feat's characteristic looseness
was therefore the result of discipline, not the absence of it.

This is the point at which the band's reputation as a “musician’s musician” group begins to
make musical sense. The respect they received from other performers was connected to details that
casual listening could easily overlook: the placement of bass notes against the kick drum, the timing
of keyboard accents, the interaction between percussion and snare, the separation between two
guitar voices, and the restraint with which George used his slide.”” The music rewarded listeners
who paid attention to how the parts fit together.

The achievement was collective, but George remained central to its identity. His songwriting
provided many of the band's strongest narrative structures, while his production work helped shape
the recorded environment in which the ensemble was heard. Yet the expanded lineup had
transformed the meaning of his role. He was no longer responsible for carrying the entire musical
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argument. He could write, sing, play, and produce within a system whose other members had
developed increasingly independent voices.

That balance would become increasingly difficult to maintain as Little Feat entered the
second half of the 1970s. Payne and Barrére were developing more ambitious instrumental and
compositional ideas, while George remained strongly attached to the songwriting-centered
approach that had shaped the band's most recognizable material. The next stage of the band's
history would emerge from that tension.

Time Loves a Hero: Expansion and Tension

By the middle of the 1970s, the musical language established on Dixie Chicken and Feats Don't Fail
Me Now had given Little Feat an unusual degree of freedom. The band could move comfortably
between tightly arranged grooves and extended instrumental passages, and its members were
increasingly contributing material of their own. That development brought new possibilities, but it
also exposed differences in musical priorities that had been less consequential when George's
songwriting occupied a more dominant position. The Last Record Album and Time Loves a Hero
document this transition with particular clarity.?®

The Last Record Album, released in 1975, retains much of the rhythmic and stylistic
diversity of the previous two albums while expanding the band's harmonic and textural range.*
“All That You Dream,” written by George and Payne, is an especially useful example because its
arrangement places George's vocal and guitar within a more expansive harmonic environment.
Payne's keyboard writing gives the song a broader tonal color, while the rhythm section maintains
the grounded pulse that prevents the arrangement from drifting into abstraction.

The album also contains material that points toward the increasing importance of other
composers within the group. “One Love Stand,” written by Payne and Fran Tate, and “Long Distance
Love,” by George, reveal different approaches to melodic and lyrical construction.*® The contrast is
revealing because the band's identity was becoming less dependent upon a single songwriting voice.
Little Feat remained recognizable even as the sources of its repertoire diversified.

That development was not necessarily a sign of artistic instability. A successful ensemble
often reaches a point at which individual members possess enough confidence and musical
authority to contribute beyond their initial roles. In Little Feat's case, however, greater individual
contribution also meant greater disagreement about the direction of the group.

Time Loves a Hero, released in 1977, makes that tension audible.*! The album contains
some of the band's most technically elaborate material, including compositions that emphasize
instrumental development and more harmonically sophisticated writing. Payne and Barrére were
increasingly important in shaping this direction. The band's music had begun to move toward a
form of jazz-rock and fusion that gave instrumental performance a larger role than it had occupied
on Dixie Chicken.

The title track, written by Payne, Barrére, and David Foster, exemplifies this shift. Its
arrangement places greater emphasis on instrumental texture and harmonic movement, while the
vocal remains integrated into a larger ensemble design.’? The song does not abandon Little Feat's
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rhythmic identity, but its priorities differ from those of George's most character-driven
compositions. The musicians are being asked to sustain an instrumental architecture as much as a
narrative one.

George was increasingly uncomfortable with this direction. His later interviews indicate
that he felt the band's democratic structure had allowed Payne and Barrére to exert too much
influence over the group's musical identity.** His criticism is important historical evidence, but it
should be treated as his perspective rather than as an objective description of the band's artistic
merits. The recordings themselves demonstrate that the musicians pursuing a more fusion-oriented
direction were not abandoning technical or compositional discipline. They were exploring a
different conception of what Little Feat could be.

The conflict was therefore partly aesthetic and partly structural. George's authority had
been closely connected to songwriting, singing, guitar playing, and production. As Payne and
Barrere contributed more compositions and instrumental ideas, the basis of that authority became
less exclusive. The band had become more democratic in practice, but democracy within an
ensemble does not eliminate disagreements over artistic priorities.

The tension is especially revealing because it occurred during a period of substantial
musical achievement. The problem was not that Little Feat had stopped producing strong work.
The problem was that several members had developed increasingly different ideas about what
strong work should mean. George continued to value the song-centered, vernacular side of the
band, while Payne and Barrére were increasingly interested in instrumental complexity and
compositional expansion.

This difference can be heard by comparing “Dixie Chicken” with the title track of Time
Loves a Hero. The earlier song depends heavily upon narrative, vocal character, and a groove whose
complexity remains subordinate to the story. “Iime Loves a Hero” gives greater weight to
instrumental arrangement and harmonic development. Both recordings belong unmistakably to
Little Feat, but they represent different priorities within the same musical system.

The contrast is important because it prevents the band's history from being reduced to a
simple rise-and-fall narrative. The period after Dixie Chicken was not a gradual decline from an
artistic peak. It was a period of expansion. Some of that expansion created internal friction, but it
also produced music that would be difficult to imagine without the band's earlier development.

The musicians' increasing technical confidence was partly responsible. Hayward, Gradney,
and Clayton had developed an exceptionally flexible rhythm section, while Payne and Barrére were
increasingly comfortable writing and arranging material that demanded more from the ensemble.
George himself remained an accomplished guitarist and producer. The group possessed more
musical resources than ever before.

That abundance created a paradox. The more capable the musicians became, the more
difficult it was to maintain a single conception of the band's identity. Little Feat had originally
depended upon George's songs and a relatively narrow instrumental structure. By 1977 it had
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become a collective capable of supporting several different aesthetic directions. The band's strength
had become a source of disagreement.

This tension also illuminates the meaning of ensemble democracy. Collaboration does not
mean that every musician agrees about the purpose of the group. It means that multiple forms of
musical authority can operate within the same structure. Little Feat's later-1970s history shows both
the creative possibilities and the limitations of that arrangement.

The resulting music deserves to be heard on its own terms. Time Loves a Hero contains
some of the band's most accomplished instrumental writing, and its rhythmic precision
demonstrates how far the ensemble had developed since the first album.’* The record should not
be treated simply as evidence of conflict between George and the rest of the band. It is also evidence
of musicians extending the vocabulary they had built together.

That distinction becomes crucial when considering what happened next. The band's
growing internal tensions did not prevent Little Feat from producing Waiting for Columbus, the
live recording that would become one of its most enduring documents. If anything, the live album
demonstrates that the musicians could still translate their differences into a remarkably cohesive
performance.

The studio albums of the mid-1970s therefore reveal a band becoming more complex at
precisely the moment when its internal consensus was becoming less secure. That contradiction is
central to Little Feat's history. Their musical language had become sufficiently flexible to
accommodate competing visions, but flexibility had limits. The question was no longer whether the
musicians could play together. They clearly could. The question was whether they still agreed about
what they were playing toward.

Waiting for Columbus: The Ensemble in Performance

If the studio albums document Little Feat's evolving musical vocabulary, Waiting for Columbus
reveals what happened when that vocabulary was placed under the pressure of live performance.
Recorded during the band's 1977 tour and released in 1978, the album captures Little Feat at a point
when its musicians had accumulated nearly a decade of shared performance experience.’® The
significance of the record lies partly in its ability to preserve that experience. The songs are familiar
from the studio albums, but the performances demonstrate how differently the musicians could
treat the same material when the formal boundaries of the recording studio were removed.

The most striking quality of Waiting for Columbus is the band's control of extended musical
time. Little Feat can lengthen an instrumental passage without losing the identity of the
composition. The musicians do not simply repeat a section until the performance becomes longer;
they redistribute attention within the arrangement. A keyboard figure becomes more prominent,
the rhythm section changes its density, a guitar phrase develops into a longer exchange, or the horns
introduce another layer of color. The form remains recognizable even while its internal proportions
change.?®

“Dixie Chicken” provides an especially revealing example because the studio recording is
already densely arranged. Onstage, the song becomes a vehicle for interaction among the musicians
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rather than a reproduction of the album version. George's vocal remains central, but the
instrumentalists have greater freedom to extend the groove and respond to one another. ‘The
audience hears the composition through the accumulated experience of the band rather than
through the fixed proportions of the studio arrangement.>’

The rhythm section is crucial to this transformation. Hayward and Gradney maintain a
groove that can support extended development without becoming mechanically repetitive. Their
playing creates enough stability for Payne, George, and Barrere to move outward from the basic
material. Clayton's percussion adds another level of rhythmic activity, while the additional horns
expand the ensemble's timbral range. The result is a live texture that is larger than the studio quartet
of the band’s earliest years but remains remarkably transparent.

“Fat Man in the Bathtub” demonstrates another dimension of this flexibility. The song's
original studio arrangement already depends upon a strong rhythmic identity, but the live
performance allows the instrumentalists to emphasize different elements of that groove. The bass
and drums become especially important because they establish the continuity against which the
other musicians can improvise.*® The groove functions almost as a structural framework: it remains
recognizable while the details above it change.

This is one reason Little Feat's live performances have been so highly regarded among
musicians. Improvisation is possible because the ensemble has a strong collective memory. The
musicians know the forms well enough to stretch them without losing their place. Such knowledge
is difficult to acquire through notation alone. It develops through repeated performance, rehearsal,
listening, and the accumulation of shared expectations.

The expanded editions of Waiting for Columbus make this process even more apparent.
Later releases have made additional 1977 concerts available, allowing listeners to compare
performances rather than treating the original album as the complete representation of the tour.>
These recordings reveal recurring approaches to repertoire while also showing how much variation
could occur from one performance to another.

That distinction is important historically. A single live recording can easily become
mythologized as the definitive version of a band. The availability of additional performances
complicates that mythology. Little Feat's live identity was not contained in one perfect concert. It
existed in the repeated practice of taking familiar material onto the stage and allowing the ensemble
to determine what happened within the established form.

The horns on Waiting for Columbus are particularly significant in this regard. Their
presence expands the band's sonic field without displacing its original instrumental identity. The
horns do not transform Little Feat into a horn-driven funk ensemble. Instead, they become another
layer within an already complex arrangement.”® The ability to accommodate them demonstrates
how flexible the band's musical organization had become.

George's role in this environment is revealing. His slide guitar remains one of the most
recognizable sounds on the album, but he does not dominate every passage. He can move between
vocal lines, guitar responses, and extended instrumental statements while leaving substantial room
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for Payne and Barrére. The performance therefore reinforces the distinction between individual
prominence and individual control. George is central without having to occupy every musical
space.

Payne's playing is equally important to the live sound. His keyboards often function as a
bridge between the harmonic and rhythmic dimensions of the ensemble. A piano figure can
reinforce the groove, establish a chord, answer the guitar, and then disappear behind the vocal. The
ability to shift functions rapidly is one reason his contribution can be easy to underestimate when
the recording is heard only as a general “Little Feat sound.”

Barrere's role becomes more pronounced in the live setting as well. The presence of two
guitarists creates opportunities for call and response, harmonic reinforcement, and contrasting
articulation. George's slide technique produces sustained pitches and vocal-like inflections, while
Barrere can provide more rhythmic or chordal material. Their parts occupy different musical roles
even when they share the same register."'

The interaction between the guitars is particularly revealing because it shows that Little
Feat's ensemble identity depended upon differentiation. Two guitarists could easily make an
arrangement crowded. Here, the opposite often occurs. Each player becomes more audible because
the other provides a contrasting function. The same principle governs the relationship between
Hayward and Clayton: two percussionists create greater clarity when they occupy different
rhythmic territories.

This principle of differentiated roles helps explain why Little Feat could accommodate so
many musicians without producing an undifferentiated wall of sound. The ensemble is large, but
its internal organization remains audible. Instruments occupy different registers, attack patterns,
timbral fields, and rhythmic subdivisions. The listener can move attention among them without
losing the larger structure.

The result is a form of live performance that depends upon collective flexibility. The
musicians do not abandon the arrangements they developed in the studio. They know those
arrangements deeply enough to manipulate them. A performance can expand because the
underlying structure remains secure.

This distinction separates Little Feat from a conception of improvisation based primarily
on individual soloing. The band's improvisational practice is largely conversational. One musician
alters a phrase, another responds, and the rhythm section adjusts the surrounding space. The music
develops through interaction. Even the most prominent instrumental passages remain connected
to the ensemble.

That quality also explains why Waiting for Columbus is so valuable as a historical document.
It preserves not simply what Little Feat sounded like, but how the musicians behaved together.
Studio recordings can reveal arrangement and production decisions with extraordinary precision,
while live recordings reveal the flexibility of those decisions in performance. The two forms of
evidence answer different questions.
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The live album also complicates the idea that the band's identity was fundamentally tied to
Lowell George. His presence is unmistakable, but the recording repeatedly shifts attention toward
the other musicians. Payne's keyboards, Hayward's drums, Gradney's bass, Clayton's percussion,
and Barrére's guitar are not background material. They are active components of the band's musical
argument. George's importance becomes clearer precisely because the ensemble surrounding him
is so strong.

This is also why George's later separation from the group cannot be understood simply as
the loss of a frontman. By 1977, Little Feat had become an ensemble whose members had developed
independent musical identities. George remained the band's most recognizable songwriter and
voice, but the recordings demonstrate that the group’s musical center had become distributed.

The historical significance of Waiting for Columbus therefore extends beyond its reputation
as a great live album. It documents a moment when Little Feat's accumulated musical knowledge
was fully operational. The musicians had enough experience with one another to take risks without
sacrificing coherence. Their differences had become resources rather than obstacles.

The album also provides a useful counterpoint to the tensions documented around Time
Loves a Hero. In the studio, disagreements about direction could become questions of authorship
and control. Onstage, the musicians still had a common language. The live performances
demonstrate that artistic disagreement did not prevent musical communication.

That distinction is essential to the larger history. Little Feat's internal conflicts were real, but
they existed alongside an extraordinary capacity for collective performance. The band's ability to
make music together remained stronger than the simplified narratives of personality conflict
sometimes suggest.

Waiting for Columbus captures that capacity at a particularly important moment. The
musicians had not yet reached the end of their original history, but the period of maximum
collective development was already becoming temporary. George would leave the group, release his
solo album, and die in 1979.** The knowledge of what followed inevitably affects later listening, but
it should not determine the meaning of the performances themselves.

The record is powerful because the musicians are alive within it. They respond to one
another, stretch forms, make rhythmic decisions, and sustain a musical conversation that could not
have been produced by any one member alone. Its historical value rests in that collective activity.
Lowell George and the Question of Leadership
The success of Waiting for Columbus did not resolve the tensions that had developed within Little
Feat. If anything, the album makes those tensions more interesting because it documents a band
whose collective musicianship was flourishing at the same moment that its members were
developing different ideas about artistic authority. George remained the group's most recognizable
figure, but the musical structure he had helped create no longer depended upon a single center.
Payne, Barrére, Hayward, Gradney, and Clayton had each become substantial contributors to the
band's sound, repertoire, and identity.**
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George's importance should therefore be understood without turning him into the sole
author of Little Feat. His contributions were unusually broad. He wrote or co-wrote many of the
band's most enduring songs, sang lead on much of its repertoire, played guitar, and received
production credits on several of the group's most important recordings.** His influence extended
beyond composition into the shaping of arrangements and recorded sound. Yet the recordings
themselves make clear that his musical ideas were realized through collaboration.

This distinction becomes particularly apparent in George's guitar playing. His slide work is
immediately identifiable, but its effectiveness depends upon the space created around it. He could
sustain a note because the rhythm section did not compete with every part of the frequency
spectrum; he could answer his own vocal lines because Payne or Barrere could occupy the
accompanying material; and he could allow a phrase to hang in the air because Hayward and
Gradney maintained the rhythmic continuity underneath it. George's sound was individual, but it
was never isolated.

His songwriting operated in a similar fashion. “Willin™ is often treated as a quintessential
George composition, and rightly so, but Little Feat's recordings demonstrate how much a song's
identity can change through arrangement. The song's narrative survives because its melodic and
lyrical framework is strong, yet its character depends heavily upon the musicians performing it.**
'The composition provided a foundation; the band determined how that foundation would move,
breathe, and sound.

The growing independence of the other members eventually created a different kind of
problem. Payne and Barrére were contributing more compositions, and the band's instrumental
language was expanding. Time Loves a Hero contains music that places greater emphasis on
instrumental sophistication and jazz-rock vocabulary, while George increasingly favored the song-
centered approach that had shaped much of the band's earlier work.*® The disagreement was not
simply personal. It concerned the musical identity of the group.

George's later comments about Little Feat's internal democracy provide direct evidence of
his dissatisfaction with that development.*” His perspective should be preserved because it reveals
how he understood the situation near the end of his life, but it should not be allowed to become the
definitive account of the band's internal history. The recordings provide a more complicated
picture. They show musicians pursuing different ideas while remaining capable of extraordinarily
coordinated performance.

This distinction matters because the usual narrative of Little Feat often turns the group's
later history into a conflict between George and the rest of the band. Such a narrative is attractive
because it creates a clear dramatic arc: the original visionary loses control of his creation, leaves,
and dies shortly afterward. The chronology is real; the interpretation is less secure. George's
departure occurred during a period of genuine artistic disagreement, but the music does not
support the idea that the other musicians had simply abandoned the band's original identity.

Indeed, the opposite can be heard. The musicians were extending principles already present
in the earlier recordings. Rhythmic complexity had been central to Dixie Chicken. Instrumental
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interplay had been central to Feats Don't Fail Me Now. Payne's harmonic interests had been present
from the beginning. Barrere's arrival had expanded the guitar vocabulary. The later music
intensified tendencies that were already embedded within the ensemble.

George's frustration can therefore be understood as a consequence of the band's
development rather than evidence that the band had suddenly become something foreign to itself.
The collective had become strong enough to generate several possible futures. The difficulty was
deciding which future deserved to be called Little Feat.

That question has no simple answer. A band's identity is partly historical memory. Listeners
associate Little Feat with particular songs, particular musicians, and particular recordings. Those
associations can become powerful enough that later developments are judged according to how
closely they resemble an earlier period. George's own attachment to the band's established sound
was therefore also an attachment to a particular conception of its history.

His solo album, Thanks I'll Eat It Here, offered a way to explore that identity outside the
increasingly complicated structure of Little Feat. Released in 1979, it included material that
extended several of his established interests while giving him greater control over the ensemble
surrounding each song.*® The album should not be heard simply as a rejection of Little Feat. It is
better understood as another stage in a career that had always moved between collective and
individual forms of musicianship.

“20 Million Things,” for example, retains George's characteristic conversational approach to
songwriting while placing greater emphasis on the relationship between voice, lyric, and
arrangement.”” The song's narrator is overwhelmed by the accumulation of ordinary
responsibilities, and George allows the humor of the situation to carry much of its emotional
weight. The performance does not require a grand vocal gesture. Its effectiveness depends upon
phrasing, timing, and the gradual accumulation of details.

That quality connects the solo work directly to the Little Feat years. George's characters
remain grounded in ordinary life. His songs continue to find musical significance in work, travel,
frustration, desire, and the absurdity of everyday circumstances. The difference is that the solo
album provides a somewhat different environment in which those concerns can be presented.

George's death on June 29, 1979, inevitably changed the interpretation of this material.*°
He was thirty-four years old. The proximity between the release of his solo album, his touring
schedule, and his death has encouraged listeners to hear the record as a final statement. Such
retrospective listening is understandable, but it should not determine the historical meaning of the
music. Nothing in the songs requires the listener to hear them as premonitions.

The more important fact is that George was still working. He was writing, recording,
performing, and developing his own musical direction. His career ended abruptly; it did not arrive
at a natural artistic conclusion. That distinction is essential when assessing his legacy.

The same caution applies to Little Feat's history after his departure. George's absence
fundamentally changed the band because no other musician could reproduce his combination of
voice, songwriting, slide guitar, and production sensibility. But his absence also revealed how much
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musical knowledge had already been distributed among the remaining members. The band had lost
a central voice without losing everything it had learned together.

That paradox is one of the most revealing aspects of Little Feat's history. George was
indispensable, but Little Feat was larger than George. The recordings make both statements possible
at the same time. His individual sound remains unmistakable; the ensemble surrounding it remains
equally essential.

After George: What Remained

George's death did not simply close the history of Little Feat's most celebrated period. It exposed
the extent to which the band's musical identity had already become distributed among its members.
The group had experienced disagreements over direction and authority, but those disagreements
had taken place within an ensemble that had developed a substantial body of shared knowledge.
When George was gone, that knowledge did not disappear with him. What changed was the balance
among the musicians who remained.”’

The distinction is important because the history of Little Feat after 1979 can easily be
reduced to a question of replacement: who could possibly take George's place? No musician could
reproduce the particular combination of his voice, songwriting, slide guitar, and production
sensibility. That fact should be stated plainly. Yet the question itself assumes that George was the
entirety of the band's musical identity. The recordings made before his death point in another
direction. They show an ensemble in which individual voices had become deeply interconnected
without becoming interchangeable.

Payne, Hayward, Gradney, Clayton, and Barrére each carried a portion of that history
forward. Their contributions had never been secondary in the musical sense, even when George's
name received greater attention. Payne's keyboard language had helped define the band's harmonic
character; Hayward and Gradney had developed one of its central rhythmic foundations; Clayton
had expanded the percussion vocabulary; and Barrére had become increasingly important as both
guitarist and composer.”? Their later work therefore represented continuity and change at the same
time.

The reunion of Little Feat in the late 1980s provides useful evidence for this distinction. The
surviving musicians could not recreate the original lineup, but they could recover aspects of the
ensemble’s established language. Payne later recalled the experience of playing together again and
recognizing that the group still possessed a recognizable identity.”> That observation does not
diminish George's importance. It indicates that the years of collective performance had produced
something that could survive beyond any single participant.

The survival of a musical practice after the death of one of its central figures is not unusual.
Musical knowledge is often distributed through repetition. Musicians learn one another's timing,
anticipate characteristic gestures, memorize arrangements, and develop shared expectations about
form. Over time these practices become embodied. They are carried in the musicians themselves,
even when no written document completely describes them.

19



Little Feat's recordings preserve evidence of that process. The performances reveal recurring
patterns of interaction that extend beyond individual compositions. Hayward and Gradney
maintain a particular relationship between bass and drums. Payne's keyboard parts repeatedly
move between harmonic and rhythmic functions. Clayton fills spaces rather than simply doubling
the drum kit. The guitarists differentiate their roles according to texture and phrasing. These
practices form part of the band's collective vocabulary.

This also changes the way George's legacy should be understood. His influence is not limited
to musicians who imitate his slide-guitar tone or reproduce his equipment choices. It can be heard
in approaches to phrasing, arrangement, songwriting, and ensemble interaction. His most
enduring contribution may be less a particular sound than a way of making individual musical
gestures function within a larger performance.

The same principle applies to Little Feat's broader influence. Their importance among
musicians has often been described as a matter of admiration or technical respect, but the
recordings indicate something more concrete. The band provided models for how musicians could
combine rhythmic sophistication with accessibility, how several strong instrumentalists could
coexist without constantly competing for attention, and how stylistic influences could be
incorporated without turning a song into a demonstration of borrowed material.

The phrase “musician’s musician” consequently describes a form of influence that does not
always appear in conventional measures of popularity. A recording can sell modestly while
becoming important to performers who study its bass lines, drum patterns, guitar phrasing,
keyboard voicings, or arrangements. That kind of influence is difficult to quantify, but it is audible
in the continued attention given to Little Feat's recordings by musicians and serious listeners.>*

Their position in the broader canon is therefore more complicated than the familiar
description of the band as “underrated.” Little Feat was never completely neglected. Waiting for
Columbus received substantial critical recognition, the band developed a loyal audience, and
individual musicians within the group were respected by their peers. The issue is one of uneven
historical visibility. Little Feat has been acknowledged frequently without always being granted a
central position in narratives of American rock.

Part of the difficulty comes from classification. A history organized around Southern rock
has difficulty accommodating the band's Los Angeles origins and New Orleans influences. A
history of funk can account for the rhythmic vocabulary of “Spanish Moon” but not the country
narratives of “Willin'” A history of country rock can explain some of George's songwriting while
leaving Payne's harmonic language and the band's percussion practices underdeveloped. A history
of jazz-rock captures the instrumental ambitions of Time Loves a Hero but risks making the earlier
songwriting-centered records seem like an unrelated phase.>

Little Feat's resistance to classification is therefore not evidence of stylistic confusion. It is
one of the central facts of their music. The band developed a recognizable identity without requiring
a single genre to contain it.
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This is also why geographical explanations have to be handled carefully. The band's music
is strongly connected to New Orleans, but Little Feat was not a New Orleans ensemble. Its musicians
worked within the Los Angeles recording industry and encountered New Orleans traditions

through musical circulation.®®

Their engagement with those traditions was consequently
interpretive. “On Your Way Down” remained a Toussaint composition while becoming part of Little
Feat's repertoire; the rhythmic language associated with New Orleans became part of a larger
ensemble vocabulary.

The same process can be observed in the band's treatment of gospel, country, blues, and
funk. These traditions remain identifiable, but their functions change when they enter Little Feat's
arrangements. Gospel-derived backing vocals can reinforce a rock song's emotional architecture.
A country narrative can sit over a rhythm section informed by funk. Blues guitar can operate inside
a sophisticated ensemble texture. The traditions do not disappear through combination. Their
musical functions expand.

That process offers a more useful way of understanding originality. Little Feat did not need
to invent entirely new musical materials to produce something distinctive. Their originality
developed through arrangement, performance, and interaction. The musicians reorganized existing
practices until the resulting combination became recognizably their own.

George's death makes this achievement easier to overlook because biography exerts such a
powerful influence on historical memory. The image of the young songwriter and guitarist who
died just as his career was developing invites a narrative of unrealized possibility. That narrative is
understandable, but it can cause listeners to hear the music backward. Songs become premonitions;
disagreements become evidence of inevitable collapse; the final recordings become farewell
statements.

The historical evidence does not require such an interpretation. George was still working.
Little Feat had already produced a substantial body of music. The surviving recordings do not
sound like a band that had exhausted its possibilities. They sound like musicians whose careers
were still developing in different directions.””

That distinction is particularly important for Thanks I'll Eat It Here. The album is a
document of George's continued artistic activity, not simply an epilogue to Little Feat. Its songs
extend concerns already present in his earlier writing while giving him a different ensemble
environment in which to explore them.*® The record therefore belongs within the history of his
development rather than existing solely as a memorial object.

The same principle should guide the interpretation of Little Feat's later history. The band
that continued after George was different, and that difference should not be treated automatically
as evidence of decline. Nor should later recordings be used to recreate an absent George through
approximation. The more historically responsible approach is to recognize separate periods of the
band's history and ask what musical practices survived, changed, or disappeared.

What survived most clearly was the value placed on ensemble interaction. Little Feat had
developed a musical language in which groove, instrumental contrast, and responsiveness were
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fundamental. Personnel could change, repertoire could expand, and arrangements could evolve,
but those principles remained part of the band's historical inheritance.

George's contribution remains central to that inheritance. His songs gave the band some of
its strongest narrative material; his slide guitar supplied an unmistakable timbral identity; his voice
provided a distinctive emotional center; and his production work helped shape the recordings
through which the band became known. But the evidence accumulated across the band's catalog
points toward a larger conclusion: George's achievement was realized through an ensemble that
made his ideas audible in ways he could not have produced alone.

That is perhaps the most useful way to understand the tragedy of his death. Little Feat lost
an irreplaceable musician, but it did not lose the entire musical world that had developed around
him. The recordings remain as evidence of both facts. They preserve George's singularity while
documenting the collective practice that gave that singularity its context.

Listening Beyond Genre

The history of Little Feat becomes clearer when the band's recordings are heard as evidence of
musical practice rather than as examples that need to be assigned to a single genre. The group's
significance does not depend upon deciding whether it was primarily a rock band, a country-rock
band, a funk ensemble, a Southern-rock group, or a New Orleans-influenced roots band. Each
description identifies something real, but none accounts for the way those elements function
together. Little Feat developed a musical language in which stylistic difference could remain audible
while becoming part of a coherent ensemble. That achievement was the product of years of playing
together, not a theoretical program imposed upon the music.>

The recordings make this process particularly clear. On Dixie Chicken, George's songs
provide strong narrative centers, but the arrangements depend upon the contributions of Payne,
Hayward, Gradney, Clayton, and Barrere. On Feats Don't Fail Me Now, funk-oriented rhythms
become more prominent without displacing the band's blues and country foundations. Time Loves
a Hero expands the instrumental and harmonic vocabulary further, revealing both the possibilities
and tensions created by the musicians’ growing independence. Waiting for Columbus then
demonstrates how those different tendencies could still operate within a remarkably cohesive live
performance.®

George remains central to this history because his voice is present at so many of its most
recognizable points. His songwriting gave Little Feat a repertoire populated by truck drivers,
travelers, hustlers, lovers, drifters, and other figures whose lives unfold in very ordinary places. His
slide guitar supplied an expressive sound that could move from blues phrasing to something closer
to vocal inflection. His production work placed him directly within the construction of the band's
recorded identity. Yet his importance becomes more, not less, apparent when it is considered
alongside the musicians who surrounded him.

The band's most enduring quality was its ability to make individual expertise serve
collective form. Hayward's drumming, Gradney's bass playing, Payne's keyboards, Clayton's
percussion, and Barrére's guitar were not interchangeable parts. Their differences gave the
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arrangements their depth. Little Feat could sound relaxed because the musicians had developed
enough shared understanding to know when to enter, when to withdraw, and how to respond when
another player changed direction. The apparent ease of the recordings conceals years of
accumulated ensemble knowledge.

This may explain why the band's reputation among musicians has outlasted many of the
genre categories once used to describe it. Players hear details that broader histories can miss: the
placement of a bass note, the timing of a keyboard accent, the interaction between two
percussionists, the separation between George's slide and Barrere's guitar, or the way a groove can
remain stable while its surface continually changes. Such details are not peripheral to Little Feat's
music. They are the means through which the music becomes itself.

George's death in 1979 placed an inevitable boundary around the period examined here,
but it should not determine how that period is heard. His life ended before his musical development
had reached a natural conclusion. Thanks I'll Eat It Here documents continued creative activity,
while the recordings with Little Feat preserve a band that had reached an extraordinary level of
collective performance.®’ The tragedy is real, but the music does not need to be turned into a
premonition of that tragedy.

The stronger historical argument is found in what the recordings preserve: a group of
musicians learning how to make difference productive. Little Feat's music crossed geographical and
stylistic boundaries because its members had developed an ensemble capable of absorbing new
materials without losing its identity. New Orleans rhythm and blues, country, blues, gospel, funk,
jazz, and rock entered the band's repertoire through particular songs, musicians, recordings, and
performances. Once inside the ensemble, those materials were reorganized through the band's own
habits of rhythm, arrangement, timbre, and interaction.

That process places Little Feat within a larger history of American musical circulation.
Traditions do not remain fixed within the places where they originate. They move through records,
touring musicians, studios, commercial networks, and individual acts of listening. Little Feat's Los
Angeles setting allowed musicians with different musical histories to work together, and their
recordings subsequently carried those combinations to audiences far beyond the communities in
which the component traditions had developed.®

The band's historical importance therefore lies partly in what it makes audible about
American music itself. Musical traditions can remain recognizable while changing function. A New
Orleans rhythmic approach can support a California rock recording. A country narrative can sit
over a groove shaped by funk. Gospel-derived vocal textures can reinforce a blues-based song. Jazz-
influenced instrumental thinking can coexist with the directness of popular songwriting. None of
these encounters requires the disappearance of the traditions involved.

Little Feat's music also demonstrates the limitations of histories built around individual
genius. George was an exceptional musician, but the recordings do not support a history in which
the other members serve merely as the machinery surrounding him. The six-piece lineup produced
possibilities that did not exist within the original quartet, and the musicians' later contributions
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increasingly shaped the direction of the band. George's singularity and the band's collectivity are
not competing explanations. They are two parts of the same history.

That is ultimately why Little Feat remains such a compelling subject. The band's music
resists simplification without becoming inaccessible. Its sophistication can be heard without
specialized theoretical language; its regional influences remain recognizable without reducing the
music to geography; and its instrumental complexity never requires the listener to sacrifice the
song. The records reward close listening because the most consequential musical decisions often
occur beneath the surface.

Listening closely also changes the meaning of the band's reputation as “overlooked.” Little
Feat was never invisible. The group made important records, developed a devoted audience, and
earned substantial respect from musicians. What has been uneven is its placement within the larger
narrative of American popular music. A band whose central achievement was the integration of
several traditions is difficult to place in histories organized around discrete movements and genres.

Little Feat's story therefore belongs to a broader history of musical connection. Its
importance is not that it solved the problem of genre, but that it demonstrated how little a musical
identity depends upon rigid boundaries. The band's identity emerged from relationships: between
players, between traditions, between studio and stage, between individual authorship and collective
performance. Those relationships are preserved in the recordings.

The final measure of Little Feat's achievement is consequently not the number of genres that
can be attached to its name, nor the question of whether Lowell George should be regarded as the
band's sole creative force. It is the sound of musicians listening to one another closely enough that
their differences become part of a common language. That language made room for George's songs,
Payne's harmonic imagination, Hayward and Gradney's rhythmic foundation, Clayton's
percussion, and Barrere's guitar. It allowed outside traditions to enter without overwhelming the
ensemble. And it gave the music a durability that extends beyond the circumstances of the 1970s.
Little Feat's recordings remain compelling because that conversation can still be heard.

The Sound of Collective Memory

Little Feat's history is difficult to reduce to a single figure, place, or genre because the music itself
resists those boundaries. Lowell George remains indispensable to the story. His songs supplied
much of the band's narrative identity, his voice and slide guitar gave the group one of its most
recognizable timbres, and his production work helped shape several of its most important
recordings. Yet the records examined here make another fact equally clear: George's music acquired
its distinctive character through the musicians around him. Bill Payne, Richie Hayward, Kenny
Gradney, Sam Clayton, and Paul Barrere were not supporting figures gathered around a singular
talent. They were participants in a musical system whose complexity depended upon their
interaction.'

That interaction is the most durable element of Little Feat's legacy. The band's originality
did not come from inventing the musical materials associated with its name. Blues, country, gospel,
funk, New Orleans rhythm and blues, jazz, and rock all had long histories before Little Feat
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encountered them. What the group developed was a particular way of allowing those traditions to
operate together. The groove could remain rooted in rhythm and blues while the harmony became
more elaborate. A country-derived narrative could inhabit a funk-informed rhythm section.
George's blues-based slide guitar could coexist with Payne's keyboard voicings and Barrere's
contrasting guitar language. The musicians did not erase the differences among these traditions;
they made those differences productive within the same performance.

This is also why the band's recordings remain more revealing than many of the categories
later applied to them. A genre label can tell us something about the historical environment in which
a record was produced, but it cannot fully describe what the musicians are doing inside the
recording. The most significant features of Little Feat's music often occur at the level of timing,
texture, articulation, register, and interaction. Hayward and Gradney could create a groove that
remained stable while its internal accents shifted. Clayton could extend the rhythmic field without
overwhelming the drum kit. Payne could make a keyboard part function simultaneously as
harmonic support and rhythmic punctuation. George and Barrére could occupy different guitar
roles without allowing the arrangement to become crowded. These details are not incidental
characteristics of the band's sound. They constitute its musical identity.

The distinction helps explain the band's unusually strong reputation among musicians. To
call Little Feat a “musician’'s musician” group is to recognize a form of influence that is difficult to
measure through conventional accounts of popularity. Players hear the decisions beneath the
surface of a performance. They hear when a bass line refuses to double the kick drum, when a
drummer leaves space for a vocal phrase, when a guitarist chooses a sustained note instead of a
faster passage, or when an arrangement becomes fuller because another instrument has deliberately
withdrawn. Little Feat's recordings preserve thousands of such decisions. Their technical
sophistication is inseparable from their restraint.

George's death gives this history a tragic dimension, but it should not become the
organizing principle through which the music is heard. He was only thirty-four when he died in
1979, and his career was still developing. Thanks Ill Eat It Here demonstrates that he was
continuing to write, record, perform, and explore a musical identity beyond Little Feat.? The album
can therefore be heard as evidence of artistic continuation rather than as a predetermined farewell.
His death interrupted that development; it did not complete it.

The same principle applies to Little Feat itself. George could not be replaced, but the
ensemble did not disappear with him. The musicians who remained carried forward forms of
knowledge developed through years of collective performance. The later history of the band is
consequently neither a simple continuation nor a failed attempt to recreate the past. It represents
the persistence of a musical practice under altered circumstances. What survived was not George's
exact sound but a set of relationships, habits, repertories, and performance principles that had
become embedded within the group.

That distinction changes the way Little Feat's place in American music should be
understood. The band's historical importance does not depend upon elevating it above every other
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group of the period or arguing that it invented a genre. Its significance is more specific. Little Feat
provides an unusually clear example of how American popular music is formed through
circulation, collaboration, and reinterpretation. Musical traditions moved through musicians and
recordings, crossed regional boundaries, entered commercial studios, and were reorganized
through ensemble practice. Little Feat's Los Angeles setting did not prevent the band from engaging
deeply with New Orleans music, country songwriting, blues, gospel, funk, and jazz. It was precisely
the band's position within a mobile musical culture that made those encounters possible.

The resulting music also complicates the idea of authorship. George wrote songs that
became inseparable from the performances of other musicians. Payne and Barrére increasingly
contributed compositions that altered the band's direction. The rhythm section transformed
harmonic and melodic material through timing and articulation. Producers and engineers helped
determine how those performances would be preserved. The finished recordings therefore contain
multiple layers of authorship. George's name remains central, but the sound cannot be explained
through his biography alone.

This is perhaps the most important reason to resist the familiar mythology surrounding
Little Feat. George's early death, the band's internal disagreements, its difficulty fitting into a single
genre, and its reputation among musicians all make for a compelling story. Yet the music itself is
more interesting than the mythology. The recordings reveal musicians negotiating difference in real
time. They show an ensemble becoming more sophisticated as its members became more
independent, and they preserve the creative tension that resulted.

Dixie Chicken remains central because it captures the moment when the band's expanded
personnel became a coherent musical language. Feats Don't Fail Me Now shows that language
becoming rhythmically and texturally more ambitious. Time Loves a Hero reveals the possibilities
and tensions created by that expansion. Waiting for Columbus demonstrates how the musicians
could carry the entire system onto the stage and transform it through performance. George's solo
record then provides a final glimpse of an artist continuing to move beyond the boundaries of the
group. Together, these recordings form something more substantial than a sequence of successful
albums. They document the development of a particular way of making music.

The phrase “coherence without uniformity” offers perhaps the most concise description of
that achievement. Little Feat became recognizable without requiring its musicians to sound alike.
Their musical traditions remained distinguishable without becoming isolated. Their individual
voices remained strong without destroying the collective. The group's history demonstrates that an
ensemble can build a stable identity through difference rather than in spite of it.

That principle gives Little Feat a significance extending beyond the 1970s. Their recordings
continue to function as documents of musical practice because the problems they address have
never disappeared. Musicians still have to negotiate space, timing, authorship, stylistic influence,
and collective identity. They still have to determine how much an individual should contribute and
when restraint becomes more expressive than display. Little Feat did not provide universal solutions
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to those problems, but its recordings preserve unusually compelling examples of musicians working
through them.

Listening to Little Feat closely therefore changes the question from why the band was
overlooked to what its music allows us to hear. The answer is a history of American musical
exchange rendered through ensemble performance: regional traditions moving across geographical
boundaries, individual musicians learning from one another, songs changing as arrangements
change, and recordings preserving forms of knowledge that cannot be fully described in words.
Lowell George stands at the center of that history, but he does not stand alone. The music remains
because the conversation remains audible.
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Notes

1. Little Feat, Dixie Chicken (Warner Bros. Records, 1973), title track. The album established the
expanded six-member lineup that included Lowell George, Bill Payne, Richie Hayward, Paul
Barrere, Kenny Gradney, and Sam Clayton. Contemporary and later documentation confirms the
personnel and the album's central place in the band's development.

2. Bill Payne and Ben Fong-Torres, Little Feat: The Waiting Game (Chicago: Chicago Review Press,
1999). 'The book provides an extended account of the band's development, personnel, musical
direction, and reception.

3. Little Feat, Dixie Chicken (Warner Bros. Records, 1973); Little Feat, Feats Don't Fail Me Now
(Warner Bros. Records, 1974). These recordings provide the primary musical evidence for the
discussion of ensemble interaction, rhythmic organization, keyboard writing, percussion, and
guitar roles.

4. Little Feat, “Band Bio,” Little Feat official website. The band's official history identifies the 1969
formation around George, Payne, Hayward, and Roy Estrada and documents George's previous
connection to Frank Zappa and the Mothers of Invention.

5. Ibid. The band's official history documents Estrada’s departure and the subsequent addition of
Paul Barrére, Kenny Gradney, and Sam Clayton.

6. Little Feat, Dixie Chicken. The analysis of the title track is based on the recorded arrangement
and the credited ensemble.

7. Little Feat, Dixie Chicken; Feats Don't Fail Me Now; Waiting for Columbus (Warner Bros.
Records, 1978). These recordings constitute the primary evidence for the interaction of blues,
country, funk, gospel, jazz, rock, and New Orleans rhythm-and-blues practices within the band's
repertoire. The official Waiting for Columbus documentation likewise identifies the band's
combination of blues, country, jazz, and New Orleans R&B.

8. Allen Toussaint, “On Your Way Down,” performed by Little Feat on Dixie Chicken (Warner Bros.
Records, 1973). The song's authorship and Little Feat's recording should be cited directly rather
than relying on a general secondary statement about New Orleans influence.

9. Lowell George, interview by Dan Forte, Guitar Player, August 1976. The interview is particularly
important because it documents George's preference for Fender Stratocasters. A recent Guitar
Player retrospective confirms that the 1976 interview discussed George's preference for Fender
Stratocasters and his return to Strats after experimenting with other guitars.

10. Little Feat, Feats Don't Fail Me Now (Warner Bros. Records, 1974); The Last Record Album
(Warner Bros. Records, 1975); Time Loves a Hero (Warner Bros. Records, 1977). These albums
provide the primary evidence for the increasing expansion of the band's rhythmic, harmonic, and
instrumental vocabulary.

11. Little Feat, Waiting for Columbus (Warner Bros. Records, 1978). The album was assembled from
performances recorded during the band's 1977 tour. The expanded 2022 edition documents
additional 1977 concerts in Manchester, London, and Washington, D.C., making the live-
performance context especially well documented.
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12. “Lowell George, 34, Musician, Led Rock Band, Little Feat,” Washington Post, June 30, 1979. The
contemporary obituary reports George's death on June 29, 1979, identifies him as founder and
mainstay of Little Feat, and notes the release of Thanks I'll Eat It Here earlier that year.

13. Bill Payne, interview by [interviewer], “Talkin’ With Bill Payne of Little Feat,” Rhino, 2013.
Payne discusses the band's early formation, the unusually large number of bass players considered
during its first year, and the musical influences surrounding the original group. His recollection is
particularly useful because it comes from a principal participant rather than a later biographical
summary.

14. Little Feat, Little Feat (Warner Bros. Records, 1971). The album provides the primary source for
the early quartet's musical vocabulary and includes “Willin';” “Hamburger Midnight,” and other
compositions discussed in this section. The official Little Feat history identifies the original lineup
and describes the first album's place in the band's development.

15. Lowell George, “Willin';” on Little Feat (Warner Bros. Records, 1971). The analysis of the song's
narrator, geographical imagery, and relationship between lyric and accompaniment is based on the
recording itself.

16. Little Feat, Sailin' Shoes (Warner Bros. Records, 1972). The album includes the revised band
version of “Willin” and marks an important transition between the original quartet and the classic
six-member lineup. The official Little Feat history specifically identifies the new version of “Willin"™
as a more fully developed band arrangement.

17. Bill Payne, “Talkin' With Bill Payne of Little Feat,” Rhino, 2013. Payne recalls the extensive
personnel instability during the band's first year and recounts Paul Barrere's audition, including
Barrere's clarification that he played guitar rather than bass and George's response, “Well, that's two
less strings.” The official Little Feat history independently documents Estrada’s departure and the
addition of Barrére, Kenny Gradney, and Sam Clayton.

18. Little Feat, Dixie Chicken (Warner Bros. Records, 1973). The album credits George, Bill Payne,
Richie Hayward, Paul Barreére, Kenny Gradney, and Sam Clayton as the core personnel. The album
was recorded and released with the expanded lineup that became associated with Little Feat's classic
period.

19. Ibid. The personnel and instrumental assignments on Dixie Chicken provide the primary
evidence for the expanded ensemble discussed here. The recording credits identify Payne on
keyboards, Hayward on drums, Gradney on bass, Clayton on congas, and George and Barrere on
guitars.

20. Little Feat, “Dixie Chicken,” on Dixie Chicken (Warner Bros. Records, 1973). The discussion of
the title track’s groove, keyboard part, percussion, guitars, rhythm section, and backing vocals is
based on the recorded performance.

21. Bill Payne and Ben Fong-Torres, Little Feat: The Waiting Game (Chicago: Chicago Review Press,
1999); Little Feat, Dixie Chicken. Payne and the other band members' recollections provide
historical context for the band's developing musical direction, while the recording itself supplies
the primary evidence for the musical analysis.
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22. Allen Toussaint, “On Your Way Down,” performed by Little Feat on Dixie Chicken (Warner
Bros. Records, 1973). Toussaint is credited as the composer, and Little Feat's recording places the
composition within the band's expanded ensemble.

23. Little Feat, “Two Trains,” “Roll Um Easy;” and “Fat Man in the Bathtub,” on Dixie Chicken. The
discussion of George's songwriting, characters, narrative settings, and the interaction between lyric
and arrangement is based on these recordings.

24. Little Feat, Dixie Chicken. Payne's keyboard performance provides the primary evidence for
the discussion of the keyboard's simultaneous harmonic and rhythmic functions.

25. Ibid. The contrasting roles of George and Barrére are audible in the recorded guitar parts,
particularly in the distribution of sustained slide lines, chordal material, and rhythmic figures.

26. Little Feat, Feats Don't Fail Me Now (Warner Bros. Records, 1974). The album credits include
George, Payne, Hayward, Gradney, Clayton, and Barrére, with additional contributions from
Gordon DeWitty, Bonnie Raitt, Emmylou Harris, Fran Tate, and the Tower of Power horn section.
“Spanish Moon” is among the album's principal examples of the band's increasingly developed
funk-oriented rhythmic language.

27. Bill Payne and Ben Fong-Torres, Little Feat: The Waiting Game; Little Feat, Dixie Chicken; Feats
Don't Fail Me Now. The phrase “musician’s musician” is used here as an interpretive description of
the band's reputation, while the specific musical observations concerning bass, drums, keyboards,
percussion, and guitar are grounded in the recordings themselves.

28. Little Feat, The Last Record Album (Warner Bros. Records, 1975); Little Feat, Time Loves a
Hero (Warner Bros. Records, 1977). These recordings provide the primary evidence for the band's
increasing emphasis on material contributed by Payne, Barrere, and other members. The official
Little Feat discography confirms the 1975 album's repertoire, including “All That You Dream,’
“Long Distance Love,” and “One Love Stand.”

29. Little Feat, The Last Record Album. The album was produced by Lowell George and includes
compositions by George, Payne, Barrére, Kenny Gradney, and Fran Tate, demonstrating that
authorship within the band was already becoming more distributed. The album credits also
document the expanded instrumental and vocal personnel.

30. Little Feat, “All That You Dream,” “One Love Stand,” and “Long Distance Love,” on The Last
Record Album. These recordings provide the primary evidence for the contrast among George's
songwriting, Payne and Barrére's compositional contributions, and the increasingly varied
repertoire of the ensemble.

31. Little Feat, Time Loves a Hero (Warner Bros. Records, 1977). The album credits George, Payne,
Barrere, Hayward, Gradney, and Clayton, while also documenting the participation of the Tower
of Power horn players and other guest musicians. Its personnel and repertoire demonstrate the
expanded instrumental palette of the period.

32. Little Feat, “Time Loves a Hero,” on Time Loves a Hero. The composition is credited to Bill
Payne, Paul Barrere, and Kenny Gradney, with lyrics by Payne and Barreére. The recording's greater
emphasis on instrumental arrangement and the horn section is audible in the track itself.

30



33. Bill Payne and Ben Fong-Torres, Little Feat: The Waiting Game (Chicago: Chicago Review Press,
1999). Payne and Fong-Torres provide retrospective discussion of the band's internal dynamics and
the increasing differences in musical direction during the later 1970s.

34. Little Feat, Time Loves a Hero. The album itself is the primary source for the discussion of its
rhythmic, harmonic, and instrumental expansion. In particular, “Time Loves a Hero,” “Day at the
Dog Races,” “Hi Roller;” and “Old Folks' Boogie” demonstrate the broader instrumental vocabulary
that had developed by 1977.

35. Little Feat, Waiting for Columbus (Warner Bros. Records, 1978). The album was recorded
during Little Feat's 1977 tour, principally at performances in London and Washington, D.C. 'The
original release provides the primary evidence for the band's live arrangements and performance
practice.

36. Ibid. The discussion of extended form, instrumental development, and the redistribution of
attention during performance is based on the recorded performances themselves.

37. Little Feat, “Dixie Chicken,” on Waiting for Columbus. The live arrangement provides a direct
comparison with the studio recording on Dixie Chicken and demonstrates the band's ability to
expand the composition while retaining its basic formal and rhythmic identity.

38. Little Feat, “Fat Man in the Bathtub,” on Waiting for Columbus. The recording provides the
primary evidence for the discussion of the rhythm section and the treatment of the groove in
performance.

39. Little Feat, Waiting for Columbus: Super Deluxe Edition (Warner Records, 2022). The expanded
edition includes three previously unreleased complete 1977 concerts—Manchester, London, and
Washington, D.C.—alongside the original album, allowing the band's live practice to be examined
across multiple performances.

40. Little Feat, Waiting for Columbus. The original album credits identify the additional horn
personnel and guest musicians whose contributions expanded the live ensemble. The horns are
especially audible in the arrangements of “Fat Man in the Bathtub,” “Spanish Moon,” and other
performances.

41. Ibid. The distinction between Lowell George's slide guitar and Paul Barrére's guitar is based on
the recorded performances and album personnel credits.

42. Lowell George, Thanks I'll Eat It Here (Warner Bros. Records, 1979); Bill Payne and Ben Fong-
Torres, Little Feat: The Waiting Game (Chicago: Chicago Review Press, 1999). George's solo album
documents his continued recording activity immediately before his death; Payne and Fong-Torres
provide retrospective documentation of the band's history and George's role within it.

43. Bill Payne and Ben Fong-Torres, Little Feat: The Waiting Game (Chicago: Chicago Review Press,
1999). The book provides retrospective accounts of the band's internal organization, the
development of the individual members, and the changing balance of creative responsibilities
during the 1970s.

44, Little Feat, Dixie Chicken (Warner Bros. Records, 1973); Feats Don't Fail Me Now (Warner Bros.
Records, 1974); The Last Record Album (Warner Bros. Records, 1975). Album credits document
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George's roles as songwriter, vocalist, guitarist, and producer and establish the extent of his formal
participation in the band's recordings.

45. Lowell George, “Willin')” on Little Feat (Warner Bros. Records, 1971); Little Feat, “Willin',” on
Sailin' Shoes (Warner Bros. Records, 1972). Comparing the two recordings provides primary
evidence for the argument that George's composition could acquire substantially different musical
identities through arrangement and ensemble performance.

46. Little Feat, Time Loves a Hero (Warner Bros. Records, 1977). The album's repertoire and credits
document the increasing compositional contributions of Bill Payne, Paul Barrére, and other
members of the ensemble, as well as the group's increasingly elaborate instrumental vocabulary.
47. Bill Payne and Ben Fong-Torres, Little Feat: The Waiting Game. This source should be used
cautiously for statements concerning George's dissatisfaction with the band's direction. Where the
book reports recollections from particular participants, the essay should identify those
recollections as such rather than presenting them as neutral accounts of the band's internal affairs.
48. Lowell George, Thanks I'll Eat It Here (Warner Bros. Records, 1979). The album provides the
primary evidence for George's musical activity outside Little Feat immediately before his death.
49. Lowell George, “20 Million Things,” on Thanks I'll Eat It Here. The discussion of the song's vocal
delivery, lyrical characterization, and arrangement is based on the recording.

50. “Lowell George, 34, Musician, Led Rock Band, Little Feat,” Washington Post, June 30, 1979. The
contemporary obituary documents George's death on June 29, 1979, at age thirty-four, and provides
contemporary biographical context.

51. Bill Payne and Ben Fong-Torres, Little Feat: The Waiting Game (Chicago: Chicago Review Press,
1999). The book provides retrospective accounts of the band's personnel, internal organization, and
development before and after Lowell George's death.

52. Little Feat, Dixie Chicken (Warner Bros. Records, 1973); Feats Don't Fail Me Now (Warner Bros.
Records, 1974); The Last Record AIbum (Warner Bros. Records, 1975); Time Loves a Hero (Warner
Bros. Records, 1977). The album credits establish the individual musical responsibilities of Payne,
Hayward, Gradney, Clayton, and Barrére and provide the primary evidence for the argument that
Little Feat's sound had become a collective achievement before George's death.

53. Bill Payne, quoted in Mike Boehm, “Little Feat's Return a Big Step for Payne,” Los Angeles
Times, August 3, 1988. This contemporary account discusses the reformation of Little Feat and
Payne's perspective on returning to the group after its earlier dissolution.

54. Bill Payne and Ben Fong-Torres, Little Feat: The Waiting Game. The book provides historical
context for the band's reputation among musicians and its continuing influence.

55. Little Feat, Dixie Chicken; Feats Don't Fail Me Now; Time Loves a Hero; Waiting for Columbus
(Warner Bros. Records, 1978). These recordings provide the primary evidence for the argument
that Little Feat cannot be adequately contained within a single genre classification.

56. George Lipsitz, Dangerous Crossroads: Popular Music, Postmodernism, and the Poetics of Place
(London: Verso, 1994). Lipsitz's discussion of popular music, geography, cultural circulation, and
the movement of musical traditions provides theoretical context for the essay's treatment of Little
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Feat's relationship to Los Angeles and New Orleans. The specific claims about Little Feat's
recordings remain grounded in the primary recordings themselves.
57. “Lowell George, 34, Musician, Led Rock Band, Little Feat,” Washington Post, June 30, 1979. The
contemporary obituary establishes the date and circumstances of George's death and provides a
contemporaneous account of his public musical career.
58. Lowell George, Thanks I'll Eat It Here (Warner Bros. Records, 1979). The album itself is the
primary source for the discussion of George's continued songwriting and recording activity
immediately before his death.
59. Little Feat, Dixie Chicken (Warner Bros. Records, 1973); Feats Don't Fail Me Now (Warner
Bros. Records, 1974); Time Loves a Hero (Warner Bros. Records, 1977); Waiting for Columbus
(Warner Bros. Records, 1978). These recordings constitute the primary evidence for the argument
that Little Feat's musical identity developed through the interaction of multiple stylistic practices
rather than adherence to a single genre.
60. Ibid. The comparison among Dixie Chicken, Feats Don't Fail Me Now, Time Loves a Hero, and
Waiting for Columbus provides the chronological basis for the discussion of the band's developing
ensemble language. Because these claims concern what can be heard in the recordings, the albums
themselves are preferable to a secondary source.
61. Lowell George, Thanks I'll Eat It Here (Warner Bros. Records, 1979); “Lowell George, 34,
Musician, Led Rock Band, Little Feat,” Washington Post, June 30, 1979. The album establishes
George's continued recording activity, while the contemporary obituary documents his death on
June 29, 1979.
62. George Lipsitz, Dangerous Crossroads: Popular Music, Postmodernism, and the Poetics of Place
(London: Verso, 1994). Lipsitz provides a broader theoretical framework for considering popular
music through questions of geography, cultural circulation, and the movement of musical practices.
The specific observations about Little Feat remain grounded in the band's recordings.
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