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Andy Wilkinson (AW): 

All right, I’m just going to—are we rolling Bob? That’s Dylan saying to Bob Johnson, a famous 

quote which was left on the record because Bob Johnson had not been rolling earlier and Dylan 

was incentivized to saying that to him so that he would— 

 

Alan Munde (AM): 

—wouldn’t make the same mistake again? 

 

AW: 

Right. But we do need a slate—I love that word, slate, it reminds one of a blackboard—and the 

“Take One, Take Two” in the movie industry—and that slate is it’s the second day of March in 

the year 2012, and I am at the newly-remodeling home of— 

 

AM: 

Sprucing up.  

 

AW: 

—sprucing-up home of Alan Munde in Wimberley, and we’re going to take up where we left off 

some months before—not that long ago—and I fortunately have my notes here. I think it was 

1974, but let me just make sure. In fact, we had been talking about a fella we just—you and I 

talked about before it was rolling, and that was Slim Richey. We had talked about his work, and 

then you mentioned that a couple weeks ago, he was loading up his bass and— 

 

AM: 

Actually, it was last Friday.  

 

AW: 

Last Friday? Oh wow.  

 

AM: 

Yeah, a week ago today.  

 

AW: 

Yes, 1974 live album, mostly instrumental. That’s where we kind of—no, no, no, actually we’d 

gone on to talk about a KERA TV spot in 1975, a video done in Fort Worth—which we may 

have at the Southwest Collection—and Out to Lunch at the end of 1975, and my last note was 

“Do an interview with Slim Richey.” 

 

AM: 

Right.  



Texas Tech University’s Southwest Collection/Special Collections Library, Oral History Program 

 

 
6 

AW: 

—and Warehouse Music, Ridge Runner label, and then Banjo Sandwich, 1975, which is the last 

thing I have written down.  

 

AM: 

All righty. So Country Gazette at this point was me and Roger Bush and Roland White and Dave 

Ferguson—and Dave, during 1975 Dave Ferguson lived in Fort Worth, Texas. He was only with 

us for maybe seven or eight months, and— 

 

AW: 

He was the bass player that—? 

 

AM: 

No, he was a fiddle player.  

 

AW: 

Fiddle player that was the interesting guy that—when you traveled— 

 

AM: 

Right, right. Dave had problems—he was real big, and so he was somewhat threatening-looking, 

I suppose, to certain people, but he was—didn’t travel all that well in some ways—other ways he 

was perfectly fine, but he seemed to have problems. We went to Europe—I don’t know if I’ve 

talked about going to Europe with him or not.  

 

AW: 

I think briefly, but it’d be worth recounting just to keep us on the flow.  

 

AM: 

All righty. Yeah, we went to—started in Switzerland and actually played the Montreux—what is 

normally the Montreux Jazz Festival, but they had a country music day, and they had us and I 

really can’t all remember who, but they also had Loudon Wainwright III was there—is the only 

other one that I really remember. Then Country Gazette was there, and we played there—and 

also in your archives is a multitrack tape of that concert that we played there. I doubt if it’s got 

much going for it, but we did the best we could. It was very hard to hear—almost always in those 

European venues the sound was not good.  

 

AW: 

Really? 
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AM: 

Yeah.  

 

AW: 

And why is that—the rooms are weird, or—? 

 

AM: 

Well, I—this is—starting—we went over there the first time in 1972, and at that time all the 

equipment was European—and the other bands that we would ever play with, all their 

instruments were European. So their guitars were Framus, and you know, they didn’t have much 

money, I think, at that point—and they rode bicycles a lot. Every town was bicycled-up. But 

every year that we would go back—I think their economies got better and they started getting 

better equipment. But I think a lot of the sound equipment and microphones and stuff—and the 

expertise of the people running it was pretty lightweight, I thought, compared with America at 

the same time—and then the music being acoustic and different, they didn’t have a great 

understanding of it. I remember one tour that we did—this would be with Byron, but it was with 

Country Gazette—and the guy they had hired to do the sound and drive all the equipment around 

and everything—he would come out every day and measure how far the microphones were apart 

so he could get them just right, and measure how far up they are—which is a cool thing to do—

and every night Roland would have them make a tape of it, and every night we would go back to 

the room when we were done—and Roland and I roomed up together a lot—he would listen to it 

and it would just make him really angry—and it would be disappointing to me, because it was—

you know, the one I remember distinctly is, we would start the show with this song called “Lost 

Indian,” and Byron would play this fiddle call—Wooo-wooo-hooo—and he would do that with 

it; he would sing with it. And then he would do that once, and then we’d break into tempo and 

play, and then when he’d get to that part again, Roland and Roger would sing harmony with 

him—and Roger played slap bass—he slapped the bass a lot—so way—we were listening to the 

tape—way in the distance you hear Byron, “Wooo-wooo-hooo” and then really loud, you hear 

Roger’s voice. Then the music starts—way in the distance is Byron’s fiddle, and then all of the 

sudden, , and that’s all you hear is the bass and then Roger’s tenor part on that “Wooo-wooo-

hooo” and then it would be like that. But you listen to the crowd, and they’re going nuts. I’m 

going “What in the hell are they hearing?” If this is what turns them on—and you know where 

that was? I think it was at the Paradiso, which is a famous dope club in Amsterdam.  

 

AW: 

Yeah, maybe that’s why they were going crazy.  

 

AM: 

It could have very well been. Man, it was thick.  
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AW: 

Well, and you also think of Amsterdam as more of a music town than maybe some other places, 

right?  

 

AM: 

It was a—Amsterdam was always good. I loved Amsterdam, but we stayed there a lot. We got in 

with these people that ran the hotel there from the very beginning—in ’72 we would stay at 

the—something is beeping, and I don’t know if it’s my watch or—it may be my watch here.  

 

AW: 

I was going to say, I don’t think it’s my recorder.  

 

AM: 

Yeah, but anyway—named Boddy—B-o-d-d-y—and I may have already talked about this.  

 

AW: 

No, I don’t think so.  

 

AM: 

He was—what was his first name? Ted. Ted Boddy—and he was from Carnegie, Oklahoma and 

had gone over there during the war and met this Dutch woman and married her—her name was 

Nicky—no—I don’t remember her name. Nicolette was the daughter. Mrs. Boddy—and she was 

sort of a large-ish Dutch lady, and her family owned a hotel—the Hotel Wiechmann—328 

Prinsengracht, right on one of the canals—beautiful old hotel. But I mean just a real—not a fancy 

hotel at all—just an Amsterdam hotel—probably one of hundreds, maybe thousands—and Ted 

Boddy, being from Oklahoma—and Byron and I were from Oklahoma—we hit it off great. He’d 

lived over there since the war, you know, so he was—he spoke Dutch and had kids that were 

teenagers—or soon to be teenagers—he had four of them. We stayed there and got to be real 

good friends with them, and every time we went to Amsterdam we’d stay with them—and they 

kind of got into music and ultimately opened up a music club called Boddy’s Music Inn, I think, 

was the name of it. We’d play there a time or two—mostly just—I don’t think we ever played 

there as a venue. We recorded a radio show there one time, and—with the same result, kind of, 

sound-wise. But they were real music lovers, and really liked—we really liked them; they liked 

us. The Eagles stayed there, I think, one time, and some other music groups—when they found 

out about it, you know, they’d stay at the Boddy’s in Amsterdam. One of the sons or daughters 

still runs it. They’re both dead, certainly, now. I can’t remember what my story was going to be.  

 

AW: 

It had to do with the sound and Amsterdam being kind of a music town.  
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AM: 

Yeah. So the Boddy’s became sort of a magnet for music and whatnot—and a lot of the British 

groups came over and played there and whatnot—we played a lot of tours from ’72 to—I don’t 

know when out last one was—I don’t remember—but with a lot of the British groups. We played 

with Brinsley Schwartz—that’s a group name, but it also may be a guy’s name—and another one 

called Ducks Deluxe— 

 

AW: 

Ducks Deluxe? 

 

AM: 

Yeah—and I’m sure there’s others in here. I wish I could remember the guy’s name, but out of 

each of those groups, there, big stars came out of them eventually. But at the time, they were just 

sort of rowdy—to me—rock bands that drank a lot and were British and were kind of fun. They 

were pretty fun guys. But anyway, back to—when Dave went with us in ’75, we started in 

Switzerland—and just getting off the plane and going to the restroom at the airport. Well, back 

then—and I don’t know if they do them much now—but they had attendants in the restrooms. So 

that was new for Dave—and then he was in one of them that there was a woman cleaning, and 

she’s mopping around his feet at the urinal, and he was—that kind of was a surprise to him.  

 

AW: 

He wasn’t used to that, either.  

 

AM: 

No, well I don’t know if I would have been, either. There was that, and then not speaking the 

language—none of us did—but we were all hip to the—you know, you’re not going to get the 

same food you’re going to get on the Dallas-Fort Worth turnpike. But Dave was kind of hard to 

convince. On the train, going somewhere—oh, I know what it was. One time when we were in 

Switzerland—and maybe we had a day or two off, I can’t remember—but we take the train over 

to some other town, maybe a thirty-minute train ride away. So we get over there and spend part 

of the day, and we’re all tourist-ing around, and we go back to the train station—and over there, 

there’s seventeen tracks and trains leaving all the time headed places. So we tried to be real 

careful to get to the right place, and we did—Roger Bush was pretty fearless, it seemed like—he 

would—“Oh, here we are over here,” and he’d read the big board up there. So we all got to the 

place, and he says “Oh, we’ve got to hurry. It’s leaving now.” So Roger and I and Roland leap 

onto the train and it starts moving—and we look around, and “Where’s Dave?” and we look out 

the window and there he is, standing on the platform looking at us on the train—sort of wide-

eyed, and it’s “Oh, God.” So he got lost there, but— 
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AW: 

So how did you find him? 

 

AM: 

Well, to his credit, he got on the next train, which was an express—and ours was like a local. So 

he actually got there before we did. But he missed the train, you know—and another time, going 

on the train—and this was odd. I don’t know how it happened, but we’re all sitting there and we 

play cards or whatever it is, and there’s a vendor goes by with a cart—and he’s selling 

sandwiches and beers and nuts and crackers and candy bars and all sorts of stuff. Dave bought a 

beer and he wanted a cup, and the guy—I don’t know initially what happened, maybe he didn’t 

understand Dave and just went on—or maybe he didn’t like Americans or something—he went 

on. So he didn’t give him a cup—so as he came back by, Dave just reached over and took one, 

and the guy reached over and slapped him. Well Dave is, you know, like 6’5”, two hundred and 

seventy pounds, and he roared out of his seat and picked the guy up, you know, and I think 

Roger leapt up and “Dave, Dave, let’s not get any international incidents going here.” But it 

really pissed him off—and I don’t blame him. He just wanted a cup and the guy had ignored him, 

maybe even a second time. But my favorite story with Dave—and this is less violent—so I think 

we go from there, maybe, to Amsterdam—or I can’t remember where we go, but we’re still on 

the continent—and we’re there for two weeks, so two weeks of struggling with language and 

trying to get the food you want and making everything work right—then we go to England—go 

to London. We’re out, once again, walking around and Dave wants this—there’s a woman 

selling ice cream, and Dave wants some ice cream. So he walks over to her and in his best 

European English, which is slow and loud, “I want some ice cream,” and she says to Dave “One 

scoop or two?” and Dave turns to me and says “How do I make her understand I want some ice 

cream?” and I says “Well, I think if you just tell her, she’s speaking English,” and he went “Oh, 

oh, okay,” you know, because after a while, you just kind of shut things off. When somebody 

talks you just ignore them because you don’t know what they’re saying. So he was—I hope it 

was a good trip for him, and he looks back— 

 

AW: 

I’ll bet he’s still telling stories.  

 

AM: 

Yeah—I hope he looks back on it with some fondness. It seemed difficult for him. So that was—

I don’t know how long we were—we were over there at least two or three weeks, and that was 

difficult for everybody, you know, being away from home. Back then you couldn’t call easily at 

all.  

 

AW: 

No, I—it hadn’t been that long ago, I was touring England and you—first of all, you didn’t have 
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cell phones, so you had to find a pay phone, and you had to have whatever kind of currency you 

were living on to operate it—and there was the eight- or nine-hour time difference, you know, 

and it was—you had to have a strategy for making phone calls.  

 

AM: 

Oh definitely, definitely. Well even just normal traveling in the States—you’d have to call 

collect—so with my wife, Anne, I had—I’d call on Wednesdays and Saturdays, or something to 

that effect. That’s really difficult for her at home with a kid—you know, if anything went wrong 

there was not consulting or sharing or anything, it just—she dealt with it and reported in when I 

called. I could have done it differently—it would be real different today. But being in Europe for 

two or three weeks, you know, you’d write cards—I don’t remember ever—I may have called 

home; I can’t remember. Maybe the Boddy’s, at their hotel, had enough technical savvy to make 

phone calls, but I don’t remember calling home. Well, back then—I didn’t get married until ’76, 

so those early tours, I wouldn’t have called. I wouldn’t have had anybody to call. So anyway, we 

did that trip and came on back. Dave quit, and Byron—not Byron, he was already gone—and 

Roger Bush also left—at least, by the end of 1975. So that left just Roland and I—and I should 

go back and mention, in ’75 —by then, Mike Richey—now Slim Richey—had moved back to 

Fort Worth and had started that Warehouse Music Sales and also a label. He did things like he 

would—had a—he would be a vendor at bluegrass festivals. He would take CDs and records and 

tee shirts and picks and maybe even strings and stuff around to festivals, and was getting into the 

bluegrass scene, so he thought it would be good if I recorded a bluegrass banjo album for his 

label, which he was going to call Ridge Runner. So I agreed to do it, and recorded it in Fort 

Worth—and the name of the studio escapes me—but on it were Roger Bush, Roland played 

mandolin, Doc Hamilton, a friend who lived—I’ve mentioned him before—he lived in Fort 

Worth and he was a very fine musician—played guitar, and then Dave Ferguson, who was either 

to be in the band—he must have been in the band at the time, so this—basically, it was whatever 

Country Gazette was in 1975 plus Doc Hamilton. We recorded an instrumental album—banjo 

album—and I did the— 

 

AW: 

Is that the Banjo Sandwich? 

 

AM: 

Yes, Banjo Sandwich—and a friend of mine in Oklahoma, Bob Kemper, his wife was an artist, 

and she had made a poster for Country Gazette playing in Norman. It was basically a hand 

holding out a hotdog to a horse, you know, that was—with a barn in the background. So I 

thought it was kind of cute, so we used that for the cover, and that’s what it is to this day. And 

recorded—it went well—I thought it went as well as it could, you know, I recorded a tune that I 

don’t ever play anymore, but I always liked. It was called “Beat the Heat” 
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AW: 

“Beat the Heat” 

 

AM: 

“Beat the Heat,” and it was a steel guitar tune written by Sneaky Pete, who had been on one of 

those Burrito tours to Holland, and he’d play it and I’d try to figure it out, so I recorded that—but 

that was kind of cool. I learned that from Sneaky Pete. I’m not sure what—there wasn’t 

anything—there was a tune on there called “Doc’s Riverboat Reel,” that Doc Hamilton had 

written and I learned—and added a third part, and that was pretty good. It was well-received. At 

the time in bluegrass, there weren’t that many instrumental—banjo instrumental—albums, and 

so—I think it sold—I’m going to say fifteen thousand or so.  

 

AW: 

Yeah, that’s—I’d say in the bluegrass world, that was a pretty good record.  

 

AM: 

I think so, too—and it got reviewed very well in what bluegrass outlets there were—and yeah, it 

did well. So I’m real happy with the way it did and the outcome of it—and it sort of got me 

going as a unit separate from Country Gazette, although I used Country Gazette musicians on 

there, it was still my name—and it’s still available on CD nowadays. It was released—Slim 

released it in Europe. Eddie Tickner—you know, I’m still living in California, and maybe I 

brought it up with Eddie—“Is there any chance of that being released in Holland?” and in fact it 

was—and it was called Alan Munde Banjo Sandwich, I believe, but it had a much more 

conventional—just a color picture of me on the front. I don’t know how well it did, and Slim 

probably doesn’t know, either. Back then—it’s so hard to—when you lease something out, you 

don’t know what they do with it. So one of his philosophies—which I’m real—I subscribe to 

with as much energy as I can muster—but he says, “You know, when you do something,” —and 

I don’t think it’s original with him—“when you do something, there’s three reasons for doing it. 

One of them is you’re going to make money, another one is you’re going to learn something, and 

the third one is you’re going to have fun. Usually if you can make two of those work, that’s 

pretty good.” So when he did this record deal in Holland, he said, “Well, I don’t know if I’m 

going to make any money, but I’ll learn something,” so that was his motivation for doing it—but, 

I mean, he wanted to make some money, too, but I don’t know if he ever did or not. They may 

have paid him a flat rate. So that’s 1975—and Roger leaves for the same reason everybody does. 

There’s not enough money, you’re gone too much, and you have a family that—having fun is not 

a good reason, anymore. So Roger quit—and Kenny—I can’t remember if he was married at the 

time, or not—you know, I’ve messed up here. What happened in 1975 is Dave quit, and then 

Kenny Wertz came back in the band. That was it.  
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AW: 

But, now, Dave still played on Banjo Sandwich? 

 

AM: 

Yeah, and he also played on the album that—that version of Country Gazette—the Kenny Wertz, 

Roger Bush, Roland White, Alan Munde version he played on. He had already left the band, but 

when we recorded an album called Out to Lunch, the producer—Jim Dickson—wanted us to use 

Byron—and it may have been me, but it may have been Roger and Roland, also—but we were 

still a little miffed—upset that Byron had quit, and in part the way that he did it.  

 

AW: 

Yeah, I remember last time, you said that y’all heard about it.  

 

AM: 

Yeah, just heard about it. Somebody told me—and I think I said this—I got back to California 

after Christmas, and said “Oh, I hear the band’s breaking up.” “Oh really? Not that I know of,” 

well that was Byron—they’d heard Byron was leaving and assumed the band was going to break 

up. So anyway, rather than using Byron—which would have been the really smart thing to do, 

but when you’re angry or disappointed, you don’t always think correctly—so we got Dave to fly 

out and told the producer, said, “But Dave has rehearsed these things with us. He’s done these 

songs, so he knows how they go.” So Dave flew out—and it was a problem with Dave, also, 

because he wanted to go home the whole time he was there. But anyway, we recorded it, and it 

was a good record, called Out to Lunch, and it was recorded in the Enactron truck that was 

Emmylou Harris’s—and I think his name was Brian Hern— 

 

AW: 

Ahern.  

 

AM: 

Ahern—Brian Ahern was her producer— 

 

 AW: 

And her husband at the time.  

 

AM: 

—and her husband. And he either owned this truck or had it rented, but it was a studio.  

 

AW: 

That was cutting-edge, was it not at the time? 
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AM: 

I guess so. I mean— 

 

AW: 

I think that wasn’t all that common a thing, right? 

 

AM: 

Right. It was in the back of a semi-trailer—and I’ve got a picture out here. I can show it to you. 

So that’s where the recording equipment was. Where you actually recorded was in a house, and it 

was up in the hills above Hollywood, I think on Laurel Canyon somewhere. They had parked it 

in there and just ran all the cables into the house, so you would go in the house—and they had no 

furniture, other than—it was set up like a studio and they recorded there. Then you’d go out to 

the truck and listen. It wasn’t the truck; it was actually the trailer. So you go out to the trailer and 

listen. Eddie Tickner and Jim Dickson, who were partners—Eddie Tickner was Emmylou 

Harris’s manager, so he arranged for us to use that facility while Emmylou and them were out 

somewhere doing something. So we recorded there, and I liked the recording—I thought it was 

real good. It was for Flying Fish, and that was our first recording—we had done Traitor in our 

Midst, Don’t Give Up Your Day Job were for United Artists, the live album was for—I guess it’s 

an American label—Antilles—and then the fourth one would be this Out to Lunch, and that was 

for Flying Fish, which was a relatively new sort of folk—they’d call it an Americana label out of 

Chicago, run by a guy named Bruce Kaplan. Eddie had made the deal with Bruce Kaplan to 

record for his label, because John Hartford recorded on that label, and Lester Flatt had done an 

album, and so it was—starting in ’73, the big labels were sort of cut off to us, because in ’73 was 

the oil crunch and the vinyl shortage, and they used that opportunity to not— 

 

AW: 

To nix you? 

 

AM: 

Well, not only us, but a lot of people. I think it was the beginning of the moving-in of the 

lawyers and accountants running labels, rather than A&R people. They’ve—you know, prior to 

’73, I think the modus operandi was “Let’s record everything we can.”  

 

AW: 

Some of it was bound to work, yeah. 

 

AM: 

Right, some of it is bound to work, and the winners will pay for the losers. So when the 

accountants and the lawyers got it, it became “We can’t do any losers. We want all winners.” 

And, you know, who knows what’s a winner? 
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AW: 

Right, I was going to say, if you knew that at the outset, you’d always do that, right? 

 

AM: 

Right, yeah. If you know what was a hit song, you wouldn’t record anything else. But who 

knows? So that meant that any sort of fringe groups—Country Gazette, you know, selling fifty 

thousand was not enough. They needed five hundred thousand, or whatever. They wanted to hit a 

homerun every time. So anyway, that’s when it seemed to me these lesser labels started picking 

up some of those artists that couldn’t find a home on the bigger labels. So, you know, John 

Hartford had been on a bigger label, but now he was with whoever I said—Flying Fish. Lester 

Flatt had been on a big label. Now he was recording with Flying Fish. Country Gazette had been 

on a bigger label. Now we were with Flying Fish. So—and Bruce Kaplan did a lot of bluegrass, 

but I’d have to look at his catalogue and see all who he actually recorded. But he did a lot of 

acoustic music, and sort of—I don’t want to say singer-songwriter because that’s kind of a later 

thing—but singers who wrote their own songs, but also had bands or things like that. So we 

recorded with him that album, Out to Lunch. I’m thinking that’s the last album that we did with 

Jim Dickson and Eddie Tickner—and in part because they knew, we weren’t going anywhere, 

and all I wanted to do—and I think all Roland wanted to do—was this model where you 

recorded and then you got gigs, and you went and played gigs. There was no strategy for moving 

up or becoming more popular.  

 

AW: 

Fifteen with a bullet—none of that stuff.  

 

AM: 

Yeah, none of that. I think they realized that that’s where we were because there was no other 

place to be, you know. In bluegrass there was no—I didn’t think—chance. There was no buzz 

like there was in ’72 about country rock, you know. So anyway, that was their las hoorah with 

us. Eddie had Emmylou Harris at this point—Graham Parsons had died. 

 

AW: 

And Emmylou was hot then, too.  

 

AM: 

Well, she had just—that first album she recorded was that album that was recorded at that 

Enactron truck, and probably—she recorded it before we did that album, so that was probably 

’75. She was not really hot, but she was soon to become hot, and the buzz was underway, you 

know, because Graham died, and this was his protégé—Emmylou Harris—and now she was 

going to come out on her own. So she recorded her first album there, and she—I don’t know how 

she got him—it may have been Eddie Tickner or through her association with Graham, because 
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Graham used them, too—but they used Elvis’s band. Who’s the piano player from Lubbock 

that— 

 

AW: 

Glen— 

 

AM: 

Glen—that’s right. You’re right.  

 

AW: 

Hardin—Glen D. Hardin.  

 

AM: 

Glen D. Hardin—he was there, James Burton, whoever the bass player was, I can’t—oh, I know, 

Emory Gordy.  

 

AW: 

So this was before she formed The Hot Band? 

 

AM: 

Yes. Well that—I don’t know what they called that band, but that’s the band that recorded on her 

album.  

 

AW: 

The Hot Band was with Rodney Crowell and all that group.  

 

AM: 

That would probably be— 

 

AW: 

—later— 

 

AM: 

—but not a lot later. I don’t know if that Elvis band ever toured with her. It may have, but if they 

didn’t, then right after that is when she had to form The Hot Band. So it’d be Rodney Crowell 

and Ray Flacke I think was the guitar player, and I don’t know who the steel player was. But 

anyway, they were a hot band; they deserved the name. Anyway, Eddie Tickner had her, and so 

he didn’t need us by any means—or anybody else he was managing. So I think he devoted a lot 

of time to Em. Also, during this time I was living—I had left this very, very small four-plex and 

moved in with Martyn Smith. Martyn Smith was a Welshman who was a music lover—had, on 
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his own, moved to London and gotten into the music business, and ultimately was working with 

United Artists Records in London. He was somewhat connected with those early Burrito tours 

that we did when we would go through England because United Artists were already in 

negotiations to get Country Gazette while we were doing that, and Martyn was aware of it, so he 

would hang out. Martyn became, over the several Burrito Brother tours—and he also, I think, 

helped organize some of the later Burrito Brothers tours. So ’72 was the original one, so maybe 

late ’72 and ’73, he helped organized those—and ’75 —he may have helped with all those. But 

in the meantime, he and Eddie Tickner became somewhat close, businesswise, and Martyn 

moved to America to work, somehow, with Eddie Tickner. I don’t know their arrangement, but it 

never seemed to me that Eddie paid Martyn any money as a salary. He may have gotten 

commissions, but I don’t know. Anyway, when Martyn moved over, he wanted a place to live, 

and I said, “Well, I’ll move out of my place, and we’ll get an apartment together.” So maybe 

starting in ’73 or ’74, I lived with Martyn Smith—M-a-r-t-y-n—no, no, it’s—maybe both names 

were with an “I,” but Smith, I think, was normal—S-m-i-t-h—but Martyn was with a “y.” He 

was Welsh—and a really fun-loving guy. I loved Martyn. He was just always laughing and a lot 

of good fun. But his world was different than my world, because he would go hang out with 

Eddie Ticnker, and then he would go out on tours with Emmylou and travel, and so they’d do 

shows with Willie Nelson and who all—and Martyn sort of got—as many people do—got into 

drugs. So cocaine was his main thing. Willie Nelson’s bass player—and for a while there, Willie 

Nelson—and I may be wrong—but he was traveling with almost two bands. He had two 

drummers and two bass players and this thing— 

 

AW: 

Except they all played at the same time.  

 

AM: 

Oh yeah, that’s right. But one of them—the bass player—was a guy named Chris Ethridge. Chris 

was from Mississippi, and he had been the bass player with the original Burrito Brothers—and 

he may have played with the Byrds a bit, but he was the original bass player with the Burrito 

Brothers. But then he was also—did other things—but he was touring with Willie Nelson, and he 

became friends with Martyn Smith, and Chris Ethridge would come by the apartment and hang 

out. I’m sure they did coke there together, but Chris was a really, really sweet-hearted guy. I 

liked him a great deal—as I like Martyn—but they had this sort of thing about them. And so I 

would kind of hear how the other world lived, you know, from being on tour. Martyn would say, 

“Well, you know how Willie Nelson did his shows?” This would be in the seventies—and they 

may not be much different than that now, but he said they would just be backstage smoking, and 

they’d look around and Willie wouldn’t be there, and he would be out on stage performing by 

himself. He said they would just go out there as they realized he was out there—you know, they 

would just drift out.  
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AW: 

Yeah, I saw one of those shows and I thought it was all planned.  

 

AM: 

Well, that’s Martyn’s version of it. He thought that was real cool—and it is. If you’re Willie 

Nelson, you can go out there and play by yourself and I don’t think anybody is going to 

complain.  

 

AW: 

No, no.  

 

AM: 

He might not even have noticed that there was nobody there. So it was kind of cool to hear about 

how other people did it. Also during this time, through Martyn’s connection, Emmylou was just 

getting started—and Martyn asked me, he said “Would you be interested in getting a group 

together and opening for Emmylou Harris? There’s a couple of dates they’re doing in northern 

California. Would you do it?” and I was like “Sure.” So I knew some local pickers, you know, 

bluegrass—and know them to this day and love them dearly and see them from time to time. Bill 

Bryson is a bass player, and he’s played in California forever and ever—was in the Desert Rose 

Band with Chris Hillman and Herb Pederson and Jay Dee Maness and John Jorgenson—great, 

great band. Bill was the bass player there. Well, he’s the one that did it. Tom Sauber—really 

great old-timey banjo/fiddle player—really knowledgeable—I still see him doing banjo camps, 

and he toured with Alice Gerrard for a length of time—so he’s still there. His son, Patrick 

Sauber, is a really great up-and-coming banjo player—plays with Laurie Lewis. Then the fiddle 

player was a guy named Dennis Fetchet. And Dennis, to this day still plays—I think he’s been 

there thirty years—still plays at Disneyland.  

 

AW: 

Oh my goodness.  

 

AM: 

Yeah. 

 

AW: 

Is that Fechin like the painter—F-e-c-h-i-n? 

 

AM: 

No, it’s with a “T.” Fetchet.  
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AW: 

Like Stepin Fetchit.  

 

AW: 

How could you endure thirty years at Disneyland? 

 

AM: 

I don’t know. I haven’t seen him in a while. I’ll ask him. Well, retirement and insurance, that’s 

how you stand it.  

 

AW: 

Yeah, it’s the ultimate sit-down gig, I guess.  

 

AM: 

Oh yeah. I know several other musicians—great, great musicians—Pat Cloud—great, great banjo 

player. He’s been there twenty years, I bet now. But he was there when I lived in California, and 

you know, Country Gazette played Disneyland. I guess, if we wanted to, we could have stayed 

there and it would have been okay in a way, because you got to go play every day. So that’s this 

group—me, Tom Sauber, Bill Bryson, and Dennis Fechet—loaded in my van and we drove up 

to—I’m going to say Santa Rosa, California, which is above San Francisco—and opened for 

Emmylou Harris, and then played another even, opening for Emmylou Harris. It was called The 

Alan Munde All-Stars. After doing—and it was fun. And she wasn’t just a big, big star, but she 

was coming on, you know, she had stuff on the—so she had good crowds, and I can—if you’ll 

look through those scrapbooks I gave you, I clipped out of a Billboard magazine—I think it’s 

Billboard—but they would report on shows and grosses—you know, attendance and the gross. 

So it was reported, there it is—“Emmylou Harris, Alan Munde All-Stars—Fifteen thousand 

people grossed eighty thousand dollars.” Was it Emmylou, or was it me? Who knows? But I 

thought that was great fun—had a good time. What was so fun about it was on the way up 

there—we had to leave real early—so I had my van. I don’t remember if I drove around and 

picked them up—which would have been hard in LA—we probably met somewhere at one of 

their houses and then left from there. We left at like five o’clock in the morning. So we’re 

driving, and the sun is coming up, and it hurts—and I turn to them and I say, “You all probably 

can’t relate to this, but I always have an odd feelings about real early mornings because I was 

raised Catholic, and I was an altar boy, and I used to get up to go serve early mass. It was just 

always difficult.” And they all laughed because every one of them were raised Catholic, and 

everyone had been an altar boy.  

 

AW: 

They all knew.  
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AM: 

They all knew. So we told sort of Catholic school jokes—not jokes, but stories—all the way up 

there. And I thought, Man, it should have been Alan Munde and the Altar Boys. 

 

AW: 

Yeah—oh, that would have been great. How do you spell Sauber’s name? 

 

AM: 

S-a-u-b-e-r 

 

AW: 

That’s just how I would have done it.  

 

AM: 

Yeah—and Bryson is B-r-y-s-o-n. They’re all still in music. I talked to Bill on the phone last 

week. I saw Tom at a camp some length back—and going to see him again here. Dennis I 

haven’t seen in a long time, but he was a great, great joy to be with. You know, that’s one 

thing—and I’ve heard people say this about me—says, “You know, Alan Munde is a really great 

banjo player, but he’s never been in a really great group,” and I kind of know what they mean. 

I’ve never been in a—you know, just a group where everybody is the buzz of whatever world 

they’re in—you know, the guitar world—there’s no— 

 

AW: 

Really? I don’t know. I mean Country Gazette, that sounds— 

 

AM: 

I would have thought that, too, but you know, as I thought about that, I’ve always opted for—

you know, remember when Slim says, “Make money, learn something, or have a good time?” It 

seems like I’ve always opted for having a good time. So I’d always played with people that I 

really enjoyed, personally. I thought they were all great players, but you know, they’re not the—I 

never was in a group that had Tony Rice and Ricky Skaggs and duh-duh-duh—you know, just 

the top of everything—which is cool, I’m cool with that. But I’ve played with great, great 

players.  

 

AW: 

Well I—Byron and Roland, et cetera—that seems, to me, like the crème de la crème.  

 

AM: 

It does to me, too. But there’s a bluegrass—you know, a really narrow focus in bluegrass. You 

have to remember, they have really strong, thick, and very elongated blinders. It seems like a 
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tunnel. But anyway, I had a great time playing with those guys. We only did those two gigs, but I 

played—you know, jammed or whatever—around LA with all those guys at one time or another. 

So that’s 1975, I think. So back to—Kenny Wertz quit because he—once again—didn’t like 

traveling. So Roland decided he didn’t want to be—let me back up. Dave Ferguson left. Kenny 

Wertz came back into the band. Roger Bush called him, and he wasn’t doing anything, so he 

says, “Yeah, I’ll do it.” So he comes back—and Roland switches back to the mandolin, which is 

where he wanted to be, anyway. So we did that album in ’75, and then, the end of ’75, Kenny 

left, and Roger left at the same time—both for the same reason: not enough money, too much 

travel. So there it is, Roland and I—and we used to hang out when we’d tour around, driving 

from California or we would meet in Fort Worth. You know, Roland would fly in and we’d meet 

him there, and we’d play—there were places around Fort Worth we’d play. We played a place 

called “The Hop,” which was not IHOP, but it was called the Hop, which was House of Pizza.  

 

AW: 

House of Pizza.  

 

AM: 

Right. And it featured a lot, a lot of bands. It wasn’t a very big place there, but we played there a 

lot, and had kind of a little following around Fort Worth because that’s kind of—when Dave 

Ferguson was in the band, that’s kind of where we’d come together, and we’d try to play a gig. 

Then we’d go on. And Slim was there, and Doc Hamilton was there—and hanging around Fort 

Worth, we ran into Joe Carr. Joe was living in Fort Worth—he was originally from Dallas, but he 

and his wife—he had a job as a—worked for the welfare department. But he’d gotten into a band 

called Roanoke, and they were trying to play full time—and they were doing a lot of these 

Chelsea’s Pubs— 

 

AW: 

Chelsea Street Pub, yeah.  

 

AM: 

Yeah, and it’s where you would go in and you’d play it or six weeks. But it was more of an 

entertainment band. They’d never play a whole song, practically, they’d stop in the middle and— 

 

AW: 

—tell jokes— 

 

AM: 

—tell jokes and they’d have beer-chugging contests and stuff—and Joe was involved in that. 

And we had played music with him—he came over to Doc Hamilton’s and we met and met Joe 

there. And what I’ll do now is stop and go take the shower.  



Texas Tech University’s Southwest Collection/Special Collections Library, Oral History Program 

 

 
22 

AW: 

Okay, so Joe Carr, 1976? 

 

AM: 

I’ll say ’76. It may be ’75 that we actually met him, but— 

 

AW: 

All right, so we’re going to pause it—actually we’ll just stop it, because by the time you get 

done, we’ll head on to baseball. That’s a good place to take up tomorrow, however.  

 

AM: 

Yeah. Well I’ll go do a quick shower and then we’ll head out.  

 

AW: 

All right. Okay, man.  

 

End of interview 


