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Charles “Bud” Townsend (BT): 

Explains a lot about Joe Hancock and that—my gosh, I didn’t know I did—yeah, you’ve got 

them all now. Lynn Berry, he’s the one that owned the hold mine that I talked about. Junior 

Garrison, he just went into the Hall of Fame—is going in this summer. 

 

Andy Wilkinson (AW): 

While we’re—we just got this rolling. Let me say for the tape: this is the sixteenth of May, 2018. 

Andy Wilkinson here again for another great day with Dr. Townsend at his home in Canyon. 

Would you tell me how—what inspired or what got you going on all these mining papers and 

interviews that you did? 

 

BT: 

Well, that had to do with rodeo. We had the rodeo for— 

 

AW: 

I brought that for you to keep.  

 

BT: 

Oh, that’s a wonderful list. There are things there I’d forgotten that I did. For instance, the last 

one is the answer to your question. Glenn—let me see what his name was. Glenn Berry. He was 

on the rodeo committee at Grand Junction, Colorado, and I announced that rodeo for about 

twenty-eight—twenty-seven, twenty-eight years. So, I got acquainted with Glenn. He said, “Bud, 

sometimes you ought to come down and fish Gold Creek.” Gold Creek would’ve been eight 

miles west of Gunnison. So, I knew him at Gunnison but I really knew Glenn at Grand Junction 

because he was on the rodeo committee. And he had a very neat, sophisticated wife who seemed 

so out of step with his rugged mountain man kind of life. So, he said, “Come down there and 

fish.” He said, “If you all are ever down there, when you’re at Gunnison, come out. If I’m there, 

I’ll take you to my gold mine and my ball plant.” I’d never heard that. So, sure enough, we went 

up, had supper at his place. We heard Bill talk about that bear that got on top of the roof. That’s 

where it happened. This brown bear came out, got mad, shook a tree, and finally got on the roof 

because we wouldn’t come out or anything. But anyway, that’s how I got to go up to the gold—

and he—the old place was intact. It was a ball plant. Have you seen— 

 

AW: 

Is that b-a-l-l? 

 

BT: 

Ball. Because they were steel balls about the size of a bowling ball, maybe a little smaller but 

maybe not. Maybe a lady’s bowling ball, a tiny smaller. But that—oh, they weren’t as big as a 

soccer ball but they were— 
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AW: 

Solid steel? 

 

BT: 

Solid steel. And I guess—well, I would say [clears throat] they were six to eight inches in 

diameter. I’d say six or seven, so it wouldn’t be as quite as—be about like a bowling ball. I’d say 

about like that. Of course, they can’t to see it here, what size ball would it be? But anyway, when 

they got the ore in there, this thing rolled. I guess it broke up the ore and then they washed some 

of that out and the gold was left in the bottom of the ball. It looked like a—oh, I’d say that—

where they—I think they had a thing that stirred. I’m not sure how they made those balls crush. 

But I think that’s the way that—and it ran off of an old steam engine that ran two or three 

things—belts. When you say belts to this audience, it means— 

 

AW: 

Something you wear around your waist.  

 

BT: 

—a piece of rubberized material with some cord in it, maybe some—a little steel cables in it. The 

belt was about anywhere from four to six inches. It rode on a pulley. The main steam engine had 

a flywheel. That’s where the power—and you could roll that down and it could run five or six 

things. But it’s one that ran the—I never did get to see it. They never did start it.  

 

AW: 

You didn’t just walk up and turn those things on and off? 

 

BT: 

No, no. I guess you had to build steam. 

 

AW: 

Yeah, build steam and get everything going. 

 

BT: 

And gosh, the roof in that ball plant was—and great, big old four-by-four, eight-by-eight rafters 

and beams up in that thing. All of them, I guess when it was built, were hewed with an axe. You 

couldn’t go to the lumber yard and get them when that thing was built. And we went in his mine, 

not too far because it was dangerous. I never will forget. He said, “I can’t afford”—see, the 

government at that time—we’re talking 1960s—the government at that time controlled the price 

of gold. It was—get this—thirty-five dollars an ounce. 
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AW: 

For a long, long time. 

 

BT: 

Today it’s, what, sixteen-hundred, fourteen-hundred an ounce. So, he said, “Bud, I just can’t 

afford to mine anymore,” because at thirty-five dollars an ounce, that’s what it was when 

McKinley was President, nearly a hundred earlier. Gold Creek came from the mountain above. I 

think it was called Gold Mountain. I’m not sure. It came down and emptied Ohio City. I’d 

always wondered—they think some people from Ohio, miners, came in there and needed a name 

for it. Then it goes on down about six miles to the highway, goes under the highway—you leave 

that hat alone. Talking to my cat. It’s a little town called Pitkin. It’s the place—didn’t I talk last 

time about going up to see the hippies? 

 

AW: 

No. 

 

BT: 

Oh I didn’t? 

 

AW: 

No. We’ll have to get that story.  

 

BT: 

Where did I talk about that? Natalie, will you— 

 

AW: 

I can put that up somewhere. 

 

Natalie (N): 

Here, why don’t we put it up there on top of the Grammy? 

 

BT: 

Yeah. 

 

AW: 

That’d be an honor, to have my—the inside of my hat just sit on the Grammy. 

 

BT: 

Did you see the Grammy award? You may not have a chance to see another one of those.  
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N: 

Like that? 

 

AW: 

Yeah, that’s fine. 

 

BT: 

Anyway, [clears throat] that—I knew Glenn. He had nuggets that he wore around his neck and 

his wife had all kind of gold, because—what was a—thirty-five dollars for a nugget was cheap 

then. No telling how much gold he had if they didn’t sell it. I bet when it—if it reached sixty-five 

dollars an ounce, he thought it was—I never will forget about that time I wanted to buy Mary a 

twenty-dollars gold piece—women wore them around their necks—and they wanted fifty dollars 

for one. I said, “Mary, I’m not going to pay that kind of a price.” [laughter] Well today they’re 

fourteen—that was kind of the experience, because Mary caught a lot of fish there. There was a 

nice restaurant in Ohio City. Then a little town—did I say Pitkin? No. 

 

AW: 

Yeah, you said— 

 

BT: 

Pitkin was not down on the highway. Pitkin was a little larger town. Maybe it had a hundred 

people there, nearly seventy-five; up from Ohio City. It was a gold town. It’s up there that you 

went up to that railroad, that tunnel, Alpine Tunnel. 

 

AW: 

I know from having lived up in the state, I know Pitkin, but I did not know Ohio City.  

 

BT: 

What was the—Ohio City was—the Gold Creek came through Ohio City from the gold mine. 

Then it went on down—what is—not Pitkin. Pitkin would’ve been the little town. And we spent 

some time there at a little church there. Parlin. Parlin is down on the highway, Highway 50. It 

comes down and I think ends up maybe in Utah. But anyway, it’s Parlin. They had a store there 

and two or three little old courts where people could spend the night. And Gold Creek went on 

down. Let’s see. I guess it—well, it eventually would empty into, I imagine, San Juan or 

whatever’s on down. [clears throat] We went there for the rodeo at Gunnison. This was the 

height of the hippies. I use that term good or bad. I’m not using it as a pejorative term or I’m not 

using it as a euphemistic term, to make them any better than they were. Hippies were good and 

bad, just like everybody else. But, boy, there were a lot of them, especially at Crested Butte, 

which was about thirty miles from Gunnison the other way. It backs up to Aspen. The mountain 

just separates the two. I flew over it once. [Clears throat] Anyway, this was the height of the 
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hippy age. It should be on that printout. When we went up there, there was an old nester—I’m 

going to use that term. It’s best if you’re talking, and history—use the term they used, even if it’s 

bad. If you change it, you’ve change the complexion of the interview. You’ve got to use—you 

call him an old nester or you could’ve called him an old prospector, or a character. He was—his 

name was Bud Harris. Never will forget him. They had a seat with him there one time. They 

lived at Ohio City, he and his wife. I had never eaten rhubarb. Oh my gosh. They can really—it 

really grows better in mountains. This rhubarb, I fell in love with it. But anyway, we—there was 

a [clears throat] a hippy who came from San Francisco State University. San Francisco State, at 

one time, would make Berkley look conservative. It was really—San Francisco State was really 

kind of the headquarters of that rebellion. I never dreamed that I would go back there sixty years 

later to San Francisco State and speak on Bob Wills but I did. The guy that runs it, that part of it, 

he and I—he’s a black fellow—he and I have become very good friends. He grew up down here 

at Port Arthur. His name is Muata [?] [0:14:05]. My wife just really loved him. I’ll tell you about 

that when we talk about Bob Wills. But anyway— 

 

N: 

Here’s you some water. 

 

BT: 

Okay. Thank you, Natalie. See you this aft. [Door opens] 

 

N: 

Okay. See you this afternoon. [Door closes] 

 

BT: 

So, this guy—had a hat about like that, a little larger, not as good a hat. Never will forget 

because it was kind of unusual for a hippy to have a—anything cowboy-ish. Most of them didn’t 

wear hats, men or women. So, in the sixties—1960s, not 1860s—I’m not that old. So, they really 

began to hang out Crested Butte. It became really a hangout. It was a ghost town and they 

revived it, really. One of them put in a bakery and whatever. I believe I could’ve—in 1962, three, 

four, I believe I could’ve bought the town of Crested Butte and Mount Crested Butte. That’s the 

ski area. There was nothing there except grazing cattle. I think for ten-thousand dollars, I 

could’ve bought the whole thing. It was just nothing. I mean, we’d just drive through there just to 

look at a ghost town. Of course, after they revived it, one little store would cost you a million 

now. It became—but anyway, I got off on Crested Butte because I think that’s what brought this 

boy. His name will be in the interview that I did at Tech. I don’t know what we called that on 

there. I didn’t look close enough. Hope that’s there. See if you can find it on there, would you? 

 

AW: 

What would the name be? 
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BT: 

I don’t know. It would be “hippy interview” or—because it was a hippy colony. What happened 

is this fellow, who grew up in Gunnison as a kid and had gone to the West Coast and had 

become a hippy at San Francisco State, he came back and he learned of a mountain, a bald 

mountain. You know what a bald mountain is? It’s high. My gosh, the—right at where the store 

is, I’ll bet was 6500 or 7000 [feet/elevation]. Gunnison is 7600 [feet/elevation]. It wasn’t quite as 

high as Gunnison but about that. So, even up a thousand feet, you’re getting eight or nine-

thousand feet. [Clears throat] So, he learned that—as the crow flies, as they say—I’d say from 

the store at Parlin to the top of that mountain would be two miles at most. But it’ll fool you. It 

could be farther. So anyway, he found that it was un—not deeded—that he could get it for 

paying back taxes. So he bought the whole thing. Not a whole lot of land, but I’m going to say 

probably eight, ten, twelve acres, maybe twenty. He bought the whole—he got the deed to the 

whole mountain and brought this in. There were women your age to a little older. There weren’t 

many older people. He looked like he was the oldest and he couldn’t have been day over thirty-

one or two. But to hippies, that was kind of old. And when you say hippy, it’s the way they 

dressed. They were usually mild-mannered until you got in one of those places where they 

demonstrated or had a riot or something. They were usually mild people. So, he got this 

mountain. He was going to do wonders with it. I’m going to say—well, I’ll get to that in a 

minute, when we went up there. I guess you wonder why I talked about Bud Harris, the old 

character. Well, somebody said, “Somebody ought to go up there and see what’s going on.” I 

said—I was doing this for Tech. I said, “You know, I’d like to go interview him.” But everybody 

was afraid to go up there. They wouldn’t have hurt anybody. So, Bud Harris said, “Well, I’ll go 

with you.” He’d remind you of a character in a Western movie that had found a gold mine. He 

was that—just a way-out character. Nice fellow with a more subdued sophisticated wife. You 

often find that. 

 

AW: 

[laughs] My wife would say that’s the case with me. 

 

BT: 

Mine would, too. Incidentally, I got this new bronze for her.  

 

AW: 

Well, I thought that was new. I didn’t want to say anything.  

 

BT: 

This is done by a fellow by the name of Barrias [?] [0:20:08]. He’s a French sculptor. It’s called 

“The Schoolteacher.” 
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AW: 

I love it. I like the patina. 

 

BT: 

Yes. Is the patina—we’ll get back to our interview here in a minute, folks. But is the patina what 

they use to change the color or is that the color? 

 

AW: 

No, it’s the way they do it. It’s a technique for putting a color on it. The one that’s different—

some sculptors do a polychromatic, which will be—you’ve probably seen some of these. They’re 

popular in Taos and Santa Fe. There’s a guy that does full-sized Native Americans and they are 

like full-color. That’s a polychromatic. But a patina like this will—they’ll use, for instance, a 

different chemical on that dress that’s green versus the dresses that are dark-colored. You see 

the— 

 

BT: 

It’s supposed to be burgundy on this one in front. But she—I talked to the people in Baltimore 

where I got this. She says they’ve never been able to do red and blue. But she said for some 

reason, one of their sculptors—these people are going to think these people are nuts, jumping to 

all these things. They do one with an American Flag and somehow they did red, white, and blue, 

but they can’t do it on this. Look how they did her arms. 

 

AW: 

That’s a beautiful piece. 

 

BT: 

So much for that. How did I get off on that? 

 

AW: 

But we were talking Bud Harris. 

 

BT: 

About old Bud Harris. So, Bud said, “I’ll go.” I got my recorder ready. Incidentally, my wife was 

a schoolteacher. That’s the reason I got that; taught first grade. So, back to this story. I think 

people from all over the country have come to Texas Tech to listen to this interview because 

they—I’ve had people call me and they’d say, “Charles Townsend, did you go to a hippy 

community and interview this”—I said, “Yes.”, “Where is the tape available?” I say, “Yeah, it’s 

at Texas Tech.” No telling how many have listened to that, because not many people interviewed 

these people in these—I’m going to call it a commune, for a better word. It was a colony. So, 

Bud and I got ready to go. We took off. And I forgot to mention: oh boy, did these hippies make 
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the people of Gunnison County mad. They discovered a law that stated if you’ve got so many 

children, a school bus has to pick them up. So, the county had to build a road up onto that 

mountain and go up and pick up these children and take them to school. So, that’s why the road’s 

there. Oh, that made them mad. And they hated them. But the story doesn’t end with they 

hated—they all became friends at the store and whatever. Because I asked the people at the store 

before I went up. I said, “You think”—you know, they’d turn their car over. They’d been known 

to do that over at Boulder. They were a little more violent at Boulder; University of Colorado. 

This woman said, “No, they’re as nice as they can be. They’d come down here, the women, and 

do their laundry. No, they won’t bother you at all.” So, we went up this road to get up there. 

Beautiful road. It was just a bald prairie all the way to the top. Looked like pretty good grass. 

There was a guy standing that said, “Can we come up here?” We told him, “Oh yeah. Come on 

up.” Then we’ll get whatever this fellow’s name was. I’ve got a good memory but not that good. 

So, he greeted us. [Phone rings] He took us around. Oh yeah. [talking on phone] Yes? Hello.  

 

John Mark (JM): 

Yes is this Dr. Townsend? 

 

BT: 

Yes, this is he, yes. 

 

JM: 

This is John mark with [unintelligible]. 

 

BT: 

Yeah, John how are you? I see your—[pause in recording]. For Globe News. 

 

AW: 

Oh good. 

 

BT: 

Yeah. Okay, now, so we got up—we’re back to reality now. And we got up there and this guy 

came out. Just as polite as you are, and soft-spoken. He said, “I’ll show you around.” He took us 

to this—I guess they had—as I recall, some of them had built little huts out of wood they’d 

picked up. And they did a funny thing: they built houses, dome-shaped, and they made triangles. 

 

AW: 

A geodesic dome.  

 



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

 

 
13 

BT: 

Yeah. Whatever that is. And what did they—I think they put some kind of a foam in. I think it 

was white foam. 

 

AW; 

Yeah. They built those on the design made popular Buckminster Fuller. He was an older person, 

but was sort of a—the intellectual to whom—all that group of people. 

 

BT: 

What was his name? 

 

AW: 

Buckminster Fuller, but they called him Bucky Fuller. He was really interested in that, creating 

those spherical surfaces with those geometric shapes. So, anyway, that was— 

 

BT: 

And they put in the center of each one of those a Coke bottle, not a beer bottle because beer 

bottles were colored. They wanted as clear a bottle as they could get. It was right—and that gave 

them sunlight when they all came in there. They had one that they claimed—this was their 

greenhouse and they dug a—somebody had—maybe it was Fuller—somebody had told them if 

they would dig a trench two, two and a half feet deep, no deeper than that, they could plant 

vegetables and put a plastic over it, like a greenhouse. They had these trenches maybe fifty feet 

long, some shorter. And it was communal. Everything was communal. So, they were going to 

grow their food and—so, they said, “Bud”—Bud hit it right off. He was a hippy before they had 

a name for it. [Laughter] He’s kind of like I was. We were hippies before. So, he said, “Bud, 

could you help us? Our big problem is water. We can’t find any water up here.” Bud said, “Well, 

let’s drive around the perimeter of the mountain,” and he looked for bushes and trees, little trees. 

There were no tall trees. He said, “Now here’s where you want to dig. These trees couldn’t be 

surviving if there wasn’t some water down here. So they wanted to find the spring so they could 

survive. I think they must’ve gone there in the spring, early sixties. Did you ever find that? 

 

Casey Tim (CT): 

I found the hippy interview, the title, but there’s no names and there’s no description. 

 

BT: 

Is there a date? 

 

CT: 

Um-hm. Let me find it again. 
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BT: 

I’m going to say around ’67. 

 

CT: 

It says ’68. 

 

BT: 

Okay. I didn’t miss it far.  

 

CT: 

July of ’68. 

 

AW: 

Just for the recorder, I’m going to say this is Casey Tim, student at West Texas [A&M], who’s 

joining us today, too. 

 

BT: 

And, Casey, that will have it all in there. So, we looked at the children. They were just little 

towheaded boys and girls. Everyone seemed so congenial. There was no problem. So, he said—

and this I was really glad I talked about it. He said, “This is my wife.” I said, “Your only wife?” 

[AW laughs] Maybe they weren’t my exact words. “Yes.” I said, “You don’t share women and 

men and all of that?” It was strictly heterosexual. He said, “No, I just have the wife.” I said, 

“You mean you share everything but you believe in monogamy?”, “Oh yes.” He said, “One man, 

one wife.” So I was glad I threw that in because I had a suspicious mind. No telling what went 

on. I didn’t see anything irregular except the way they lived; illicit. We ended up good friends. 

So, we stayed there a while till it got dark. They offered to feed us. I don’t think we ate. I’d have 

been scared to death to eat. Anyway, we went on our way. So, later on, next year maybe it was, I 

said, “Well, how did it turn out?” This woman at the store said, “It was fine until the first big 

freeze.” She said, “They came out of there like rats. They came off of that mountain to get down 

here where it was warm.” That, I think, pretty well—they may have gone back for another year 

or whatever. But I wouldn’t take anything for having gone, having seen it, because, like these 

people that would call me, I’ve had them call me from Europe. But how that word got out—

unless one found it. So, you could—I don’t know whether you’d have to sign something. You 

could see who all—but I never will forget at the Gunnison rodeo, [clears throat] Walt Alsbaugh 

always insisted on a prayer. So, these hippies would—they would always sit around on the rail of 

the—and I’d make jokes about it. A bull would—and they’d all get drunk, whether they were a 

hippy or not. They would sit on the rail. These big old bulls would—they’d have them dehorned, 

but still have a horn that long. One of them went down through there one time and put his head 

up on that rail. It was just knocking them off. I said to the people, I said, “That bull did more to 

make this county sober than anything’s that’s happened in years.” I’d make jokes like, “Oh, boy, 
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they threw that boy so high, he’s as high as these people from Crested Butte.” Oh, they would 

just laugh and clap, because it was famous for its drugs before there was a drug deal. They’d talk 

about, “They legalized marijuana in Crested Butte long before Colorado did.” And they just got a 

big—they just got a big—I never will forget, though, one time I gave a prayer. Alsbaugh insisted 

on a prayer. I prayed and I said, “Dear lord, let us live in a society where we do not judge people 

by their race, their color, or the length of their hair.” You should’ve heard—you should’ve heard 

that audience. [Groans, laughter] I just knew I was fired. I’d been there for twenty years, but if I 

hadn’t really been popular—they overlooked that. I said, “Or the length of their hair.” [Laughter] 

 

AW: 

That’s great. 

 

BT: 

That’s kind of the—that’s kind of that hippy—and what—to jump ahead, what was that, ’68? 

This was ’78, ’88, ’98, ’08. Fifty years later, thereabouts, I got to go to San Francisco State, 

where they came from. They brought in different celebrations, like for George Jones, Dolly 

Parton, and Bob Wills. So, they wanted me to come to be with them on—and I thought—and it 

was still way out. They had a place over there named after that Spanish leader that led the strikes 

in California for— 

 

AW: 

Cesar Chavez.  

 

BT: 

Yes, Chavez Circle, where you could get over here and speak. And they had a mural on the wall 

of him. He was their great—where I spoke. It was on the wall on the outside. But anyway, I 

wouldn’t take anything. This guy, who was a black fellow, who handled that and invited me, 

picked me up in a limousine, me and Mary, and whatever. They really treated us royally. He told 

me, he said we’re going to pick you up in a limousine,” and take you home in a limousine to the 

motel they had for me out by the airport, “And then you’re on your own,” he said. We stayed two 

or three days. And what was—this black fellow, we became—he just took to me. He liked it 

because I emphasized so much, in the Bob Wills book, the black influence. That’s the reason he 

invited—so, he always fed the people when they came, whether it was George Jones or whoever. 

He said, “Charles”—he called me Charles then, now it’s Bud. He said, “Charles, come back 

here.” Dr. Townsend he may have said. He had a—there’s a restaurant in San Francisco that 

specializes in Southern food. He had fried chicken, turnip greens, everything—corn on the cob—

just for us, for a Southerner. To this day, he’ll call me, “Bud, what are you cooking for the 

Fourth,” because he and I like the same—we both love soul food. But anyway, I guess that’s 

enough on that.  
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AW: 

That’s great.  

 

BT: 

But haven’t I had some hellacious experiences?  

 

AW: 

I’m going to go— 

 

BT: 

Couldn’t believe it. 

 

AW: 

I’m going to go listen to those interviews. That’s really interesting. There’s a lot of opinion and 

misinformation about that time period. To get your take on being right there is going to be great.  

 

BT: 

Yes. I wouldn’t take anything—they all left. I don’t know where they went. But after that bad 

winter—I forgot to mention, those people down at that store became good friends and thought 

those women were fine. They hated to see him go. They hated when they came, they hated when 

they left. 

 

AW: 

Great way to put it. Casey, Miss Tim, can’t, probably, stay the whole day, but she—I think I 

mentioned to you—she’s interested in being an equine journalist or writer. Would you mind if 

instead of us starting with Bob Wills today—you made a comment when we talked last time that 

we were going to talk about Bob Wills and the process you went through in developing that 

book: doing the research and writing and so forth. But you also mentioned another topic you 

wanted to discuss, which is, I think, quite interesting. What you said was, “Writers are born, not 

taught.”  

 

BT: 

Yes. 

 

AW: 

Would you mind starting with that? I think that’d be a good lesson for a young and aspiring 

writer, and for an old and aspiring writer like me.  

 

BT: 

[laughs] Well, to put it in a really vernacular—I think—you either got it or you ain’t. I think you 
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can—I think writers are born. Writers are gifted, great ones. I don’t know much about 

Shakespeare, but I doubt if he ever darkened the door of an elementary school, let alone Oxford 

or Cambridge. I didn’t see his name up there when I was there. They’re born. I don’t mean to be 

immodest. I should say we’re born, because I think I was a born writer. But other things 

enhanced it. But you’ve got to have that original gift. I think you could’ve—you could—if you 

had, probably—we’ll stay with Shakespeare. I’m not comparing any of us to Shakespeare, I’m 

just saying I think if you had sent him to school, it would’ve ruined him. It’s kind of like Ethel 

Merman, the great Broadway—she was the greatest thing to ever hit Broadway. In her first—she 

was a secretary in Manhattan. Somebody learned she could sing. Must’ve learned she could sing 

pretty well. So, when they had a—it was 1930, a Broadway show called Girl Crazy. George and 

Ira Gershwin wrote the music—George writes the music, Ira writes the lyrics. So, she was just 

supposed to do one song and that’s all she did. The star, I think, was to be Danny Kaye. Danny 

Kaye was to—in the fifty or sixty—in sixty seconds, he would name fifty Russian composers or 

in fifty seconds he could do sixty, either one. But only Danny Kaye—if you know—oh, he’s fast. 

So that was one of the things. And he did some singing, too. Ginger Rogers played the lead. She 

was—did the big numbers: four, five, or six. Then they—this secretary, Ethel Merman, they 

asked her—she was—she sang I Got Rhythm. [Singing] “I got rhythm, I got music, I got my man 

who could ask for anything more.” Great ragtime, great music. It just brought the house down. I 

mean, it made her a star over one song. Now, what’s that got to do with writing? It’s this: that 

after she sang—George Gershwin, who was trained by his family, whatever, he knew he was 

great in music. He came—he said, “Ethel, for god’s sake, don’t ever take a voice lesson. They’ll 

ruin you.” So, sometimes, people who can—who are a natural, who can write, you might—keep 

you from making grammatical errors or whatever, but I want to say to some of them who could 

write, “For god’s sake, don’t ever go to college. They’ll ruin you. Don’t ever take a writing 

course in the college.” You’d say this—I used to—when I taught at WT [West Texas A&M], I 

would say, “They’re going to tell you how to write.” I said, “If they know so damn much, why 

haven’t they published anything?” Not a one of them has ever published a line. I said, “You 

better listen to your own heart. You better go on your own.” People have that natural—I’ve had 

students in my seminars, they would—in discussion, they would—they were great. Then they’d 

start to write a paper, and you couldn’t understand it. I’ve done it four or five times. I never will 

forget one boy. He wrote this—I said, “What in the world kind of a sentence is that? What are 

you”—I said, “Tell me what you’re trying to say.” He said—beautiful English. I said, “Why in 

the”—I didn’t say, “Why in the hell.” I wanted to. “Why didn’t you say that?” To some people, 

when they start to write in an academic situation—that’s why we don’t produce very many good 

writers from academics. Just name me one that came out of Texas Tech. Name me one that came 

out of here. I mean, they talk, but they ruin more students than they make. I said, “You write this 

paper again and you put it down just like you told me. Don’t try to be fancy. Don’t try to be 

academic. Don’t try to be intellectual.” End quote. They’ll hear these professors talk about all 

this. I tell you that to say that it’s natural. I’ll have to admit that one reason I can use the King’s 

English—or the Queen’s it is now—is I announced rodeos. You can’t go out and talk to the plain 
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people and be academic. You’ve got to use straightforward English that the child can understand. 

And if you’ll write that way, you’ll be—[clears throat] so I think that helped me. When I’d come 

back and write or whatever, just the—I’ve got my master’s thesis over here. I tried to use big 

words and some of the professors said, “We don’t even understand ourselves.” I wouldn’t let the 

angels in heaven read it. But when I did a doctor’s dissertation, I didn’t do any of that. It was 

straight forward—see, I’d become educated enough to be Bud. And the same way with a lecture. 

When I first came out of Wisconsin, I wanted to be a little Merle Curti, a little Merrill Jensen. 

Finally I said, “You be Bud Townsend. You talk like you do at a rodeo. You speak to the”—and 

I became a wonderful teacher, the students tell me. But I think if you can take an average person, 

take them to any college, university, or wherever—same thing’s true in music. I think we were a 

lot better off, and produced a lot greater musicians, when they went to conservatories rather than 

universities, because universities have—your music department has to lower their standards to 

the university. If you’re at Juilliard, they keep it high. You follow me? So, in writing—I looked 

at a paper I wrote on Roger Williams when I was a freshman or sophomore college. Wrote it for 

Dr. Kenneth Neighbors—I’m sure you’ve heard his name—on Roger Williams, pioneer in 

religious liberty, or father of religious liberty. I looked at that paper after I got a PhD, and with 

an exception or two, I had not improved one bit. You say, “Well, maybe you just couldn’t”—no, 

I had it in the beginning. It was well-written, had the emotion, it had whatever you needed in 

good writing. So, I just had it. Forgive me for talking about myself. I’m not saying I’m a great 

writer, but I knew how to write. I learned—this at a course I had at Texas Tech. We kept trying 

to think of the man that taught it.  

 

AW: 

I still don’t—I didn’t have any— 

 

BT: 

I thought of it the other day. There were only five of us in there. Practically every man in there 

wrote a book, at least one. Some of them not too good. What was his name? He was really 

over—Sylvan, I think. 

 

AW: 

We decided it wasn’t Wallace. 

 

BT: 

No, no. No, Wallace wrote some good things, but I never did think he wrote that fluent. He’s a 

great historian. Wasn’t Wallace. Seymour Connor. 

 

AW: 

Oh, Seymour Connor, yeah. 
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BT: 

Isn’t that funny? My mind’s still good.  

 

AW: 

I didn’t think about Seymour— 

 

BT: 

Seymour Connor. 

 

AW: 

I didn’t think about him as a teacher so much as I thought of him as a historian and a collector. 

That was escaping me. 

 

BT: 

They thought he was one of H. Bailey Carroll’s students, I think. 

 

AW: 

Really? 

 

BT: 

I think he studied with Webb, too, at UT. 

 

AW: 

Oh yeah, he did study with Webb. I know that. 

 

BT: 

So, they thought that Seymour Connor would be the new Walter Webb of Texas. So, he taught 

this course at—and it’s the best advice I’m ever going to give you. [Phone rings] Isn’t that awful 

that Alexander Graham Bell was ever born? [Laughter] But anyway, he taught this course in 

writing; five of us. I never read the book. I’ve got it over there. It’s that thick. The way he taught, 

he had us— 

 

AW: 

I’m sorry, was it his book? 

 

BT: 

No. 

 

AW: 

Connor’s book. It wasn’t Connor’s? 
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BT: 

No. Couldn’t even tell you who, but I think I can find it. But I never read it. Never read a line. 

It’s the title of it that made an impression on me. Anyway, the way he taught that course, he had 

us all write an essay on the election of 1960. That’s Kennedy. Then after the semester, we were 

to write it again, and he’d compare and your grade was based on how much you’d improved. He 

knew how to write. He was such a delightful man. He was kind of an odd fellow in this sense: he 

wouldn’t drive at night. He had some— 

 

CT: 

Quirky. 

 

BT: 

—ideas. You call them quirky but I call them intelligent, because he—I know when I had 

autograph parties down there for my book, Seymour was there but he had some woman drive 

him. I don’t think he ever married.  

 

AW: 

Don’t think so. 

 

BT: 

Nice-looking fellow, too. But he—I was one of his favorites. He had us read a book—or was 

supposed to. It was that thick. And I never forgot it, never forgot it. “You must—if you’re going 

to be a writer, don’t you ever forget it.” The name of the book is The Reader Over Your 

Shoulder. “Don’t you forget. You know what you’re going to say. You know what the people out 

here are going to—but that makes no difference. Watch me. It’s the reader over your shoulder. 

You write to him or her, and you write in a way that anybody—write in a way that it is deep 

enough”—I’m not going to use that word. I hate that word “intellectual.” Everybody’s 

intellectual, it’s just different levels. I happen to be at the lower end. [AW laughs] “Whether they 

are the greatest mind or they are the man on the street, you’re indebted to write where both of 

them can understand it. Then learn to write in as few words as possible, but get the message 

over.” For instance—who was it? I believe it was Dr. Craven, Avery Craven. He’d come from 

the University of Chicago to Wisconsin to teach a semester. He said, “You write like Ezekiel has 

written.” The Bible says, “Zeke said—Zeke preached. Zeke said, ‘Go.’” That’s all you need. It’s 

extreme. But Ezekiel said, “Go preach.” And he used to say this, he said, “I’ll give an A to 

anyone who can take a word out of the twenty-third Psalm and not destroy it.” You can’t do it. 

Any one word and you’ve destroyed it. So, that’s the way we all strived to write. One of the 

highest compliments—and I don’t know why. I do know this—it’s the only reason I got a PhD 

from a great university—is I could write. I took a course in Tudor/Stuart England, from a man 

who had come over from Yale: Professor Sache. Not “sexy” but Sache. S-a-c-h-e, whatever it is. 

He put on my paper—I wrote on John Locke. If you think this wouldn’t be a difficult one: John 
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Locke: Puritan in Transition. I’d found some microfilm in the Bodleian Library at Oxford. And I 

wrote that paper for him. He wrote on it. He said, “Charles, you have the ability that few people 

have. You can write history and make it interesting.” I wouldn’t take anything for that. Naturally 

I got an A in the course, but it wasn’t just for—but if you can’t write, you can’t get a PhD at a 

great university. I think that’s what they single you—that’s why that first seminar paper is so 

important. If it’s good, you’re in. If not, they send you south. So anyway, I think that—and you 

see people who’ve never been to college a day in their lives, and they can speak so interestingly. 

They almost hold you spellbound. If they had gone to college, it would’ve ruined them, 

probably. What I’m trying to say is that there is that natural ability to either write—now, you can 

get by. Oh yeah. You can write and get something published but nobody’ll read it.  

 

AW: 

They certainly won’t reread it. 

 

BT: 

No. Charles A. Beard once said, “The average book that’s written today will not live beyond it’s 

first birthday.” Tell me I’m wrong. 

 

CT: 

You’re right. 

 

AW: 

Some of them may not make it that far. 

 

BT: 

Well, they’re not well-written. Walter Webb is one of the few historians who could write. One of 

the very—Carl Becker was another one. He was Frederick Jackson Turner’s first PhD at 

Wisconsin. He could write. He could put things—he started a whole school of history. He wrote 

on the American Revolution [clears throat] in New York. In the last paragraph—this shows you 

what a great writer can do—he said, “The American Revolution in New York was not only a 

revolution to decide who should rule, but who should rule at home. That gave birth to the Dual 

Revolution idea, that on the one hand we fought England to see whether the Colonies or England 

would rule,” but he said, “It’s also who shall rule at home,” meaning there was internal 

revolution, a fight between Sam Adams and the popular leaders and the Conservatives over who 

was—and it goes right through the Constitution, through the Articles of Confederation. But how 

simple that was. That wasn’t—is there a word in there more than two syllables? “The American 

Revolution was a revolution not only to decide who should rule, but who should rule at home.” 

Jensen and all those—Beard. Beard did that Economic Interpretation of the Constitution, where 

he argued—he took that Dual Revolution. I say that to say how simple that writers can be and be 

profound, you see? Who could improve on Shakespeare? Much Ado About Nothing. I mean, how 
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are you going to improve on that? If he put it in—Webb, one time in his presidential address, 

“Everyone should read it to purports to write.” He said, “If you historians”—now, he’s talking to 

the American Historical Association. He said, “You put out all this stuff. The only people that 

read anything you write are the poor graduate students you force to read it.” [Laughter] 

 

CT: 

That’s so true. 

 

BT 

“The only people who will read what you write are the poor graduate students that you force.” 

Gosh, some of that stuff they make you—and that’s why, another thing—though I am a “publish 

or perish” man. I don’t think anyone should teach in a university unless they publish. The only 

difference in a high school teacher in history and a college one is the college man should write a 

book. They all teach—they all—otherwise, you’re just—all of you are using secondary sources. 

Anybody could do it. But I believe in “publish or perish.” If you don’t publish, you don’t—

should get out. But by doing that, we forced people to publish trash. If you weren’t a lady, I’d 

tell you what they’d publish.  

 

AW: 

And volumes of trash.  

 

BT: 

Oh yes. 

 

AW: 

It’s like the more that you write, even if it’s not any good, the better off—the better you are. 

When in your life did you realize that you were a writer, that that was something you were born 

to do, or born with the ability? 

 

BT: 

You know, I don’t believe I thought about it that much until maybe after I left Wisconsin. 

 

AW: 

Really? 

 

BT: 

Yeah. I’ll tell you how I am about writing in academics. There were two guys discussing Jesus. 

They said, “Well, what do you think about two historians?” Have you heard it? 
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AW: 

No, but I know I’m going to like it. 

 

BT: 

One of them said, “He went about doing so much good,” and the other one said, “And he said 

some wonderful things.” Third one said, “Yeah, but, you know, he never published anything.” 

He said, “Jesus is all right, but he still never published anything.” [Laughter] I’m not being 

sacrilegious. But that’s kind of how I am. “If they don’t publish”—and that may be a bias, but 

that’s the way I—and that’s what makes for writers. When you asked me when I discovered I 

could, if I can—I’ve got some writings in there that somebody took an excerpt out of my book, 

wrote a book on jazz in America with excerpts from writers. I read it one time, and it was so 

good that I thought, Who in the world—this is one—well, I got it then. It said, “Out of Charles 

Townsend’s book.” [AW laughs] Sometimes—well, another thing. I think I began to realize that 

after I wrote the book—I think here’s where academics has gone wrong. Here’s where most 

writings have gone wrong, except the fiction. I don’t—I’m not talking about that. That I know 

nothing about. Don’t read fiction. It’s fine. My wife loved it. She loved that lawyer that wrote all 

those books, in any case. Alfred Knopf said one time—Alfred Knopf said, “You historians”—

and he did more to help historians than anybody. He wanted to publish good books. He said, 

“You’re like hogs.” He said, “You want everything. You know how to write.” It is—it’s true that 

they just—and to try to get too much in. What he meant was too much—too many details and 

whatever. This is where I think we’ve gone wrong. It is in my case. That’s why I never wrote 

another book. Sylvan Dunn told me not to. 

 

AW: 

Really? 

 

BT: 

Yes. He said—after my book came out, Sylvan said, “Bud, don’t ever write another book. 

There’s only one good book in each man, and you’ve done yours.” You know what? I have a 

contract in there I never used; University of—it’s right there. Saw it the other day. They said, 

“We’ve never given anybody a contract for a book before we saw the manuscript, but we will 

you. We want you to write a history of Western swing. I never did write it because I figured I 

already had written it. The story of Bob Wills is the history of Western swing. Everything else 

was peripheral. So I never wrote it. Sylvan said, “They’ll compare everything you do after that to 

that book, and it’s not going to be that good. You’ve done yours.” Well, I can give you a good 

example. Walter Prescott Webb only really wrote on good book, The Texas Rangers. I started—I 

couldn’t get through it. It wasn’t even Webbian. Then he wrote that thing on Divided We Stand, 

which was pretty good. That little pamphlet, Divided We Stand.  Then the other one was the one 

on—where he made the whole world a frontier. I forget the name of that one. It’s well done. It’s 

Webbian. But he had one book. Tell me I’m wrong. That was the great—and that book was, and 
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is, and always will be great. You know why that book is so great? Because Webb wrote it so 

well. If that’d been in my hands or anybody else, I don’t think it’d have been—Webb’s ability to 

write. But that statement where he says when they crossed the Mississippi [River] or whatever, 

society had been on three legs. They lost two of those legs. Remember? I can remember it 

vividly. They had water, timber, and land. When they crossed the Mississippi [River], they only 

had the land. They lost the water and they lost the timber. So this made them into a different 

society. Did you hear the—those are Webb’s words. That simple. Water, timber, and land. Well, 

anybody can understand that. That’s about as—but I’m saying all this to say this: If you’re going 

to be a writer, you need to be an inspired writer. If you are inspired, you’ll write over your head. 

I was inspired by Bob Wills. [Clears throat] I loved Bob Wills. So, I wrote under inspiration. 

That’s why I won the Grammy award. That’s the best work I ever did. I knew I’d been to the 

session. I knew about the music. I knew he was dying. I knew he was in a coma. I knew I had to 

write his obituary in that book. So, I couldn’t get the ending. I couldn’t get it. I lay in there in the 

bed one night. Mary was sound asleep. I lay there and it came to me, how to do it. I came in here, 

ran over to that—boy, don’t ever let the sun rise on your thoughts. Whatever you get at night, 

you go put it down. Whenever it comes, get it. I wrote it. Then I went over right there where 

you’re sitting, right there, and I cried like a baby. I knew I had told the world he was dead. He 

didn’t die for another fifteen months, but he was a vegetable. So, one of his members of his 

family—and that’s what I call inspired. Had to be inspired or I wouldn’t have cried like a baby. 

One of his sisters told another one, said, “You better get your handkerchief when you read that, 

because you’re going to break down.” The rest of it was just good, solid—but that—the way I 

ended it, it was homecoming; the name of the album. So I thought, How can I do it? I said—then 

I told about his last stroke and whatever. Then I said, “And let us hope that he’s there in heaven 

with the rest of the Texas Playboys, and they have a homecoming.” You see? Goosebumps you, 

because it was inspired. I couldn’t do that if I was just writing on Sam Adams. I didn’t know 

Sam Adams, although [I did[ my doctor’s dissertation on him. I just loved him. But those were 

those albums notes that won the Grammy. Boy, you’d think—talk about competition. I was 

writing, competing against every piece of pop music, jazz, country, everything except classical. 

Classical was in a category and they had their own award. But I wrote against all of the music 

world to get that Grammy. And some of those people—some of those people had won, already, 

two or three. They were great writers, because they had the subject they loved. So, my advice to 

a young writer: unless you can get somebody that inspires you, or a subject, don’t write at all. 

Only inspiration does it. Am I right or wrong? 

 

AW: 

You’re dead on. I think we discussed last time Robert Frost’s admonition, “No tears in the 

writer, no tears in the reader.”  

 

BT: 

I’m glad you mentioned that again.  
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AW: 

My friend, Max Evans, who grew up Ropes and New Mexico, and wrote fiction mostly, although 

he wrote a great biography of Madam Millie, the prostitute from—a madam in Silver City, New 

Mexico. But Max, his advice to me when I was wondering how much—how far to let this—my 

first piece of long fiction to go—a novel. Max said, “You’ve got to write everything you write 

like you’ll never write anything again. 

 

BT: 

Yes. [laughter] I think you’re right. 

 

AW: 

Isn’t that a great thing to say? You may only have one good book in you. So, why not let this one 

be it? 

 

BT: 

Yes. It may be your only—well, it was my. I’ve written a lot of essays, and so forth and so on, 

and those album notes. But when I gave my thank you at the Grammy Awards in New York, 

Mary Traverse of Peter, Paul and Mary, she gave me my—and I said, “May I say something?” 

“Oh yes.” Here’s what I said: I said, “Bob Wills, his musicians tell me that when they began to 

play with Bob Wills, they played over their heads. They played more music than they could ever 

play.” I said, “That’s what happened to me. When I wrote these album notes, I wrote over my 

head. And I thank you, and I thank the Academy, and I thank Bob Wills.” But I wrote over my 

head. I don’t—I’m not sure I could ever do that again, because it’s the right time at the right 

place with the right subject. But I still say, “Unless it’s inspired”—well, unless you’re in a class 

down here where these wretches make you write something. You know, there’s an old saying, 

“You can tell when you go to church whether the preacher has something to say or had to have 

something to say.” [AW laughs] Now, let me repeat. “He either had something to say or he had 

to have something to say.” Well, if you’re not careful in writing, there’s a lot of difference in 

having something to write and having to write something. Do you see? 

 

CT: 

Yes. 

 

BT: 

That’s what happens to you in these classes. You have to write. So, what do you do? You’ve got 

to have—and I always attribute part of this—they used to put me in these different who’s who 

things. Sometimes I’d put college professor, preacher. I decided one time—you know what I put 

down? Performing artist. 
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AW: 

[Laughs] For your rodeo?  

 

BT: 

Well, for my teaching. I never looked on myself as a teacher. I put on a show. That’s why they 

loved it, because I was a showman. You’ve got to stick to the truth. You’ve got to have certain 

rules. But if you’re going to be a good writer, you have to have a little bit of showmanship. 

You’ve got to have a little bit of—for want of another word—flair. I think I can spell it. F-l-a-i-r. 

Flair. You’ve got to have a little flair. That doesn’t mean you don’t tell the truth, but you tell the 

truth in a way that’s interesting. You see?  

 

AW: 

Um-hm. 

 

BT: 

I didn’t say that Bob Wills died thinking of that. I said, “Let us hope.” There’s where the line 

between the novelist and the historian. That’s why a novelist—fiction. That’s why people read a 

thousand pieces of fiction to one piece of history, because you—a person who writes novels can 

dream, and they can create and not be bound—you see—by certain things. It’s why they have 

creative writing courses. To me, all good writing’s creative. But you get to do a little more. I 

never will forget one time at Tech, Basil Rathbone came to Tech to speak. There was a crowd. It 

was full. I was in about the third or fourth row. You know who he is. 

 

CT: 

I’ve heard the name. 

 

BT: 

Well, he played Sherlock Holmes.  

 

CT: 

Oh, yes. Of course. Yeah. 

 

BT: 

And to me, the only. 

 

CT: 

He is the Sherlock Holmes. 

 

BT: 

He is Sherlock Holmes. 
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CT: 

None of the other ones are any good at all.  

 

AW: 

He’s like Sean Connery is— 

 

CT: 

He’s Bond, yes. 

 

BT: 

The others are frauds. 

 

CT: 

I agree. 

 

BT: 

And I don’t mean that to be mean. They just—they had to be like him, and he didn’t have to be 

like anybody.  

 

CT: 

And the guy who played his Watson was the only Watson to me. What was his name? 

 

BT: 

Nigel Bruce.  

 

CT: 

Yes. 

 

BT: 

Anyway, he came to Tech and he spole[laughs]. Was all his pseudointellectuals and whatever 

were there. And that’s what you usually find around a university. So, he said, “You know what’s 

wrong with”—he really knew Shakespeare, naturally. I bet he was into old Vic [Victorian] 

theatre and all that to learn—he was a brilliant actor. He said, “You know what’s ruined 

Shakespeare?” He said, “You people right here.” He said, “You’ve ruined it. You’ve tried to 

make it so many feet like you’d measure a board. You’ve got all these terms that you use.” He 

says, “You’ve ruined Shakespeare. Shakespeare never intended for you to teach him the way 

you’re teaching him, and adding all these things to him. He wrote to the people.” Oh my gosh. 

[Laughs] If their heads didn’t bow—he said, “You know, I lived”—and this really grabbed them 

again. He said, “I lived in New York City. We were in bad need of a new sewer lift. We really 

needed it. We also needed library.” He said, “We had a bond election and the people voted.” He 
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said, “What do you think”—here you are a Shakespearean actor and all. “What do you think the 

people chose?” Some of the blurted, “Well the library.” He said, “Heaven’s no.” He said, “Have 

you ever smelled one of these towns that didn’t have—a sewer lift’s a lot more important than a 

library.” [Laughter] It’s so true. I mean, the academic feathers really dropped because he just told 

the truth. But that was my experience with him. I never would forget it. He said, “You people 

have ruined Shakespeare.” I can’t even tell you how they teach that. I know I never would learn 

it. As the fellow said, “They never learned me that.” End quote. But anyway, that’s kind of how I 

am. Then— 

 

AW: 

You want to take a little break right here and then— 

 

BT: 

One other word and that is—and we can come back to this. I think a lot of good writing, it’s just 

luck. You can say that’s a copout if you want to, but I still think it’s luck, luck in the subject you 

get, luck in the breaks you get. It’s a lot of luck. Who knows what Shakespeare—I don’t know 

why I keep talking about him. I don’t know as much about him as I do this cap. Don’t want to 

come off to try to make you think I do. But how many things he just stumbled into. How many 

times did Charles Russell or Remington just run into some cowboys in a situation and did a 

bronze or did a painting. A lot of it’s luck.  

 

AW: 

Let’s take a short break and start back with the luck of you coming onto— 

 

BT: 

Bob Wills. 

 

AW: 

Bob Wills.  

 

BT: 

That was the lucky break of my life, outside of my marriage. 

 

AW: 

Those of us who have been married a long time need to always sew that in. 

 

BT: 

See, I was married sixty-seven years before my wife passed. The restroom’s in here, one at the 

head of the steps. [Pause in recording] 
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CT: 

I do, too. I’ve seen you. I know I’ve seen you there. I was like, “She looks so familiar.” Okay, 

that’s what it is. I’m like trying to place it. No, you’re fine. 

 

N: 

Oh how funny. You know what? We started going there when that church was pretty new, at the 

old building long ago. Then I was married before this time. So, my first husband and I are the 

ones that originally started going there. When we divorced, of course it was awkward, so I quit 

going and him and his family kept going. But then when my youngest daughter got baptized, 

because the kids kept going with him, my current husband and I said, “You know what? I want 

to go back to that church. I miss it.” So, yeah, we just thought— 

 

CT: 

Who’s your youngest daughter? 

 

N: 

Parker. 

 

CT: 

Okay, that’s what I thought. I knew Parker in Kid Zone when she was in fourth grade. 

 

BT: 

There you are. 

 

CT: 

I did Kid Zone for like two years then my schedule changed at school and I couldn’t anymore. I 

can’t commit to Wednesday nights. I loved Parker. She was such a good kid. How old is she 

now? 

 

N: 

Thirteen. 

 

BT: 

She’s thirteen going on twenty-five. 

 

CT: 

Yeah she is. [BT laughs] That’s crazy. 

 

N: 

The church has grown so much. Chad and I sit like in the fourth row in that middle section. We, 
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like, get out, we say our goodbyes, and we leave. We don’t pay attention. He does more than I 

do. 

 

CT: 

So, I just—and I’m sorry that I—we totally hijacked this whole thing. We started going there. 

My parents go there as well. I started going there about five, six years ago now, I guess, when we 

moved up here. So, we were in the old building for two years, I guess, then new building. I’m on 

the worship team, so that’s why I see people, because, like, I stayed up there at stared at 

everyone for a while. 

 

N: 

How awful of me that I did not even realize that. 

 

CT: 

No, you’re fine. I just was curious. I thought—I was like, I’m pretty sure, but I wasn’t a 100 

percent so I had to ask. 

 

N: 

So what is your parent’s names? 

 

CT: 

Jim Kissler and Caroline Tim Kissler. She has her maiden name and her married name. They 

don’t talk to people, if I’m being real honest. Honestly, I don’t either. They sit middle section 

about, like, at the back on the—like the inside, I guess, towards the middle, not towards the 

outside, if that makes sense. My stepdad’s really tall and my mom’s short. 

 

BT: 

Are you guys cool enough? 

 

CT: 

I’m comfortable. 

 

AW: 

I’m fine. 

 

BT: 

Okay. I can turn on the other air out there. 

 

AW: 

No, I’m good. I’m going to say for the tape: we’ve started back after a nice lunch. Natalie’s back 
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with us. She was only here briefly with us this morning. Casey Tim. Also, before lunch, Dr. 

Townsend took Casey and I through the Townsend museum.  

 

BT: 

It’s rolling? 

 

AW: 

Yes, it is. Through the Townsend museum and we—I got to see things again and Casey for the 

first time. So, it was really delightful.  

 

BT: 

If you go through twice, you can see if I’m lying. 

 

AW: 

Yeah, it was the same story. I’ll tell you, you got the story down. But then I got to see things that 

I hadn’t—I was so overwhelmed the first time. So, that was a plus. But when we ended this 

morning, or took our pause, you had been talking about the need for— 

 

BT: 

Inspiration. 

 

AW: 

—inspiration. So, I was wondering we could start this afternoon talking about the inspiration of 

Bob Wills and how that came about.  

 

BT: 

Okay. Let me say this about writing, for her, before we go on. The thing you can—when I said 

you had to be natural, that’s the gift of continuity. And it must be continuity, not just from one 

sentence to the other—one word. Someone said—Seymour Connor said—I think it was he—

“You ought to be able to read the first sentence of a paragraph and the last sentence of the 

paragraph, all the way through a book, and get a pretty good idea of what’s in the book.” If 

you’ve got a good topic sentence and a good conclusion—so, you need to be careful with your 

topic sentence, to be sure you think it through, that what you’re going to say in that first 

sentence, you talk about here. You don’t talk about falling in love here and then go to talking 

about the weather. You’ve got to stay—you see what I mean? It ought to be that well organized. 

We had a professor at Wisconsin who trained some of the greatest historians we’ve ever had. I 

mean, they won Pulitzer Prizes and whatever. He trained Current, Williams, and Freidel. He 

trained all three of them. Two of them won Pulitzer Prizes. One of them went directly to 

Harvard, one of them went to LSU, and one of them stayed at Wisconsin. But he had a—had 

rules for writing. When I went up there to write, I knew the first paper was it. Unless it’s good—
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they’ll be nice to you, but they’ll suggest you go somewhere else. He called it the Law and the 

Prophets of Writing, and wrote it like it was a bible. Name was William Hesseltine. He trained—

he was so tough, in thirty-two years, he turned out thirty-two PhDs. One of him he turned out, 

Stephen Ambrose. You know about his work. He’s the one that started the World War II 

museum in New Orleans. He wrote Lewis & Clark, Crazy Horse and Custer. I can go on and on. 

He did—written so many great books. And Hesseltine—and don’t be discouraged. He said that 

Ambrose was talking about his years at Madison. He said every professor was a prima donna, 

every one of them. They not only expected them to write books, but to have a school built around 

them. That’s where the New History started, meaning the critical of the United States. William 

Appleman Williams, he’s the one that started that. And Merle Curti in intellectual history. 

Hesseltine in Civil War. And Merrill Jensen, a school—he carried on that school of the Dual 

Revolution. So, I was in Curti’s seminar and there was an Italian boy there named Lizzio. He 

finally went to Bates, which is one of the great liberal arts schools in Maine. [clears throat] I 

showed him my paper. He said, “Charles, it’s”—it was on the human—Samuel Adams’ Concept 

of Human Nature, how his thought of what man’s nature is influenced what he did in the 

Revolution. He said, “Charles, don’t use that.” He said, “Hesseltine wouldn’t like that.” So, after 

two, three, four pages, I said, “Wait a minute, Don, I’m not in Hesseltine’s seminar, I’m in Merle 

Curti’s.” He said, “It doesn’t make any difference, Charles. We don’t violate Hesseltine’s rules.” 

[AW laughs] Well, I finally discovered that when you do violate them, you’ll go wrong every 

time. One of them seemed simple. “Thou shalt put thy time clauses first.” Do it like this: “Casey 

Kim was married in so and so in 1832.” See, you drop off, reverse it. “In 1832, Casey Kim got 

married.” See how much stronger it is? If you put the time clause at the end, it dangles. It’s like 

music. If has a downbeat at the wrong place, see? Another one of his rules was, “Thou shall 

avoid tried expressions like a plague.” Of course, he’s making fun of himself by using a tried 

expression. Another one was, “Thou shall not end a sentence with a preposition.” That’s the 

hardest thing in the world to do because you’ve got to arrange everything to keep that from being 

the last word. If you try it—and it’s better. I can’t give you an example very quickly. “That’s 

why she went to town at eight o’clock for.”  

 

CT: 

“That was for what she went to town.”  

 

BT: 

“She went to town for.” But change it around. “The reason she went to town, for which she 

went.” See? Don’t get that far. It’s hard—it’s awful to have to do that. If you’ll look at my book, 

you’ll never find where you—there’d be times that you can do it, but it’d be—then another one, 

“Thou shalt not use the passive voice.”, “The boy hit the ball.” Now turn that around. “The ball 

was hit by the boy.” See how you take the punch out of it? “The boy hit the ball,” not, “The ball 

was hit by the boy.” See, passive voice. What other things was it? Oh, “Thou shalt not use your 

personal pronoun, either directly or indirectly, within the writing.”, “Thou shall not quote a 
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secondary source in the body of the paper.” They’re letting them get away with that. Half of 

what you read of this crap that’s coming out of graduate schools for history, half of it is from 

secondary sources. Well, anybody can read a book. “What have you contributed if you’re writing 

on Samuel Adams and you take a page from Charles Townsend’s book? We want real research.” 

What was some of the things that he had on those—it’s about twelve commandments. Anyway, 

he trained Ambrose. One time we were in Jensen’s class and there was great, big old boy that sat 

behind me named Tom. So, there—what was really great—they let the undergraduates in the 

same class with the graduates, in lecture classes. So, you get the—so, somebody said, “Tom, 

Hesseltine was kind of hard on you yesterday.” Tom was behind me. I said, “Tom, what was it?” 

He said, “I wrote a footnote in French and Hesseltine said”—acted ignorant. He had a way of 

acting. He said, “What is this, Tom?” He says, “That’s French.” He said, “Tom, you better write 

in French all the time. You write better there than you do in English.” [AW laughs] I mean, he 

was rough but he turned out—[phone rings] anyway, he said that he did his first paper for 

Hesseltine. He went on to be—he endowed a chair for Hesseltine for five-hundred thousand. He 

loved him that much. He said he went to Hesseltine—what you do there at the seminar is if your 

paper’s up, then you make three copies: one for yourself, one for the professor, and one for 

anybody to read. Oh, and they—we had more fun because we’d go into another—we’d see these 

papers and—we didn’t even know who it was—we’d say, “This is the worst piece of s-h-i-t I 

ever saw.” You know, they’d just do things like that. So, after the paper’s up—when it’s up—

then you discuss it in class. Well, he said—but Hesseltine didn’t say anything. He said, “Steve, 

I’ll see you Tuesday.” That’s just customary that you come and talk about your paper. He said, “I 

went to Hesseltine’s office and he said, ‘Sit down, Steve. Good to see you. Sit down here.’” He 

fixed it to where his back was to the door then he closed the door. They talked about the paper 

and he said, “You know, Steve, where I grew up down in Alabama and Georgia, we had a snake 

down there that we just hated.” He said, “Anytime we would [clears throat] find one of those 

snakes, we killed it, and we nailed it on the barn door to warn other snakes not to come into that 

area.” He said, “This is kind of a dangerous snake.” So, Steve was getting more nervous all the 

time. He said, “Mr. Hesseltine, I didn’t think I came into to talk about snakes. I wanted to know 

what you thought about my paper.” He said, “Steve, turn around and look at that door.” He had 

his paper nailed to the door. [AW laughs] Now, he said, “Steve, don’t you ever turn me in a 

piece of junk like that again. Let that be a warning to you.” I mean, this is how tough—but we 

loved him because we knew he really cared. But that’s something in the writing. That’s what a—

I didn’t mean you couldn’t learn anything in academia, you can. But the natural part is the flow. 

That has to come natural, I think. Now we can leave that particular point. Just remember that you 

don’t want them to nail your paper to the door. 

 

CT: 

I would not want that, for sure. 
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AW: 

I think that point is part of all of today’s discussion. But it’s the continuity—I think maybe I told 

you this last time we were talking. There’s a country writer—songwriter—named Billy Joe 

Shaver. 

 

BT: 

Oh yeah. I know of him. Sure. 

 

AW: 

He told me—I tried to get him to come do a songwriting class—visit my songwriting class at 

Tech. He’s a funny guy. I don’t know what his education level was; wasn’t every high. But an 

incredibly good songwriter. Billy Joe said to me, “Oh, hell, I can’t—I’m just—I’m not—I 

couldn’t go to college kids.” He said, “I couldn’t say but one thing about song writing.” When he 

said that, I fished my notebook out of my pocket and I said, “What’s that?” He said, “I write it 

just so I can pull a string right through it.” That’s that continuity you were talking about.  

 

BT: 

Exactly. 

 

AW: 

When you started mentioning it, I thought—I remembered Billy. And I told Billy Joe, “I’d have 

paid money to hear that.” Continuity. And it was so natural to him. You think, Dr. Townsend, 

that that comes from also having a good ear and listening to language?  

 

BT: 

Oh yes. From the time I was a boy—don’t ask me why—I was fascinated with speakers. We 

lived out in the country. We were poor and ignorant. Didn’t know. But I loved to listen to 

Franklin Roosevelt because he was a great speaker. Haven’t been many better. I loved to listen to 

him. I loved to listen to Bill Stern, the great sports announcer, or listen to H. O. Cowburn—that’s 

not exactly his name—and Edward R. Murrow and those great news reporters. They had voices 

back then—Kaylee. They had beautiful—see, you couldn’t see them, so you had to communicate 

with your voice. Oh, and the best of all was [taps desks]—what was his name? Walter Winchell. 

[impersonating Walter Winchell] “Good evening, Mr. and Mrs. America and all the ships at sea. 

This is Walter Winchell. We have a report today that is unusual. Mrs. Roosevelt spent a night in 

the white house.” [laughter] I mean, he could—and I studied those speakers from the time I was 

a little boy. I think it had something to do with writing. And I loved those great announcers: Ken 

Carpenter announced for Bing Crosby and Bob Wills had good announcers. Nearly everybody 

had their favorite announcer, like Jack Benny and all of those radio programs. So, I think you’re 

right. Listening to—and another thing—you correct me if I’m wrong, Andy. If you’re going to 

be a good writer—or a great writer—you’ve got to love great writers. You’ll want to read and 
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appreciate a great writer. I learned to love Carl Becker and Walter Prescott Webb. We had so 

few who could write. But anyway, I think you’ve got to—if you love a great writer, you’ll study 

the way they do it. You don’t copy them. You can’t do that. You’ve got to be yourself. Don’t try 

to use their words necessarily. But the way they can build you up. Writing—and you’d know this 

much more than I would ever—writing ought to be like a symphony. It’s up and down and 

moves, and grabs you, like at the end of a paragraph; sets you up for the next one. Like one piece 

of music, as you finish, you set you up for the next section of the music, you see? Those are 

things—but you can’t learn that. You can practice it if you’ve started with a good eye for writing 

and have the ability. What I mean by natural, none of that’s going to help you if you don’t have it 

in the first place. That’s why we have such few good writers. 

 

AW: 

I think a lot of—I know we were just talking at lunch—Casey and I—about the changing 

abilities—not abilities—maybe the changing equipment students are bringing to college today 

over what they were even ten years ago. 

 

BT: 

Yes. 

 

AW: 

I think I look at the writing of my students and I think they’re not listening to good music. I don’t 

think they’re reading good writers. I think that is—you have to—even though you may have a 

gift—in the case of music, I think the thing you’re talking about in the symphony in writing, we 

would just say is melody in song. That’s something that comes within you. To even know what 

the possibilities of melody are or the possibilities or writing, you have to listen to good music 

and you have to read good writers. 

 

BT: 

And you’ve got to write. That’s why I’ve had people tell me over the years, “Even if you don’t 

say much, keep a diary.” I’ve got them lined up over there. I started keeping one in 1963 and 

didn’t quit until—1963 to 2014. I kept a daily—so I had to write something. People don’t write 

in—see, you’re not going to write your mother and father if they live in Lubbock, you’re going 

to call them on that damnable cell phone. So, you lose the ability to write. I used to tell my 

students, I said, “You’ve got to learn to write an essay. Here’s the way you write an essay: you 

write, ‘Dear mother.’” There was an old negro preacher—I’m going to use that word negro 

because that’s what they used then—or colored, either one you want to use, but not black, not 

African American. Put it in the language of the time. So, they had a meeting in homiletics. Well, 

not to talk down to you, homiletics is the study of preparing a sermon. So, they’d have to take it 

in the summer there or whatever. They had this big meeting and they invited this old black 

preacher, not for political correctness. That wasn’t the problem then. It was just a courtesy. They 
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knew he could preach. So, this BD got up—that’s a Bachelor of Divinity—and then this MD—

that’s a Master of Divinity—and then the THD—that’s the Doctor of Divinity—then you might 

have somebody there that’s got an honorary degree, DD. We call that Donated Divinity. [AW 

laughs] So, he got—so, you got all—they all got up and told how they prepared a sermon. So, the 

old negro preacher, he got up and they said, “Well, what do you think, Brother Jones?” He said, 

“Well, brethren, I don’t know much about this homiletics, but,” he said, “I’ll tells you.” He 

didn’t say, “I’ll tell you.”, “I’ll tells you how I prepares a sermon.” He said, “Here’s the way I 

prepare and preach my sermon. I tells them what I’s going to say. I tells them and I tells them 

what I said, and I shut up. I tells them what I was going to say. I tells them. I tells them what I 

said and I shut up.” So, I used to kid my students. I said, “Now, you’re not going to improve on 

that.” I said, “That’s the way you ought to write an essay.” I said, “You’ll need to write them—

write a letter home.”, “Dear mother”—I’d make them mark it, and mark it to each paragraph so 

they could see that the topic,” what I’m going to say, Harmonizes with each paragraph. “Dear 

mother, the weather here in west Texas is so unusual,” comma. “I’ve met the most wonderful 

boy. And finally, I have the best history teacher in the country.” That got a laugh. Bang. Stop. 

One, two, three. “We’re going to have three paragraphs.” First paragraph: “Dear mother, I had—

living in Dallas, I had heard how bad the weather is out here. It’s not the half of it. This is the 

worst place. The wind blows the cold snow.” End paragraph. Two: “Mother, I met the most 

wonderful boy from Canadian.” That’s two. That harmonizes with this, two. “And his folks are 

very wealthy. They have gas wells. Not to mention that he’s a nice looking fellow.” That gets a 

laugh because she’s only interested in the money. So you talk about the boyfriend. “Not only”—

see, gather their thoughts. “Not only is the weather bad here, and I found a nice boy, but I have a 

wonderful history professor named Charles Townsend. He is so wonderful and all.” So, then you 

talk about Charles Townsend. I’d make up all kinds of crap. You’ve got to entertain them. Then 

down here I’d say, “Mother, I hope you’ve enjoyed my letter. I’ve enjoyed talking about the 

weather and my new boyfriend. I’m bringing him home next weekend. And perhaps someday 

you’ll meet Dr. Townsend. Now, there’s the perfect essay. “Tell them what you’s going to do. 

Tells them. Tells them what you said and shut up.” Try that on a—it’s like a law brief. It’s 

perfect. That simple but you can write a whole book. All you got to do to write a book is do that 

enough times till you get through the book. 

 

AW: 

And indeed, when we write musical theatre, we set something up, we have a song that repeats 

what you’ve just said, and then—and it moves you to the next thing. So, it does its thing. Elmer 

Kelton’s book, The Time It Never Rained, it’s a fiction—but you know Elmer wrote for the— 

 

BT: 

He’d studied it. 
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AW: 

He’d studied it. He lived it, he studied it, and he wrote for the Livestock Weekly. So, he 

understood non-fiction writing. But I had a chance to write a film script based on that book. In 

analyzing the book, Elmer used two different scenes that recurred throughout the book: a scene 

where he’s meeting with a lawyer, big Emmett Rodale, and sheep shearing scenes. Each one of 

those was a device to remind you about what you’d just read in the plot, and explain things to 

people who didn’t understand the economics of ranching or didn’t understand dealing with the 

weather, et cetera, et cetera. And it was the same Reverend’s idea. It’s one of the things that I 

think made that book so successful. 

 

BT: 

It’s his best work, isn’t it? 

 

AW: 

Oh, I think—and he thought so, too.  

 

BT: 

And it’ll live forever. Gosh, I was on so many programs with him. I’ve got several pictures of—

because they made you—after each session, you had to have a picture made. I had it made with 

Elmer. And he’s such a wonderful, wonderful, humble man. You would never believe—and if 

you’d talked to him, you’d just kind of wonder if he’s going to be able to get home. He’s so 

down to earth, and such a wonderful human being. He’s about the best novelist that West Texas 

ever produced, maybe Texas. But you’d know more about that— 

 

AW: 

I’m with you. 

 

BT: 

—than I. But if—see, you’ve studied him because you want to be a good writer in theatre. But 

you’ve got to want to appreciate great writing, see how they do it, but don’t copy them. Be 

yourself. Because who knows, you might do a lot better. See what I mean? 

 

AW: 

Um-hm. Well, you’ll always do better— 

 

CT: 

Than if you were to imitate. 

 

AW: 

—than if you were to imitate. There’s no question about that.  
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BT: 

Well, anyway, where are we going from here? 

 

AW: 

Well, all this— 

 

BT: 

I’m sorry I’m getting off—back on this.  

 

AW: 

It’s great. 

 

BT: 

You brought her because you wanted her to learn a little something about writing. 

 

AW: 

Yes, I did. 

 

BT: 

Boy, those kids would thank me. They said, “I didn’t know what an essay was. Hell, I thought it 

was some sex or something.” Because, you know—“And I thought it was such a lofty thing. It 

scared me.” When people say, “An essay,” well, it’d just tell a story. We didn’t use it that way. 

That’s why I gave essay exams. You can learn so much more of a student’s mind if you do an 

essay than if it’s true, false, and completion, or multiple choice. A monkey could do that. I never 

gave one in my life. Never a test true, false, and completion, fill in the blank, or put the round 

bottle in the round hole. That’s just about what it was. No, you can judge their mind about—

beyond facts—by the way they express themselves. If you teach them, you’d be surprised at how 

many just good college freshman can write an essay they didn’t think they could. It’s really 

encouraging for them.  

 

AW: 

I agree. 

 

BT: 

But you’ve got to make them, and scare them to death. Make them think they’re going to go to 

hell if they mess up that essay. You don’t have to be mean. 

 

AW: 

Just have the snakeskin on the wall. [BT laughs] We talked a little bit over lunch, also, about 

inspiration, and how you come to inspiration, or how does it come to you. I’m not so sure that 
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you don’t come to it so much as it comes to you. But tell me how you—how the inspiration for 

Bob Wills, the person and the legacy and the work that you did based on—how did that come to 

you? 

 

BT: 

As Bob would say, “Most people”—I asked Bob one time, “Can you remember the first fiddle 

tune you ever played?” Bob said, “You know, most fiddlers would tell you they couldn’t but,” he 

says, “in my case, I can tell you. Cousin Olford—Cousin Olford Sanders was playing a tune and 

it was just terrible. I said to him, ‘Cousin Olford, I can’t even play a fiddle and I can play that 

better than you can.’ He said, ‘If you can, Bob, then I’ll bust this fiddle over a bedstead.’” So, he 

said, “I took the fiddle and played it.” He said, “He must’ve thought that I played it better 

because he went in and—Bob said, “Busted that fiddle over a bedstead.” He said, “I’d give it 

anything”—but yes, to bring back to your question, I can remember exactly when the inspiration 

came to me about how I loved Bob Wills. First it was a love. It wasn’t an idea, I was going to 

write a book or do anything. We lived out on the ranch. We lived on two ranches. My granddad 

has twelve ranches. We lived on one of them, and my dad was a tinker. I’m going to put it that 

way. He’d worked in the oil field. Oh, he didn’t have much education. But he was a gentleman, 

and very good with his hands. Had a great mind. So, he invented—he was one of the first people 

to use wind energy. He got him an airplane propeller. Where Daddy got it, I don’t know. But 

there were more old one propeller—one-engine airplanes. I guess it wasn’t hard to pick up one 

that didn’t amount to much. So he got him an airplane propeller about that long, or however long 

they are on those planes. And he got him a generator, car generator. He put this together up on 

top of the house on a steel pole. He put a tail on it where, you know, it would turn like these—to 

the wind, just like my wind direction thing on top of my house. It would turn and it would charge 

a car battery down in the house. And he might have two or three. You didn’t have to have the 

best car battery. Batteries were cheap. A lot of people called them “bad-teries” back then. So, we 

had this—we always had energy. Then he’d take—nearly all radios you bought then—Philco or 

whatever kind they were—Zenith—whatever kind of radio. They all could run on—some of 

them ran only on—I guess that’d be DC [direct current], wouldn’t it? 

 

AW: 

Um-hm. 

 

BT: 

You’d take these cables and hook it to your—or just a wire, however they did it. And some of 

them, when you—if you got—had electricity, you could use both ways. So, Daddy invented 

that—or say—I mean, he made it. I’m sure he didn’t invent it. But he was early in it. And we had 

a radio. So, we could listen to the radio where our neighbors, our other kinfolks—they didn’t 

have power. We were about the only one in the neighborhood—and all of the family lived out on 

the ranches and whatever. So, my daddy—to not backtrack. I can see him now. Men wore 
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undershirts then. And it’s hot, like today. Men would never take their shirts off. To me, that’s 

still kind of—looks like a little bit brushy. I can’t—men don’t look very good. Women look bad 

enough, but men, without anything on top—and he would sit out with his undershirt. My brother 

would sit there with him—Donald—and Daddy would play the guitar. I’ve still got the guitar. 

 

AW: 

Have you? 

 

BT: 

Um-hm. It’s an old Sears & Roebuck. Danny, my grandson, has it over across town. About 

that—and Daddy would sing Jimmie Rodgers songs: “My Dear Old Southern Home,” “T for 

Texas,” and all of those old songs that Jimmie Rodgers—and he would play and my brother 

would second. I don’t know where they got that second guitar, because, my gosh, money was so 

tight. So, I’d sit and listen. I thought—and keep in mind, now, we didn’t have telephone, 

telegraph, tele-woman. There was no entertainment. When the day’s end came, if your dad sang 

and they played the guitar, this was wonderful, you see, because you didn’t have any of this stuff 

like we have today. The kids now play a game or look up stuff. It’s no wonder they’re so 

ignorant. Because they don’t—they’re not looking up things to educate them. You know that. So, 

we would listen to the radio. You had to be careful you didn’t—you could run it down, your 

batteries. Maybe it wasn’t a windy season. But we got a lot of wind around Nocona, don’t kid 

yourself. So, there’s three things that we always listened to. First, we could get Milton Brown 

and the Brownies sometimes, but the station wasn’t strong enough. We’re talking ’34, ’35, ’36. 

So, the three things we listened to: one would—we listened to Bing Crosby in the Kraft Music 

Hall. Right over there I’ve got every Kraft Music Hall. I bought them all. Then the President—

we didn’t say, “President Roosevelt.” When I was born in ’29, the first President I could 

remember was Franklin Roosevelt. When I was sixteen years old—or eighteen—in 1944, we still 

had the same President. So, you said, “The President.” There was only one President. He won 

four straight. So, we listened to him. “My friends, tonight I want to talk to you about my little 

dog, Fala.” And he’d tell about the Republicans knocking his little dog or whatever. Then one—

we’d get a few other stations once in a while. But KVOO—see, we were on Red River. So, we 

were, as the crow flies, a 150 miles, 125, to Oklahoma City. So, we were a good 150 to Tulsa by 

airway. You’re not going to travel the roads by airway. And this I can remember. Seems funny 

that I could remember this. But I can remember it as well as I can remember Natalie sitting right 

here. One day, at noon—and people always ate breakfast, dinner—that’s noon—and supper. So, 

we’d sit—we’d all eat. We ate together. There wasn’t any—of course, you couldn’t go 

anywhere. We were six, eight miles from town. So, everybody was there around the dinner table. 

One day—I can remember it just as well—we turned that dial and it was—somehow the 

atmosphere—it had to be right—we picked up KVOO in Tulsa, and we heard this upbeat band, 

just [coughs] fiddle music, whatever singing. [imitates music] “Aha.” We thought this was the 

greatest thing that anybody would be so uninhibited as to holler, “Aha.”, “Leon, take it away, 
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and Jesse.” So, we—I thought—and it picked us up. You can’t listen to Bob Wills music and be 

down, even if you listen to “Bubbles In My Beer.” [singing] “Tonight in a bar”—that’s anything 

but sad. You’re laughing at the old boy drinking the beer. So, we needed that. You know, as you 

know, music is not good or bad because it’s good or bad. Music has to fit the environment of the 

day. Here’s what I mean by that. Maybe if we’d heard that in 1965, or ’75, when we were more 

affluent—we weren’t poor, we weren’t—we might not have been so taken with it. [clears throat] 

But we were poor. My dad would soon die with tuberculosis. We would—we knew we were 

always going—I never [coughs]—I never thought I’d ever make ten dollars a day. I never 

thought I’d make two dollars a day. We were—it was hopeless. It was a depression. Now, if you 

didn’t live through the Depression, you’d never understand this. It wasn’t a question of some rich 

guys in town, or whoever, with all the money. That’s a myth. There was no money. The Federal 

Reserve didn’t release that much. I mean, there wasn’t that much. I was a grown boy before I 

ever saw a five dollar bill, and I thought, That’s got to be the darndest thing I ever—five dollars 

in one bill? Then when I saw a ten dollar bill, I thought, This has got to be one of the amazing 

things. And [clears throat] I didn’t ever see a twenty bill till up into World War II, because 

they—we began to get more money in circulation. There just wasn’t money. Now, that’s hard for 

you to understand. You say, “Well, why?” But we don’t want to get into the economics of it. But 

it wasn’t there. So, I’m telling you this to say—but Bob Wills’ music fit. We didn’t have any 

hope. It was a poverty area [sic] of everybody. And don’t get the idea this was rich versus poor, 

or whatever. All men were equal during the Depression, equally poor. But, you know, there’s a 

good deal to be said if you’re equally poor, or equally ignorant. We were so ignorant we thought 

the sun came up [clears throat] in Montague and went down at Red River. That’s an 

exaggeration, but we didn’t know. We would hear the news and learn something about—they’d 

say “Austria,” or, “Iwo Jima.” We had no idea where those things were. We were poor. We were 

ignorant. We were backward. I always said I was poor and ignorant. I’m still poor and ignorant. I 

just know it better. But anyway, we heard this music. It picked us up. Another thing of that 

environment of that day. There were two things pressing on the minds of the people who grew up 

at that time. One: the Great Depression. You’d take a job any—doing nearly anything for a dollar 

a day. The other was we knew Hitler was on the march. Roosevelt would bring that out and 

you’d hear it one the news that he’s taken another country, and whatever. So, hanging over us—

under us was the poverty and the other was—what should I say—the looming clouds of World 

War II that was coming on us. So, I say all of that to say this: that his music fit us. In other 

words, we needed to be picked up. So, I fell in love with that music. And every time that we 

could pick up that KVOO, we would sit—and they made it family, like they’d talk about Jesse 

Ashlock, his fiddle player. “The little man. Little Jessie.” And little things—so, there was a 

family atmosphere in those broadcasts. See what I mean? And you knew him like you knew 

families. So, it was so wholesome, so wonderful. And we listened—and my dad—I never will 

forget what he said to me. He said, “You know, I wondered what had happened to Bob Wills.” 

See, Bob had been on WBAP with the Light Crust Doughboys up until ’32. Then he moved to 

Waco and then he moved to Tulsa. So, my dad had kind of lost him, but he knew who he was. 
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And Milton Brown got him a band, and he was playing at Crystal Springs. He was just on the 

little station, KTAT or something—or KG—what was that—KGY—whatever it is. Franklin 

Roosevelt’s son owned that station, KGYZ. It’s in the book. So, we began to listen to that all the 

time. I never will forget my dad said to me one time, he said, “Bud, I want to tell you something, 

and I don’t want you to forget it.” He said, “One of these days, this Bob Wills is going to be 

something.” He saw that. He was just playing on—he was just trying to survive economically 

and war-wise, like any of us. He was making money. I never did forget that. So, I fell in love 

with that music. We thought there was Bob Wills and then every other band was second-rate in 

that field. Now, we—our—Glenn Miller, Benny Goodman, Bing Crosby, those were our heroes, 

too, but it was a different genre. So, when we moved over to the second ranch where my dad 

died in 1938—died in July 1938 of tuberculosis. See, he had been in a sanitarium. Jimmie 

Rodgers had TB [tuberculosis] and they both met at the sanitarium—I don’t know whether it’s 

still there or not—in San Angelo. So, Daddy and Jimmie Rodgers would play and sing together 

in San Angelo at the sanitarium. Well, when Daddy came back, we were living in town. My 

granddad, he was well—very well to do. He owned—just right there. He owned many of the 

buildings downtown, but he owned two square blocks right there, and a big, huge house that 

looks like a mansion even today. We lived across the street. So, when Jimmie Rodgers would 

come—and see, there was a little connection there, because Bob recorded a lot of Jimmie 

Rodgers stuff, like “Never No Mo’ Blues,” “Mean Mama Blues,” “I’m in the Chain Gang Now,” 

“T For Texas,” “Everybody Does it in Hawaii.” Jimmie Rodgers had some—he had some 

swinging stuff. He was kind of a precursor. I listened to him. I got everything he ever recorded 

right here on my phone. He was kind of a precursor to Western swing. We don’t give him 

enough credit. Because we called him the Blue Yodeler. And he was. And the father of country 

music. But in a way, he played some Western swing. He recorded with Louis Armstrong because 

he could demand whomever he wanted. So, when we moved over to the second ranch, Daddy 

built another wind charger. We still had the batteries and we still listened to Roosevelt. And we 

would listen to some other things: Jack Benny, Amos ‘n’ Andy. Every time I call your name, 

Andy, I think how Amos said, “Andy,” the way they could say that. 

 

AW: 

I’d love to listen to that, too. They were still playing on the radio when I was a little kid. I always 

felt—I was too little to know of anything about black, white, or any of that. I was just so excited 

that there was somebody on the radio that had my name.  

 

BT: 

And they were great. You’re leaving? 

 

CT: 

I got to run. I’m so sorry to interrupt. I was trying to wait for a break. 
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BT: 

Well, you kind of get the idea of how we started here. 

 

CT: 

Well, I love it. I wish I could stay all afternoon because I’d sit here all night. 

 

BT: 

Well, there’s no doubt he’s going to be back.  

 

CT: 

Yes. And you’ll have to— 

 

BT: 

Isn’t that right? 

 

AW: 

Oh yeah. We’re only going to get a little— 

 

BT: 

Yeah, because this bunch is coming in at three.  

 

AW: 

I know. I’m excited to see them.  

 

CT: 

I was hoping I could make it till three, but I got to run. Thank you. I appreciate it. I’ll be talking 

to you about my grandpa. 

 

AW: 

Okay. 

 

BT: 

Ms. Kim, best wishes to you. 

 

CT: 

Yes, you too. You guys have a good rest of your afternoon and I’ll— 

 

BT: 

Thank you. 
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N: 

I’ll see you at church. 

 

CT: 

Yes.  

 

BT: 

We’ll see you down at the coffee shop. 

 

CT: 

Sounds good. I’ve been there way too often. 

 

BT: 

They’re going to think we don’t love them. We haven’t been down—we can go tomorrow. We 

didn’t go yesterday. We can go tomorrow. Anyway, by this time—don’t ask me where we got it, 

how we got anything—we had one of those wind—I’ve got one upstairs. Should’ve showed it to 

you. I will when we go back up there. Oh, it’s wooden. It’s either oak or mahogany.  

 

AW: 

Oh, a record player.  

 

BT: 

Yes. So, we began to be able to pick up some of the old Bob Wills 78s. One that I can remember 

was “Ida Red.” Another one was the original “San Antonio Rose,” the fiddle arrangement.  

 

AW: 

Can I interrupt just a minute? Where did you buy your 78s? 

 

BT: 

In Nocona.  

 

AW: 

At a—what kind of—was there a record store or was it a— 

 

BT: 

Yes. No, no. There was no such thing— 

 

AW: 

That’s what I was wondering about. 
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BT: 

—as a record store. Now, there might have been in New York, there might have been in Boulder, 

or somewhere, but there wasn’t in Nocona. I’m glad you—as Bob would say, he said—one of 

my managers said, “I’m glad you brought that up.” I think we talked about this the other night. 

Now, later—where we picked up these first records—they weren’t Columbia, they were 

Vocalion. They were kind of ashamed of Bob. Now, Bessie Smith was on the Red Label. But 

they put Bob on Vocalion. Columbia owned them both; CBS. Columbia Records. They were 

headquartered in New Haven, Connecticut. RCA was the other. And it wasn’t called RCA, it was 

called the RCA Talking Company, with the dog who looked into the—and later it was— 

 

AW: 

It was master’s voice. 

 

BT: 

Yeah, master’s voice. That’s it. Of course, we—oh, over at the first ranch house, we had a great, 

big, tall record player, and we played mainly the thick Edison’s. They were that thick, Natalie. If 

I’d throw on and hit you in the head, it could kill you. They were—and we listened to—there 

were no Bob Wills on that. That was Vernon Dalhart. He was the—really the father of country. 

 

AW: 

First recorded country, right? 

 

BT: 

Yes. One of them was “When the Work’s All Done This Fall.” Then the big one—they wanted 

him to record “The Work’s All Done This Fall” in 19—This Fall in 1924. But he had to have 

something to put on the back of it. When the “Work’s All Done This Fall” is a cowboy song. 

Man’s working on a ranch and he’s going to be going home, and he gets killed. It ends by, “And 

I won’t be home when the roundup—in this fall.” They had to have a—on the back of it—A and 

B. A was to be “When the Work’s All Done This Fall,” but the back of it, they just had to find a 

song. Was called the Prisoner’s Song. It became the biggest hit. It and Paul Whiteman’s 

Whispering became the two biggest. Oh, even by 1950 and ’60, big bands were still recording 

Vernon Dalhart’s Prisoner’s Song. And it goes like, [singing] “If I had the wings of an angel, 

over these prison walls I would fly. I would fly to the arms of my dear lover, and there I’d be 

willing to die.” Then it goes on. He’s going to die tomorrow. But if he had the wings of a—and 

that became his big hit. So, we played those and we played—there were novelty songs like the 

“Whistler and His Dog.” [whistles song] “Whistler and His Dog.” Then there was—on those old 

things—“Three Little Fishies.” “Three little fishies—and they swam and they swam right over 

the dam.” It’s kid stuff. And I heard—we had those out at the Hancock’s—raised the horse—and 

at our house. They were Edison. We had those old slots to put them in. I bet I’ve got—might 

have one up there. Anyway, over—you know, I can’t tell you, Andy. Momma must’ve found the 



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

 

 
46 

money—or Daddy. You see, they were only thirty-five cents apiece. They must’ve found them. 

So, we heard these—oh, I know another one we had was the “Medley of Spanish Waltzes.” 

[singing] “Lady of Spain, I adore you.” Then the next one was “Cielito Linda.” [singing] The 

other was “La Golondrina,” which is a fiddle tune. They put the three of them—we had that one. 

But we loved “San Antonio Rose.” I don’t think we had “Take Me Back to Tulsa.” It wasn’t 

recorded then. Those early ones. “Ida Red.” And Jim, my cousin, they thought—by gosh—we 

were strange. Jim and I—my cousin—he’d come over and he and I’d dance. We didn’t have any 

girls to dance with. We’d dance to Bob Wills on those old floors. You asked me where I got 

them. Well, when we moved to town later, I—oh, and by the time we left the ranch, in the late 

thirties, they began to put Bob Wills on OKEH, O-k-e-h. I’ve got a lot of them in there. Louis 

Armstrong recorded on OKEH. Gene Autry may have. Bessie was on—and Mamie Smith—they 

were all on Columbia. They were big sellers. So, we heard those. And I never—we—of course, 

my great heroes was Bing Crosby first, then Bob Wills. I just—they called me Bing. I loved him 

so much in high school. I’ve got it in my—so, we thought that the millennial—millennium had 

come. Bing Crosby recorded—well, we heard the new “San Antonio Rose.” We got a copy of 

that. That came out in ’40, when Bob recorded it. [Singing] “Deep within my”—with a—really 

his was just a big brass band, string band, orchestra. No fiddles in it. The only guitar was Eldon 

Shamblin’s guitar. And every big band had a rhythm guitar. So, we thought that was the greatest 

thing that ever was, that we had lyrics to “San Antonio Rose,” because Berlin had bought it. 

Irving Berlin had bought the rights and he made Bob put the lyrics. Well, in the meantime—and 

I’ll talk about that later—Bing Crosby recorded it. You ever heard it? 

 

AW: 

No. Bing’s? No. 

 

BT: 

He recorded it. It was his second gold record. 

 

AW: 

Really? 

 

BT: 

He’d only had one, “Sweet Little Lonnie,” from a movie called Wedding in Waikiki. It was a 

Hawaiian thing. And he recorded this as a ballad. I’ll play it for you. I’ve got it here. He recorded 

it like this: [singing] “Deep within my heart lies a melody.” Oh, and the music was just beautiful. 

It just—it made Bob Wills, because Bob had never had that kind of high quality recorded stuff. 

My gosh, it sold a million overnight, and Bob had already sold a million with his. As Bob said, 

“It’d taken us off hamburgers and put us on steaks.” Bob always said that Bing Crosby’s 

recording of “San Antonio Rose” is what made him, and I think he’s right.  
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AW: 

That’s interesting.  

 

BT: 

He gave him credit there. They’re going to be coming here in a minute, so I’ll bring it up. So, we 

listened to it. When that came out, oh my gosh, we couldn’t—we’d just play it over and over. 

When we moved to town—maybe I was moving too fast to get away from those early years out 

in the country. And I learned to love fiddle music because—but I learned—I loved big—I just 

loved all music. There was many a night we’d listen to Arturo Toscanini and the Philadelphia 

Orchestra. We listened to classical, but it wasn’t our favorite. But we couldn’t find anything else. 

“We’d listen to this trash.” I’m only joking. Put quotes around that. So, when we moved to 

town—I had a shine chair. I showed you my shine chair. I always had money. There was an 

appliance store down the street from our—lived in this old hotel. I’ll get into that later when we 

come back. I always had thirty-five cents. I never will forget it. Boy, then by 1942, they began to 

reissue the songs we’d never heard, like “Black Rider,” “No Matter How She Done It,” “She’s a 

Dirty Dame,” “She’s Killing Me,” “Take Me Back to Tulsa.” All those songs that they had 

recorded that we could get. We had the old ones: “Ida Red,” San Antonio—and this will really 

tickle you. I think we talked about it the other night. The guy who ran the—where I’d go to—

he’d call me—he didn’t call me, I didn’t have a phone. But he’d get word to me, or see me on—

“Bud, I got into some records. There’s some Bob Wills in there.” It was all kinds: Benny 

Goodman, Kay Kaiser, whatever. And I’d go down there and I’d—and I had money because I 

was shining shoes. I could buy four, five, six records and wouldn’t miss the money. I’d make 

twenty dollars every Saturday shining shoes. His last name was Butt. And his name—you’re not 

going to believe this. His name was Kissma.  

 

AW: 

[laughs] That’s hard to believe.  

 

BT: 

So, I got my records from Kissma Butt. [AW laughs] He’d say, “Wait a minute. Now, don’t be 

funny.” He had a brother named Rusty Butt. I forget what the other Butt’s boy name—but there 

were three of them: Kissma Butt, Rusty Butt, and I forget what the other—[laughs] 

 

AW: 

They must’ve been tough growing up. That’s all I can say. 

 

BT: 

Yes. And you know what? People didn’t laugh when they said it. They’d say, “Kissma, what do 

you do?” “Work on this”—he worked on small appliances. But that’s where we bought—I 

bought—that’s where—and I can show you a world of them in there. We’ll go through them 
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sometime. And we had an old—by this time, we were up in it. We had an electric—we had 

electricity in this hotel, and I had—we had a Philco record player, and had pretty good speakers. 

 

AW: 

It wasn’t a crank? 

 

BT: 

No, no. This was electric. So, we got to listen to these. By this time, you know, “Bubbles in my 

Beer” would come out. [singing] “You’ve got a sweet kind of love.” What’s another one they’d 

play over there at Turkey? “Sweet Kind of Love.” [singing] “The kind of love I can’t forget.” 

Then they had recordings like—well, so many of them at that time. And some fiddle tunes. He 

recorded “Ragtime Annie” about that time, and “Brownskin Gal.” We began to get these. So, 

that was how we—I’d listen to those. Bob Wills was the greatest. Oh my gosh, the crowds he 

could draw. The stories told of some fellows coming out of California one time. They was 

making a joke, but there’s so much truth in the joke. You know, there’s a lot of truth in jokes.  

 

AW: 

That’s why they’re funny. 

 

BT: 

They came over the hill, and there was a huge junkyard, hundreds of cars here and hundreds—

one musician turned to the other and said, “I didn’t know Bob Wills was playing here tonight.” 

[AW laughs] That’s the kind of crowds that he drew.” Now, there was John Lee Wills, there 

were other bands, but we just tolerated them. He was the last word. I had that inspiration that 

came at that particular time. Now, I was building me up quite a nice little library of Bob Wills’ 

music. Let’s see. If I ought to go back out to the ranch where we—Jim and I danced—and my 

mother just—my Daddy had already—he was dead by now. He died in ’38, in July, of 

tuberculosis. But he had introduced to me—that’s why I dedicate my book to my daddy who 

taught me to love music, and my brother—who had a PhD in math—who taught me to love 

scholarship, because he took me to colleges. And I lived there. So, I had a bug to—though I 

fought learning in high school—I didn’t learn anything. From the time I left the fifth grade till I 

graduated high school, I didn’t learning anything. Nothing. Didn’t want to. Hated learning. Hated 

books. I shouldn’t use the word hate. I just didn’t care for that thing. I was interested in Bob 

Wills, rodeos, and the finer things of life. So, that’s the—kind of the way it was. Oh, I forgot to 

mention that even at the old ranch, Mom and Daddy loved to have a dance; country dance. 

That’s where I learned—it’s in my book, about how they handled a country dance. Everything 

that happens to you in life is part of a great education, good or bad.  

 

AW: 

Exactly right. 
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BT: 

Because had I not come through that, I couldn’t have described how they called a square dance, 

how they called out—see, not everybody could dance at one time. So there was a guy who ran 

the book, would just say, “Chad Powell.” He went over and said, “Andy, We’ew putting you on 

the next set. Bud Townsend. Claude Townsend. Dick Keck.” Maybe eight calls. And there were 

two rooms. And they’d call out, “Andy Wilkinson. Chad Powell. Bud Townsend.” And those 

would go into one room, these go in the other. So that’s how I learned about how they did a—

and they’d throw me along the floor, make it slick, like we did you and I, Andy. We filmed that 

the other day. So, that’s kind of—those old country dances. And we—and my—had an uncle 

who was a very good bootlegger. I was very proud of him. There’s two kinds: there’s bad 

bootleggers and good ones. He was successful. He was blind. And because Papa Keck had 

money, they wouldn’t give him welfare, and he had a family. “I’m not just fine bootlegging.” 

But I guess you’ll do anything to feed your family. The government wouldn’t—and they 

wouldn’t give my mother. As poor as we were when my daddy died, we never got one dime. 

You know what they’d say? “Dot, you don’t need any help. Why, Lilburn Keck’s got more 

money in this bank down here.” He’s a director or whatever. So we couldn’t get any of that. But 

we would—we just—thank god they wouldn’t give—we stood on our own feet. You know what 

I mean? And Momma did everything in the world: pull bowls, chop cotton. She’d walk six miles 

to a bowl patch, pull bowls all day, walk back, cook for us children, and rub out clothes on—

because we only had two sets of clothes. Two: dirty and clean. One pair of shoes. You knew you 

better take care of those shoes because it’d be a long time—and so, we listened—he picked us 

up. You see why I say he picked us up? That’s the kind of life we lived. We never went hungry. 

We might just had mush, but—[coughs] made out of cornmeal. We really ate like on the frontier. 

I’d give anything for some of those good old Depression dinners, like Momma—and now 

everybody wants to go to Cracker Barrel and eat like we ate in the Depression. I wonder if our 

men are coming or we should— 

 

AW: 

Well, when you find a good place to stop, we’ll stop. 

 

BT: 

Okay. Now, let’s remember where I was. We’ve moved to my dad had just died, then we’ll move 

to town. Because each move was something with Bob Wills. And my mother—well, I’ll tell you 

about that later. My mother and my big brother got to go hear this big band—eighteen 

members—the band that recorded New San Antonio Rose. Five saxophones. I mean, it was big 

time.  

 

N: 

So did you have to pay to go see them? 
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BT: 

Oh yeah. 

 

N: 

I mean, it cost money to go, right? 

 

BT: 

Sure. Fifty cents a couple. [Laughs] 

 

N: 

Oh. That probably was a lot, wasn’t it? 

 

BT: 

You know about what—when Bob Wills played the Nat? 

 

N: 

Um-hm.  

 

BT: 

You know where the Nat is? 

 

N: 

I know exactly where that’s at, yeah. 

 

BT: 

It was either seventy-five cents or a dollar a couple.  

 

N: 

Because what was that—not twenty years ago that was another place that we used to go listen to 

music at, but I never would’ve dreamed sitting in there that Bob Wills had— 

 

BT: 

Well, and Phil Harris. 

 

AW: 

And every big band in America.  

 

BT: 

Jack Teagarden, Louis Armstrong, Joe Venuti. Oh, it was—if we go to talking about this, if 

you’ve turned it off, we’ll lose it. 
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AW: 

No, I haven’t turned it off yet. 

 

BT: 

We’ll come back to it. 

 

AW: 

All right. I’ll turn it off then and— 

 

BT: 

And we’ll stop recording. 

 

AW: 

I’ve written where we’ve—where to take up next time. Once again— 

 

BT: 

[knock on door] Come in. 

 

AW: 

--Boy, was that in time or what? 

 

BT: 

What? 

 

AW: 

Was that in time or what?  

 

BT: 

Yeah. [laughs] 

 

AW: 

Thanks. 

 

BT: 

How did you know we were going to do— 

 

End of Recording  


