Jimi Hendrix becomes much more interesting once the famous image of the wild guitarist
is pushed aside and the musician underneath it is allowed to come forward. The fire, the
psychedelic clothing, the upside-down Fender Stratocaster, the screaming amplifiers,
and the photographs of him playing with his teeth all became part of the legend, but none
of those things explain why musicians still study him more than half a century after his
death. What made Hendrix extraordinary was not simply that he could play loudly or
dramatically. He changed the vocabulary of the electric guitar by treating sound itself as
something that could be shaped, bent, stretched, dirtied, reversed, sustained, exploded,
softened, and made emotional. He took sounds that engineers once tried to eliminate,
such as distortion and feedback, and began using them deliberately as musical
language. Yet underneath all that experimentation was a Black American musician
trained through blues, rhythm and blues, soul, gospel-inflected harmony, working bands,
nightclubs, military life, poverty, and years of standing behind other performers before
the world ever knew his name. That foundation matters because Hendrix did not
suddenly appear in London as some mysterious genius from nowhere. He had already
spent years building the hands, ears, instincts, timing, toughness, and musical
imagination that fame would eventually reveal.

He was born Johnny Allen Hendrix in Seattle, Washington, on November 27, 1942, and
his name was later changed to James Marshall Hendrix. His childhood was not stable or
comfortable. His father, James “Al” Hendrix, served in the military and later worked a
variety of jobs, while his mother, Lucille, struggled with health and family instability. Jimi
experienced poverty, frequent movement, family separation, and the emotional
uncertainty that comes when a child cannot assume tomorrow will look exactly like
today. Music gradually became one of the places where he could create his own order.
Before possessing a serious guitar, he reportedly carried around objects and imitated
guitar playing, already rehearsing the idea of becoming a musician before he had the
proper instrument in his hands. Eventually he acquired inexpensive guitars and began
learning by listening rather than through formal conservatory instruction. He did not
become known for reading standard musical notation fluently, but that should never be
confused with not understanding music. Musical literacy can exist through the ear as
well as through the page. Hendrix learned harmony, rhythm, phrasing, dynamics, tone,
and structure by hearing records, watching players, repeating passages, experimenting,
failing, adjusting, and developing an internal understanding of what sound was doing.

The blues formed one of the strongest roots underneath everything that followed. Blues
is not simply sad music or a twelve-bar chord progression. It is a Black American
musical language built around tension and release, bent notes, repetition with variation,
call and response, rhythmic feel, emotional storytelling, and the ability to make a note
sound almost like speech. Guitarists such as Muddy Waters, B.B. King, Howlin’ Wolf’s
players, Albert King, T-Bone Walker, and many others were part of the larger musical
environment Hendrix absorbed. Rhythm and blues added groove, danceability, tightly
organized band playing, and the discipline of supporting a singer. Early rock and roll
contributed aggression and theatrical energy. Gospel and soul contributed emotional



intensity and harmonic richness. Hendrix eventually stretched those traditions into
psychedelic rock, hard rock, studio experimentation, and improvisational music, but the
roots remained underneath the electricity. When his guitar seems to cry, laugh, scream,
or speak, that expressive instinct belongs to a much older Black musical tradition in
which the instrument does not merely accompany emotion but participates in it.

His left-handedness shaped the physical relationship between his body and the
instrument. Left-handed guitars were far less commonly available, so Hendrix became
famous for taking right-handed Fender Stratocasters, turning them upside down, and
restringing them so he could play naturally as a left-handed guitarist. That altered the
instrument in subtle ways. The bridge pickup, angled one way on a normal Stratocaster,
now sat reversed relative to the strings. The headstock also reversed the lengths of the
strings behind the nut, affecting how they felt and responded under his fingers. These
details contributed to the character of his setup, but they did not create the genius.
Thousands of musicians could flip a guitar around and still sound nothing like him. The
real difference was how intimately Hendrix understood touch. He could change a note
simply by altering finger pressure, pick attack, vibrato, volume, amplifier distance, or the
amount of distortion entering the signal. The guitar was not just an object producing
fixed sounds; in his hands, it behaved more like a voice whose emotional quality could
change from second to second.

His early adulthood pushed him through another unlikely school. After trouble involving
stolen automobiles, Hendrix entered the United States Army in 1961 and trained as a
paratrooper with the 101st Airborne Division at Fort Campbell, Kentucky. The Army was
clearly not where his attention belonged, and military records suggest he struggled with
discipline and performance while remaining intensely focused on music. During that
period he met bassist Billy Cox, a relationship that later became important in his
professional life. The military chapter matters because it introduces another
contradiction inside Hendrix. The man who later became associated with the
counterculture, psychedelic clothing, antiwar-era music, and experimental art had
actually worn the uniform and trained within one of the Army’s most demanding
traditions. He did not serve in Vietham, but military life was not an abstraction to him.
When he later played music suggesting gunfire, explosions, sirens, and battlefield chaos,
he was working from a life that at least understood military discipline and weaponized
sound from closer range than many of his listeners.

After leaving the Army, Hendrix entered the working Black music circuit, and this period
is absolutely essential to understanding his later greatness. He performed through parts
of the Chitlin’ Circuit, a network of clubs, theaters, bars, juke joints, and other venues
where Black entertainers could work during segregation and its aftermath, when many
mainstream establishments either excluded Black performers or treated them differently.
The circuit was not glamorous in the way later rock mythology might suggest, but it was
an extraordinary training system. A musician had to learn quickly, play night after night,
stay in time, support singers, handle rough audiences, travel under difficult conditions,
adapt when equipment failed, and understand that being talented did not excuse being



unreliable. Hendrix worked behind artists including the Isley Brothers and Little Richard,
and those experiences taught him something that became central to his later guitar style:
how to accompany rather than dominate.

That background explains why his rhythm playing deserves as much attention as his
solos. Many people hear Hendrix and immediately think of screaming lead guitar, but
musicians often become fascinated by what he could do underneath a vocal line. He
could play chords while simultaneously adding hammer-ons, pull-offs, slides, bass
movement, melodic fragments, and rhythmic accents, making one guitar sound much
larger than one instrument should. A hammer-on occurs when a guitarist sounds a
higher note by forcefully placing a finger onto the string without picking the note again. A
pull-off reverses the idea, sounding a lower note by pulling a finger away in a controlled
way. Hendrix blended these techniques inside chord shapes so fluidly that rhythm and
lead guitar stopped behaving like two separate jobs. Songs such as “Little Wing” and
“The Wind Cries Mary” show this beautifully. The chords are not simply sitting
underneath the melody. They are moving, breathing, decorating themselves, and
answering the singer.

Little Richard’s band also exposed Hendrix to professional stage discipline. Little
Richard was already an explosive performer with a carefully controlled show, and
sidemen were expected to support that presentation rather than compete with it. Hendrix,
however, was developing his own visual style and stage habits, including playing behind
his back, using his teeth, kneeling, and turning the guitar into a physical spectacle.
Those moves made audiences pay attention, but they could also create tension when the
person at the center of the show was supposed to be someone else. This conflict was
actually useful because it revealed that Hendrix had outgrown the role of anonymous
backing musician. He had learned how to serve another artist’s song, but his own
imagination was becoming too large to remain permanently behind somebody else.

New York gave him space to begin becoming the artist people recognize today. By the
mid-1960s he was performing around Greenwich Village under the name Jimmy James
and leading the Blue Flames. The Village allowed more experimentation than the tightly
organized R&B revues he had previously known. Folk musicians, blues players, rock
musicians, poets, artists, and experimental performers circulated through the same
neighborhoods, and Hendrix could stretch songs, improvise, sing, manipulate volume,
and begin treating himself as the central performer. His singing voice remained an
insecurity. He did not have the enormous vocal power of Little Richard, Otis Redding, or
Wilson Pickett, and he reportedly needed encouragement to take himself seriously as a
singer. Yet what initially looked like a limitation eventually became part of his identity. His
voice could sound restrained, smoky, conversational, even vulnerable, which created a
fascinating contrast against the gigantic guitar tones surrounding it. He did not need to
overpower the instrument vocally because the intimacy of his voice gave the music
another dimension.



The turning point came when Chas Chandler, formerly the bassist for the Animals, saw
Hendrix perform and recognized what others had overlooked. Chandler brought Hendrix
to London in 1966, believing he could build a career around him. This move contains one
of the great ironies in American music history. Hendrix had spent years in the United
States struggling for recognition while British musicians were obsessively studying
Black American blues. Players across Britain had built parts of their musical identities
around records by Muddy Waters, Howlin’ Wolf, Chuck Berry, B.B. King, and other Black
American artists. Then a young Black American guitarist arrived carrying those roots
inside an entirely new sound. Famous British musicians began showing up to watch him.
The talent had not suddenly appeared on the airplane. What changed was the
environment receiving it.

Chandler helped create the Jimi Hendrix Experience with bassist Noel Redding and
drummer Mitch Mitchell. The combination was unusually effective because each member
approached music differently. Redding had originally been a guitarist and brought a
melodic sensibility to the bass, while Mitchell’s drumming drew strongly from jazz.
Jazz-influenced drumming often gives the rhythm section greater freedom to move
around the beat rather than simply hammering a rigid pattern. Mitchell could fill spaces,
explode around Hendrix, react to improvisation, and then return to the groove without
making the music collapse. Hendrix needed exactly that kind of drummer because his
playing could change direction unexpectedly. Together they created music that could
move from blues into psychedelic experimentation, hard rock, pop songwriting, jazz-like
improvisation, and delicate balladry without sounding as though the band had changed
identities completely.

Their early recordings made it clear that Hendrix was doing something different. “Hey
Joe,” “Purple Haze,” “The Wind Cries Mary,” “Foxey Lady,” and the material collected on
Are You Experienced introduced a guitarist who understood conventional songwriting
but refused to remain inside conventional sound. Distortion became central to his
vocabulary. Distortion occurs when an audio signal is pushed beyond the clean
operating range of an amplifier or electronic device, causing the waveform to change and
producing a rougher, thicker, more harmonically complex sound. Guitarists had already
been using distortion before Hendrix, but he treated it less like a special effect and more
like paint. Different amounts of distortion could create aggression, warmth, sustain,
ugliness, beauty, or tension depending on how he touched the strings.

Feedback became even more radical. When the sound from a loud amplifier interacts
with a guitar’s pickups and vibrating strings, the signal can begin feeding back into itself,
producing a sustained howl or squeal. Engineers and musicians traditionally regarded
unwanted feedback as something to stop. Hendrix learned how to control it. He
discovered that where he stood in relation to the amplifier, how he angled the guitar,
which strings he allowed to vibrate, and how he manipulated volume could change the
pitch and character of the feedback. Random noise became controlled expression. This
is one of his greatest contributions because he demonstrated that musical sound does



not have to begin with a clean note. A sound considered defective can become beautiful
when somebody understands how to shape it.

Effects pedals expanded that language further. The fuzz pedal created a heavily saturated
form of distortion, compressing and reshaping the guitar signal until the instrument
sounded enormous. The wah-wah pedal used a moving frequency filter controlled by the
guitarist’s foot, producing a vocal-like “wah” effect. Hendrix did not invent these
technologies, but he revealed possibilities inside them that permanently changed guitar
playing. Working with electronics innovator Roger Mayer, he also experimented with
devices such as the Octavia, which added unusual octave-related harmonics above the
original guitar note. These tools mattered because Hendrix was not merely buying
gadgets and switching them on. He learned how effects interacted with touch, volume,
amplification, and performance. Technology became part of musicianship rather than
something sitting outside it.

The recording studio became another instrument altogether. Hendrix worked closely with
engineer Eddie Kramer, and together they experimented with stereo placement, tape
manipulation, overdubbing, reversed sounds, phasing, unusual microphone techniques,
and layered guitar parts. An overdub is an additional performance recorded on top of an
existing recording, allowing one musician to create multiple parts that could never all be
performed simultaneously onstage. Hendrix increasingly understood that a recorded
song did not have to be a documentary of what a band sounded like in a room. Recording
could create a musical environment that existed only because the studio allowed it. This
became especially important on Axis: Bold as Love and Electric Ladyland, where the
production itself became part of the composition.

The spectacular technology should never distract from his songwriting. “Little Wing” is
one of the clearest examples of how gentle Hendrix could be. The song moves through
rich chords, melodic decorations, and an atmosphere that feels almost suspended in air.
“Castles Made of Sand” carries a different kind of fragility, reflecting on instability and
how quickly human expectations can disappear. “The Wind Cries Mary” is restrained and
poetic rather than aggressive. These songs reveal a man who was not simply interested
in overwhelming audiences with volume. He understood space, tenderness, melancholy,
and restraint. The amplifier could scream, but he knew when not to make it scream.

One chord became so closely associated with him that musicians still casually call it the
“Hendrix chord.” The dominant seventh sharp ninth chord, heard famously in “Purple
Haze,” contains a fascinating tension because it combines notes suggesting both major
and minor color. Without getting buried in theory, the result is a chord that feels powerful
but unsettled, aggressive but harmonically rich. Hendrix did not invent the chord, and
earlier blues and jazz musicians had used similar sounds, but his use of it became so
iconic that generations of guitarists learned the shape through his music. This is another
example of how his genius often worked: he inherited existing musical material and
placed it inside such a distinctive context that people began hearing the material
differently afterward.



His 1967 appearance at the Monterey International Pop Festival became the moment
America finally saw the full Hendrix phenomenon. He was already creating excitement in
Britain, but many American listeners still had little idea who he was. At Monterey he
played with extraordinary confidence and eventually ended “Wild Thing” by setting his
guitar on fire and smashing it. That image became one of the most famous photographs
in rock history, but it can easily distract from what happened before the flames. Hendrix
had already demonstrated that he could completely control the instrument. The fire
mattered because the audience had first withessed mastery. If an average guitarist
destroys an instrument, the act can feel like a stunt. Hendrix made it feel like the violent
conclusion to an entire performance.

The danger of that theatrical image was that audiences began expecting it. Hendrix had
learned stage tricks during his working-musician years, but he was increasingly
interested in being taken seriously as a composer and sonic experimenter. Fame has a
cruel habit of freezing artists at the moment the public first notices them. The audience
discovers one version of a person and then keeps demanding that version even after the
artist has moved elsewhere mentally. Hendrix was already thinking beyond the
guitar-burning spectacle, but parts of the audience still wanted the man who would shock
them physically every night. The same performance energy that helped make him famous
threatened to become a cage.

Electric Ladyland, released in 1968, showed how far beyond that cage his imagination
had already moved. The album stretched through blues, psychedelia, hard rock,
extended improvisation, studio experimentation, funkier rhythms, and elaborate
production. His interpretation of Bob Dylan’s “All Along the Watchtower” became
particularly important because Hendrix did not simply reproduce Dylan’s song. He rebuilt
it. The arrangement, guitar textures, rhythmic drive, and emotional atmosphere
transformed the composition so completely that even Dylan later began performing
versions influenced by Hendrix’s treatment. That is the difference between covering a
song and interpreting it. A cover can reproduce. Interpretation asks what else the song is
capable of becoming.

As Hendrix gained more control in the studio, tensions increased around him. Recording
sessions became longer and more expensive because he wanted to keep exploring
possibilities. Musicians came and went through sessions, arrangements changed,
performances were recorded repeatedly, and the distinction between searching and
finishing became harder to maintain. Chas Chandler preferred a more efficient recording
process and eventually withdrew from production. Noel Redding also became frustrated,
and the original Experience began coming apart. Creative freedom can sound romantic
until someone has to pay for studio time, manage schedules, coordinate musicians, and
decide when the work is complete. Hendrix’s imagination was becoming larger at the
same time the business machinery surrounding him was becoming harder to control.

The financial side of his career was more complicated than the image of a wealthy rock
star suggests. By the end of the 1960s Hendrix could command enormous performance



fees, yet gross revenue is not the same as personal financial security. Managers, booking
agents, lawyers, taxes, travel, equipment, road crews, studio expenses, musicians, and
contractual obligations all take portions of the money surrounding a major artist. Hendrix
also became involved in building Electric Lady Studios in Greenwich Village, an
expensive project intended to give him a permanent creative environment rather than
forcing him to pay by the hour in commercial studios. The project reflected how seriously
he had begun thinking about production. He no longer wanted merely to rent somebody
else’s room and record songs. He wanted a space built around experimentation.

Race remained present through all of this, even when mainstream rock audiences did not
always acknowledge it. Hendrix was a Black American musician playing music rooted
deeply in Black traditions, yet his largest commercial audience became associated
strongly with white rock culture. This placed him in a strange cultural position. Black
popular music during the late 1960s was experiencing major transformations through
soul, funk, civil-rights consciousness, Black nationalism, and new ideas about cultural
identity, while Hendrix’s psychedelic presentation sometimes caused people to place him
outside those developments. Yet the music itself remained saturated with blues, rhythm
and blues, and Black rhythmic traditions. His career demonstrates how commercial
genre labels can separate music that is historically connected. The record industry might
call one category “rock” and another “R&B,” but musicians constantly move across
those boundaries.

Band of Gypsys brought some of those Black rhythmic foundations more visibly toward
the surface. Hendrix reunited with Billy Cox on bass and brought Buddy Miles onto
drums, creating an all-Black trio with a heavier, funkier rhythmic foundation than the
Experience. Mitch Mitchell had approached drumming with a loose jazz sensibility, while
Buddy Miles brought a straighter, deeper pocket. In music, the pocket refers to the
rhythmic space where the beat feels locked in, relaxed, and physically compelling rather
than rushed or stiff. Cox and Miles gave Hendrix a foundation that pulled his music
closer toward the developing language of funk and groove-based Black music.

The live performance of “Machine Gun” with Band of Gypsys remains one of the clearest
demonstrations of what Hendrix could do beyond conventional guitar soloing. The piece
uses the guitar to suggest machine-gun bursts, explosions, alarms, cries, fear, and
battlefield confusion. Hendrix manipulates feedback, pitch, distortion, the tremolo arm,
volume, and silence until the guitar begins behaving almost like a film soundtrack
created live onstage. The tremolo arm, sometimes casually called a whammy bar,
changes the tension of the strings and therefore bends pitch. In Hendrix’s hands, that
could make a note fall, scream, collapse, or sound wounded. The extraordinary part is
that the performance never becomes random effects. Billy Cox and Buddy Miles hold the
foundation while Hendrix moves through chaos above them.

The Vietnam War gives that performance additional weight. Hendrix had served in the
Army, though not in combat, and his generation lived with the reality of young men being
drafted into a war that divided the United States politically and culturally. “Machine Gun”



does not function like a simple speech for or against war. It creates an emotional
environment in which violence itself becomes audible. This is where Hendrix often
became most powerful: he could express contradiction without flattening it into a slogan.
The music could contain anger, mourning, fear, respect for soldiers, and horror at
violence at the same time.

His performance of “The Star-Spangled Banner” at Woodstock in August 1969 created a
similar kind of ambiguity. By the time Hendrix took the stage Monday morning, much of
the enormous festival audience had already departed. During the national anthem, he
preserved the recognizable melody while surrounding it with feedback, distortion,
screaming pitch bends, and sounds that listeners interpreted as bombs, rockets, aircraft,
or human cries. Some people heard protest. Others heard patriotism transformed
through the reality of the Vietnam era. The strongest interpretation may be that Hendrix
did not force the listener to choose only one. He played the anthem while allowing the
country’s violence, beauty, power, contradiction, and anxiety to enter the sound around
it. The familiar melody survived, but it no longer sounded untouched.

Hendrix’s appearance and clothing were also part of his refusal to fit easily inside
categories. He wore brightly colored shirts, scarves, jewelry, military jackets, velvet,
headbands, elaborate patterns, and fabrics that challenged narrow American ideas about
how men were supposed to present themselves. Yet nothing about his appearance
diminished the power he projected. He demonstrated that masculinity did not require fear
of color, decoration, softness, or theatricality. His clothing functioned much like his
music. Available rules could be studied, understood, and then rearranged.

By 1970, Hendrix was clearly trying to move beyond the identity that had first made him
famous. He became interested in larger ensembles, different rhythmic structures, and
broader combinations of blues, funk, jazz, rock, and experimental music. People often
speculate about collaborations with musicians such as Miles Davis because both men
were moving toward increasingly electric and boundary-breaking forms during the same
period. Those possibilities are fascinating, but they should remain possibilities. Death
can tempt people into writing imaginary careers for artists who never had the chance to
live them. Nobody knows what forty-year-old Jimi Hendrix would have sounded like. He
might have entered jazz fusion, funk, production, acoustic music, blues, electronic
experimentation, or something nobody had yet named.

Drugs and exhaustion were also becoming part of the reality around him, and those
subjects should be handled without turning them into either moral condemnation or
romantic decoration. Hendrix used marijuana, psychedelic drugs, alcohol, and other
substances within a late-1960s environment where drug use was deeply entangled with
parts of the music culture. The dangerous myth begins when people imply that drugs
created his imagination. They did not. LSD did not teach him chord voicings. Marijuana
did not give him years of professional rhythm-and-blues experience. Barbiturates did not
teach him how to control amplifier feedback. His musicianship came from listening,
repetition, work, natural ability, experimentation, and thousands of hours with the



instrument. Drugs may alter perception, but altered perception without developed craft
does not produce Jimi Hendrix.

On September 18, 1970, Hendrix died in London at only twenty-seven years old after
taking barbiturate sleeping medication and aspirating vomit while unconscious. His
death has attracted decades of rumor, speculation, and conspiracy theories, but the
tragedy does not require mythology. A remarkably creative person died at an age when
most musicians are still discovering what their mature work might become. The so-called
“27 Club,” which later grouped Hendrix with other famous musicians who died at the
same age, can make early death feel strangely fated or romantic. There was nothing
necessary about it. Hendrix did not complete some perfect artistic cycle at twenty-seven.
He lost the opportunity to become thirty, forty, fifty, sixty, and beyond.

That lost future becomes more striking when considering how little time he actually had
at the center of international attention. The major studio albums released during his
lifetime—Are You Experienced, Axis: Bold as Love, and Electric Ladyland—along with
the live Band of Gypsys project, were created within an astonishingly compressed
period. His global reputation rests largely upon only a few years of highly visible work.
He never experienced the fully developed heavy metal of the 1970s, funk’s later
expansion, hip-hop, digital recording, modern synthesizers, advanced effects
processors, or the enormous pedal technology available to guitarists today. Yet
musicians working in all those later environments inherited possibilities that Hendrix
helped normalize.

His influence on guitar is therefore larger than imitation. A guitarist does not need to
wear scarves, play a Stratocaster upside down, or copy “Purple Haze” to be living in a
world Hendrix helped create. Modern players assume distortion can be beautiful because
people like Hendrix demonstrated it. They assume feedback can be controlled. They
assume effects pedals can become part of composition. They assume rhythm guitar can
contain melodic independence. They assume studio production can reshape the identity
of the instrument. They assume a guitarist can move between blues, rock, funk,
psychedelia, soul, and improvisation without asking permission from genre boundaries.

The deeper lesson is that Hendrix expanded the definition of technique. Technique is
often mistaken for speed, as though the greatest guitarist is simply the person capable of
playing the most notes in the shortest time. Hendrix could play rapidly when the music
required it, but his real command was much broader. He understood touch, space,
timing, sustain, tone, volume, silence, texture, and emotional phrasing. He could make
one note matter because he understood what happened before and after it. That is
musicianship at a much higher level than athletic finger movement.

He also understood that mistakes can become discoveries when the artist is listening
carefully enough. Distortion began historically as an undesirable alteration. Feedback
was something engineers tried to remove. Amplifier noise was noise. Hendrix heard
possibilities inside those imperfections and developed enough control to turn them into



intention. That principle extends far beyond music. Creativity often begins when
somebody stops asking only how a tool is supposed to be used and begins asking what
else the tool can do.

The greatest respect we can give Hendrix is therefore not to turn him into a supernatural
figure who somehow arrived knowing everything. His life becomes more impressive
when the human development remains visible. A poor Black child in Seattle listened
obsessively. A left-handed teenager adapted instruments built for somebody else. A
young soldier carried music into military life. A working sideman learned discipline
behind other performers. A struggling guitarist moved through Black clubs where
nobody cared about future legend. A musician in Greenwich Village began finding his
own voice. London finally provided the environment where the world could hear what
had already been forming. Fame then gave him resources to experiment while
simultaneously creating pressures he never fully learned to control.

Jimi Hendrix did not become important because he played the guitar strangely. He
became important because he heard possibilities other people had not yet learned to
hear. He inherited blues, rhythm and blues, rock and roll, amplification, electric guitars,
studio equipment, and effects technology from generations before him, then reorganized
those materials so dramatically that the musicians coming after him inherited a larger
instrument than the one he received. The six strings remained six strings, but the
meaning of what could come out of them had changed.

That is why Jimi Hendrix still matters. The fire at Monterey eventually burned out, the
amplifiers went silent, and his life ended terribly early, but the expansion he created
remained inside the language of modern music. He showed that technical mastery and
wild imagination do not have to oppose one another, that Black musical roots can travel
into unexpected forms without ceasing to be Black roots, that technology becomes art
when human expression controls it, and that an instrument can be understood so
completely that even its supposed flaws become part of its vocabulary. Hendrix did not
merely play the electric guitar at an extraordinary level. He helped musicians realize that
they had not yet discovered what the electric guitar actually was.



