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'Peaceful Existence" is Betty Elders' first recording of 
the ninties. At the beginning of the last decade, as 
Betty Nicley, she cut "After the Curtain." Segue to the 
close of the eighties for her second release, the 
critically acclaimed cassette only set, 'Daddy's Coal." 
My personal prayer, is that Betty's future catalogue is 
somewhat more regular in execution.

OK, down to basics. The fulcrum of Elder’s 'Peaceful 
Existence," lies in tracks four and five. Prior to that 
however - the opening trio of cuts, lyrically embace the 
festering uncertainties, doubts and problems which 
occur on the dark side of day to day survival. Events, 
occasionally so extreme, they are prone to result in the 
destruction of family life. A couple sustain an ongoing, 
but uneasy relationship, influenced in part by her 
infidelity, in "All You W ant" There's the hired hand who 
persistently [and secretly] molested the bosses young 
daughter, recalled years later, by the victim whose life 
became a "Crack In The Mirror." Finally, 'The Ballad 
Of Maiiey Rose Peyton" focuses on a war scarred and 
confused soldier/husband, who commits suicide in front 
of his wife.

A chain of personally unhappy events, mainly 
concerned with the passing of members of her family, 
caused Elders to cease performing in public for over 
twelve months, commencing mid 1991. From her 
subsequent struggles with body, mind and soul, Elders 
has fashioned the eleven compositions featured here.

An early Stateside review of 'Peaceful Existence" 
postulated that Elders should be elevated to major 
label status - forthwith - akin to Iris DeMenfs recent 
elevation from Philo to Warner Bros. Such an event 
would be akin to lightning striking in the same place 
twice. If it did occur, it would merely be mete justice.

Which brings us back to cuts four and five. 'The Quiet" 
as the title suggests, represents that period which 
follows the storm. A time to seek peace - 1When the 
quiet came I was standing all alone, With my face 
against the window, O f a place I call my home." Once 
a sense of tranquility has settled like a veil upon the 
survivor, the 'Palling Rain" follows naturally. The latter 
lyric contains only eight lines. Carrying the numeric 
analysis further, there's a total of forty nine words, 
reproduced on the liner. There are however, only 
twenty six different words contained therein. Never 
before, have the elemental images of wind and rain, 
running rivers and faraway trains, been used to such 
achingly stunning effect Simplicity encounters towering 
emotion. 'Palling Rain" represents rebirth, a second 
baptism, the cataclysmic catharsis. On the final line, as 
Elders reaches for that top note, you can sense her 
combatting those devils all over again. These days 
however, Betty is sustained by the knowledge that their 
defeat is her due reward. Elders explores new love in 
'Edge Of The Universe" while appreciating that this 
significant human emotion is but a microcosm when 
compared to all of creation. "Cowboy" paints the life of 
a rowdy redneck and his long suffering spouse. Fond 
childhood memories are shared while visiting an old

friend, who has a "Long Bed From Kenya." Although 
the narrator sees his 'Light In The Window," she now 
possesses an inner strength, adequate to cope with 
any thoughts of a love which might have been. The 
allegory used in 'Winter's Coming," is that of a love 
affair gone cold. Realism subjectively permeates this 
album. End to end. While life assumes a bleak 
perspective in the opening cuts, there's an element of 
optimism contained in the songs which succeed 
'Palling Rain." They're the reflections of a survivor, 
rather than the venemous outpourings of a victim.

And at the closing of the day, there's the tranquil 
"Sometimes (The Night Is Like The Moon Laughing)." 
Gene Elder's haunting violin solo perfectly fits the 
various moods evoked by his wife's lyric. For highs, 
lows and those innumerable levels between, repeated 
prescription of this album is one of the finest 
medications you could indulge in currently. There's a 
fine dividing line where the relating of a tale can lapse 
into the pseudo obscure. Betty avoids that pitfall with 
a uncompromising directness. As for the production 
team of [Betty] Elders. [Mitch] Watkins and [Gene] 
Elders, they are to be congratulated for creation of the 
treasures which they share with us in this acoustic 
masterpiece. Available from Whistling Pig Music, P.O. 
Box 43477, Austin, Texas 78745-0477.

Following the demise of the decade old Tom Russell 
Band, 'Hillbilly Voodoo" [Round TowerJ made with 
R&B exponent Barrence Whitfield, teamed with his 
western song album "Cowboy R ear from last year, 
forms the broadening tip of a plethora of special 
projects which Russell will undertake during the next 
phase of his career. And that's apart from conventional 
solo albums, where his intellectual prowess as a 
songsmith truly takes unbound flight. For instance - 
What price duet albums with Katy Moffatt and Rosie 
Flores ? Good for a fictitious rumour huh ?

As always, one of my all time guitar heroes and 
Russell right hand (sides)man, Andy Hardin is 
prominently featured, assisted by Danny Lewis and 
Larry Campbell. Recorded at Hank Bones Studio in 
Brooklyn, Russell, who also produced this get down 
dozen, managed to avoid the obvious trap of over 
indulging with his own compositions. Four are 
featured. Painting on a wider canvas, the other cuts 
include Larry Green's 'Long Black Train" with loads of 
twangy country guitar licks, through a languid rendition 
of Lucinda's '1 Just Want To See You So Bad," to 
Lightnin Hopkins on speed with 'Ice W ater and gets 
real refined with the tribute ballad about Edith Piaf, 
'Chocolate Cigarettes."

There's a rich vane of humour permeating this album. 
It bubbles to the surface on Russell's culinary 'The 
Cuban Sandwich" and the double entendre of 'You 
Cant Get That Stuff No More." There's everything to 
recommend this aural marriage to R&B and 
country/folk listeners alike. Hell, the guys even delve 
into a little reggae, with Tom's early eighties standard, 
‘The Definition Of A Fool." Go on, discover that 
country soul is still alive and thriving - after all, 
paraphrasing track ten, 'W hat Is The Color Of The 
Soul Of A Man."
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The interview with David Massengill took place in the 
small restaurant o f the Inn o f the Hills, 1001 Junction 
Highway, Kerrville, Texas on the morning of Friday 
22nd May 1992. Hi to the one and only Lisi Tribble.

Van Ronk was taking me around the country about 
ten years ago - I was driving and being his opening 
act. We got to Memphis and I had just taken up the 
guitar. We got to my sister's place in Memphis and 
she brought out her old guitar which she had played in 
that group. It was a nice little B25 Gibson guitar.

Had she ever done any recordings with that group.

Where were you bom.

Bristol, Tennessee on March 2nd 1951. That makes 
me 41.

Is it a small town.

Yes. I guess only about 40,000 people live there. It's 
one of those towns which lies right on the State Line. 
Half of it is in Virginia, half in Tennessee. They used to 
have a day called "Governor's Day." The Governor's of 
both states would come to town and there would be a 
parade down State Street. They would be in an open 
car. The Tennessee Governor sat on the left side, the 
Virginia Governor on the right side of this convertible 
car, each on the side of their respective State.

When did you become aware of pop music.

I guess when I was in Junior High. That was when the 
Beatles became really well known. Just like everyone 
else, that's what I went for. Then there was the Rolling 
Stones. I was just like everybody else in the respect of 
being young and enjoying pop music. Country music 
wasn't a thing that I really followed or particularly liked.

Was there a tradition of musicians in your family.

No, not really. Although my Mom always encouraged 
me. She had me take piano lessons and so I learned 
to read music. When I got to Junior High, I joined the 
band. Later, when I got to High School, I quit to play 
American Football. They wouldn't let you do both - you 
had to either be in the band or play football. I was 
impelled to play football - that was one of the really big 
things for me around that time.

Were you a really good player.

Yes, I was pretty good at football. My brother was an 
All State quarterback. Growing up, we played football 
in the backyard, or baseball when it was the season. 
Playing football was a big thing around that area. I 
played soccer later, but that's what we really loved 
back then. We also followed a team - the Greenbay 
Packers. They were winning a lot of games back then.

So you picked up on the Beatles.

And also folk music. Bob Dylan. I remember being in 
a car and all of a sudden Bob Dylan came on singing 
"Subterranean Homesick Blues." I was in the backseat 
and my parents looked at each other and I was goin' 
"Wow. Who is this guy ?" I had an older sister who 
formed a folk group, like a lot of people were doing at 
the time. This would be around 1964. As a matter of 
fact, I have her guitar. The story on that, is that Dave

No. The group only played locally, though they were 
pretty popular around Bristol. There were about four 
or five women in the group. The line up fluctuated from 
time to time.

David Massengill & Lisi Tribble, Kerrville Festival 1992 

When did you leave Bristol.

I went to a Prep School called the Asheville School. 
I went to High School for two years and then to a Prep 
School for three years. Prep School was so hard they 
had me repeat a year, even though I was not a bad 
student. It was just that the Prep School was so far 
advanced from what regular school was. This was in 
Asheville, North Carolina which was only about ninety 
miles away from Bristol. That was a really 
transforming experience for me. I went from dating 
and playing football in High School and all that, to an 
all-boy Prep School and having to study four hours a 
night and suppress whatever - for instance, where 
were the girls ? They've learned their lesson - it's co
ed now. I couldn't believe the amount of work and 
studying you had to do. One good thing, it helped me 
develop a love of scholarship. Later on, it became fun. 
Initially, it seemed like a lot of terribly hard work. 
From there I went to the University of North Carolina 
at Chapel Hill, which was one of the best universities.
I loved it there. I was twenty years old by this stage. It 
was a great place to go to school - I was involved in 
the anti-war thing which was very strong. I took wnting 
courses. In my second year I started writing stories 
and stuff. Every semester I would take a writing course 
- creative writing, poetry writing, playwriting or novel
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writing. I would take any kind of writing course they 
had. My major was English. I started with Philosophy, 
and I could have done a double major, but I decided 
I was not a philosopher. I declined to be a major in 
that, because I didn't want to tell people that I majored 
in Philosophy. They would expect me to talk like a 
philosopher, which I really had no affinity for. It was 
a conceit on my part when I started at Chapel Hill. I 
said "I'll take some philosophy courses." Eventually, I 
realised I wasn't much good at it.

With all these degree courses directed towards the 
written word, were you still interested in music.

That's a funny thing. I played French hom in Junior 
High and when I got to High School I did my athletic 
thing. I missed playing, so when I got to College, I 
rented one for $5 and took lessons. I got into the jazz 
band and into the chamber orchestra and so forth. In 
that way, I kept up with music. In 1972, I dropped out 
of College for one year to work on the George 
McGovern presidential campaign. I loved George and 
I still do. I see him on talk shows every now and 
again, where he'll debate with William Buckley and he 
always kicks his ass. To me, McGovern is an 
incredibly sane, reasonable person and would have 
been a wonderful president. It didn't happen that way.
I just felt impelled to do it, when I saw him - it was 
either work for McGovern or become a revolutionary - 
that was the choice in America for a lot of us at that 
time. We did not believe in the war we were involved 
in, and the persistence with which our leaders kept 
pushing us into it. A song that really transformed my 
life in many ways was one by Pete Seeger, called 
"Waist Deep In The Big Muddy." They would not play 
that song on many radio stations - that first began 
happening around 1968. Although it did not refer to 
Vietnam, the song was about an army troop that enters 
a swamp and gets deeper and deeper into it. The 
water gets up to their waists and so forth - a lot of 
people know the song. It was very well done. They 
would not play the song in Bristol - Bristol, being a 
patriotic town and so forth. They played it in Johnson 
City which is about 20 miles away. I remember being 
in my room by myself and playing that radio station.
I knew about the song of course, but I had never heard 
it. Finally, I heard it one day and I went "Wow." 
Another fella in Junior High that got me into singing a 
little bit was Rolf Harris. The Australian who had the hit 
with ’Tie Me Kangaroo Down" and a few others - My 
mom heard 'The Wild Colonial Boy" on the radio - she 
brought it home with her, to see if my sister would play 
it with her group. They didn't like it, but I loved it. The 
first song I committed to memory was 'The Ladies Of 
The Harem Of The Court Of King Karakticus." It's sort 
of a tongue twister. I wanted to play it in the local High 
School talent contest. After giving it some thought, I 
decided it would be too uncool for a football player to 
sing it. Finally, I chickened out. When I got to College, 
I had passed that phase where I worried what people 
thought. I took up music again. Then when I took off to 
work on the campaign I had built up my umbrochure 
for the French hom. After that year off, I didn't have 
the heart to re-do it again. In my last two years of 
College, I started concentrating on writing. I took 
several courses under Forrest Reid [ED. NOTE. Not

the Belfast bom novelist who died in 1949], who has
since passed away. He was a scholar of Ezra Pound's. 
Reid edited the 'Pound/Joyce Letters" and had some 
very interesting theories on Pound's writing. He was 
sort of the wild man of the English Department. He 
had a long, crazy beard. They thought he was from the 
desert - that he had been out there going nuts. He 
was also politically active. I took every course I could 
under him - he had a Shakespeare course that was 
just fantastic. He ran several of his own courses and 
one was on Ezra Pound. The best students of the 
University gravitated to that course. We had the 
brightest people in the English Department taking his 
courses. Everybody took parts of the Cantos - some 
people would take the first ten Cantos and give papers 
on them. It was wonderful. The last course I took with 
Reid, was titled "Songs" - about their poetic form. It 
was incredibly instructive for me, because I learned all 
these different forms - sonnet forms, pastoral forms. I 
learned about the basics, since the course material 
was drawn from the original sources. At the same 
time, I had just heard Woody Guthrie. Then I read his 
book 'Bound for Glory," and I said "That's what I want 
to do."

The traditional material which Reid used, was it 
European or American.

European. He used numerous sonnet forms - the 
Shakespearean sonnet, the Italian sonnet. For the first 
time, I was actually counting out the beats in each 
measure and the rhyme scheme and so forth. While 
this was happening, I was going wild on Woody 
Guthrie. Everybody I could find - I'd go to a party and 
say "Man, this stuffs dead. You should hear Woody 
Guthrie." If they expressed any interest, I'd take them 
back to my apartment and play them Woody Guthrie 
stuff. That's the thing - 1 loved Bob Dylan. I loved Joni 
Mitchell - all those great songwriters of the time. None 
of these people really compelled me to want to do 
what they were doing. Maybe that was because they 
were too far advanced with their own stuff. I didn't 
think I could do what they were doing. What they were 
doing was far from basic. They had followed their own 
road and it did not seem something that I could 
achieve. When I heard Woody, I said "Maybe I could 
do this." His voice wasn't so pretty and so I wrote 
several songs - thirty verse songs - ones about 
eunuchs. 'The Ballad Of Rosie Plumb." 'The Ballad Of 
Jean LafTitte The Pirate" - that was 36 verses. I wrote 
about five songs right way.

Which year would that have been.

Around 1974-75, I decided that New York City was 
where Bob Dylan went and that's where I would go. I 
moved to there in 1976.

Tell us about the Cornelia Street Cafe and the 
Songwriters Exchange.

That was an idea that Jack Hardy had. Jack has had 
a lot of good ideas. It continues to this day in another 
form. Now we meet at Jack Hardy's house and it's 
called the New Song Night. Anybody can drop in at 
178 West Houston Street on a Thursday night for
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dinner, and put in a couple or three bucks for the meal. 
Jack cooks spaghetti and we play our new songs. 
Ones that we've written that week, that month or 
whatever. That's what we did at Cornelia Street. There 
were a lot of places to play our stuff and impress 
people, but Jack thought it would be good to have a 
new song thing.

How did the Stash Label creep into the equation, in 
relation to the Cornelia compilation album which they 
released.

The fellow who owns Cornelia Street Cafe, Robin 
Hirsch, was friendly with the owner of the Stash Label.
I can't recall his name right now - but I speak with him 
occasionally, because I still sell that recording. I call 
him up and order copies of it from time to time.

Your tracks on there were 'Contrary Mary" and 'X)n 
The Road To Fairfax County."

On the original album, there was also 'W hafs Wrong 
With The Man Upstairs ?"

Which is also on 'The Great American Bootleg Tape."

Yes, and 'Contrary Mary" which I also copied and put 
on 'The Great American Bootleg Tape." He let me do 
that. Since then, they put out a CD version and 
added my two out-takes which were "Massengill's 
Theory Of De-evolution" and this wild sort of eight 
minute long rant that I did - you've got to hear it to 
believe it - it's titled "Mild Mannered Schizophrenic."

Backtracking to those extra College courses which 
you mentioned, it says a lot about where 'On The 
Road To Fairfax County" came from.

Yeh, I think it does. As a matter of fact, in relation to 
"Fairfax County" a lot of people have asked me which 
area in America I was thinking about. Which county ? 
What state ?

That probably comes from the traditional form in 
which you wrote it

Yes, but I was not thinking of America. I was actually 
thinking of England. Especially, Thomas Hardy's 
England. Before I was twenty, I had read every novel 
he'd written. After I read 'The Mayor Of Casterbridge," 
I devoured everything else Hardy had written. Actually,
I was thinking of 'The Mayor Of Casterbridge" and 
that sort of time.

The thing which intrigues me about that song, is the 
gender in which you sing it Why did you write it that 
way.

I was having problems. I had written the melody and 
then I couldn't come up with the right words for it. I 
kept trying. In the meantime, I wrote a counter-melody 
which you may notice. There's four lines to a verse - 
and in the first two lines, there's a counter-melody. 
Every other melody instead of going down - it goes up 
- simple, but it's sort of a counter-melody. Some 
performers don't notice it and if they learn the song,

they'll only learn the one melody. They leave out the 
counter-melody and I have to chastise them. I actually 
had to tell Dave Bromberg "Hey, you're not doing the 
counter-melody." Others have noticed it. Joan (Baez) 
noticed it right away and so did The Roches. Anyway,
I wrote this counter-melody and said "Well great, I 
have this. Maybe people won't be so bored with the 
melody, hearing it over and over again." It must have 
been five o'clock in the morning and I was thinking of 
something like - maybe in a prison, or a prisoner who 
is going to run away - something Irish - or a 
highwayman. I was thinking along those lines, but I 
couldn't come up with a single word. Finally, it came to 
me. "Once I loved an outlaw who came and stole my 
heart" and I said "Oh, that's an old story," and I wrote 
the other two lines - "Oh, how I count the what ? - day 
- minutes - hours - since we were tom apart." And I 
actually remember going - "Well, what should it be ? 
Days ? Minutes ? What ?" I said "No. Hours since we 
were tom apart," and I said "Hey, that's nice." Then I 
went, "Wow, I'm a woman." For that song I changed 
persona, which is something that Ezra Pound did all 
the time. He had that book ’Persona." I said "In this 
song, I'll be a woman and that's all there is to it - no 
big deal." I pretended that I was this young woman, 
who had fallen in love with an outlaw. I basically used 
an old story. And that's another thing. Old stories. I 
love using old stories. Shakespeare - not that I even 
approach the talent he had, for what he did - but he 
had no qualms about using old stories. He very rarely 
used an original plot. He used and built around old 
stories.

I think all of life has been about that process. 
Somebody steals from somebody else and twists the 
idea a little bit Makes it there own and then somebody 
else twists it some more, and so on and on and on.

When I first started out, I said "I just have to make up 
my own thing and be so original. That's the way it is." 
A lot of my early things are a little disjointed and not all 
that -

But most writers have usually got about a hundred 
throwaway songs before they have any keepers.

Yes. I have a lot of throwaway verses. I said, "What is 
the oldest story in the book ?" The oldest story in the 
book is, that a woman falls in love with the man and 
inadvertently leads the law back to him. That's why I 
had that twist. The thing about that song that I like to 
this day, is that you don't know whether he was really 
taking her for a larger amount of money. He gives the 
money back, and says "Let's meet later." She goes 
home and gets her dowry and comes back. You don't 
know whether he was going to take that dowry - take 
the big thing - and go. In her heart, she thinks that he 
was truly in love with her. That it was a true love. You 
never find that out, because the law - and this is 
another thing I didn't mention - in the book, she was 
actually the sheriffs daughter. The sheriff was 
suspicious about something and followed her. I didn't 
want to add a verse saying she was the sheriffs 
daughter, because I thought "I don't need to say that." 
In my mind, she was the sheriff’s daughter. It really 
doesn't matter whether she was or not, but that's the
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reason why he followed her. It doesn't need to be said. 
They catch him and he never gets to say whether he 
would have run off with her, or not. Not a lot of people 
have caught that. A lot of people would just go with 
her, and say "It was a true love and that was it." Some 
people have said, "Did he really love her ?" Then, I 
know that person really got it. To this day, I don't even 
know whether they had a true love or not.

As much as a writer has a concept regarding his work, 
often the listener develops his own interpretation of 
that concept.

Yes, and I knew right away. When I wrote the first 
verse I said, "I can go to bed now." It was about five in 
the morning and the story was all in the first verse, 
because I knew he was going to die. As Joan [Baez] 
said to me "This is a folk song, because it's long, it's 
beautiful and someone dies." When I wrote the song,
I said "Somebody's got to die. You just can't go 
through life having happy endings. That's not the way 
things are."

Can I ask you about Pete Fomatale's "Mixed Bag."

Yes. He's one of the disc jockeys in New York, who 
has been around for quite a while. He has helped 
quite a lot of people, and plays our music on a major 
radio station in New York City. I think I started getting 
some of my things played on his show back around 
1980.

So what were you doing - were you just doing demo 
tapes in the early '80's.

I was playing at Folk City. Many little places. When I 
first started writing, it took me a while to get up on a 
stage. I got to New York and I wrote a fifteen minute 
song, called ’The Ballad Of Moses Kane." Five 
typewritten pages. I was too scared. I'd never sung 
before, so I was scared to go play. I finally went to the 
Hoots. I played Hoots for six to eight months, before I 
got a job. Jack Hardy helped me get my first job at 
Folk City.

At this point, did you have a day job.

No. I had worked three jobs in North Carolina, and 
saved up a little money. I arrived in New York and 
thought that I would get discovered right away. That 
way, I wouldn't have to worry about money. Eventually, 
I started working. At various things. I went 
swordfishing with my brother, for a few months. I was 
a movie ticket-taker in a movie theatre - a pomo 
movie-theatre. That didn't last that long. It gets boring. 
What else ? Then I got a steady job at a restaurant. 
That way, I could eat two days a week and take a little 
food home - if they didn't watch too carefully. I could 
also drink two nights a week - back when I was 
drinking - and wash dishes. I got to like that job a lot 
and stayed there almost nine years.That two nights 
work helped me. I would also play gigs here and there, 
and had that steady money from dishwashing to 
supplement it.

Yes. Just before Kerrville, I quit that job. I had been 
making the album with Ron Fierstein. It was a funny 
sort of affair. It's a little different now - the club scene. 
When I arrived, even though it was going downhill, 
there were still a few clubs open and a lot of people 
were still playing. New York was a good place to be 
for that sort of thing. Now the club scene has 
dissipated. Now that we're established - we have our 
rent control, and we're there - the only place to play 
is the Bottom Line which is a wonderful club. We can't 
play there all that often though. We don't have Folk 
City and The Speakeasy any more.

Can we talk about Folk City and something called 
"Mumblin' Music for Dozens.”

That was something which Robbie Woliver came up 
with. He took over from Mike Porco, who recently 
passed away. Mike was great. Robbie bought Folk 
City and for five years did the best he could with it. 
Unfortunately, he did not continue it. He would come 
up with all kinds of different things. On a Tuesday 
night, he'd have comedy. On a Wednesday night he 
might have some of the more bizarre acts - not new 
age - more rock, not so folk oriented. He would get 
the hipper types in. He was trying to get all kinds of 
different acts to come into Folk City.

Almost like it was way back in the 1960's.

Yes. In many ways, it was going good. It's tragic that 
it closed down. He lost his licence, because he 
wouldn't soundproof the place. The cost was 
prohibitive. He wanted to move to another place, but 
that didn't work out. I'm not sure who to blame, 
because everybody’s got to make a living. It's terribly 
hard to be a club owner. Robbie did what he could, but 
I really wish he had continued. I feel like Folk City 
was an institution and it felt like a stab in the heart 
when the place closed.

So why was this Folk City event called "Mumbling 
Music For Dozens."

That might have been a poetry night. I'm not quite 
sure. Robbie would come up with lots of different 
names.

There was mention of some guys - I presume 
brothers - called Tom and Jim Wybrandt, who were 
connected with the event.

OK. This was definitely music. I did one of their shows. 
They would get a hipper, sort of uptown crowd. Not the 
folkie crowd. They actually had me do it once. They 
were good.

There were a number of other promoters. One of those 
guys, went on to form The Smithereens. Pat DiNizio.

Yeh, Pat was the soundman at Folk City. He was 
already playing with The Smithereens, and they were 
working in small clubs. He was struggling. They finally 
got their break, but for several years, Pat did the 
sound. He's a nice guy.

So that must have been up to 1989.
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Through the 80's and into the '90's, you have regularly 
been connected with the Fast Folk movementThat's 
another Jack Hardy connection. You appear to have 
been very supportive of that movement.

Yes. Why not. They've put out about sixty compilation 
records. I think I've been on about fifteen or so of 
them. They've gotten all kinds of people to do it - from 
Tracy Chapman to Pete Seeger. Suzanne Vega did 
about six of them. I think that's where she gained a lot 
of airplay. From Fast Folk Records. It helped her out 
a lot and also Shawn Colvin. We do an anniversary 
show every year, at The Bottom Line. Three nights this 
year. The show is taped and then we press it up and 
send them out. Jack has just taken over again. He 
dropped out of that, as the leader of it, for a while. He 
has just been re-elected. Richard Meyer was in 
charge for about five years. He did the best he could. 
It's a difficult thing to put out sixty records. It's hard. 
Jack has always been sort of a wheeler dealer and a 
guy who could convince people to do things they didn't 
want to do. Write articles they didn't want to write. He's 
already got me doing things that I didn't want to do. 
Maybe Jack will infuse more energy into it, and 
actually send them out on time. The big complaint is 
that they don't come out on time. I think Jack's going 
to change that. He didn't like the fact that they didn't 
come out on time.

You mentioned earlier that you went on the road with 
Dave Van Ronk. He also taught you to play guitar.

He wasn't paying me too much on this tour, and we 
had to figure out some way for him to square that up.
I said "Dave you're not paying me enough." He said "I 
know, I'm trying to figure out a way to pay you more 
and not make it money. I’ll tell you what, you play the 
dulcimer wonderfully, but sixty 60 minutes or forty 
minutes or even thirty minutes of just the dulcimer, is 
a little much. I think you need to have a variation here, 
so I'll teach you guitar." I thought I would never leam 
guitar, I really didn't. I got this Yamaha guitar from 
Hughes Winbom. He let me borrow his guitar and then 
I convinced him he didn't want it. That's the guitar I 
traded with my sister. She kept my Yamaha and I took 
her Gibson. We were at my sister's and Dave said 
"This guitar needs to be played." My sister finally got 
the hint and we traded guitars, because the Gibson 
was much nicer. Dave gave me six lesson. After the 
sixth lesson he said "Congratulations, you're now a 
bad guitar player." I took that to be a great 
compliment. Then he said "When you have trouble, 
come back to me and I'll help you all I can." Dave to 
this day, is one of my best buddies and a great friend. 
I've learned a lot from him.

Why had you taken up the dulcimer, considering all 
the other instruments which you've played.

My Mom saw this dulcimer - the one that I have. It's an 
Edsel Martin dulcimer - at a craft store in Bristol, 
Tennessee. In fact, I think it might have been on the 
Virginia side. She liked the carving of the head. I had 
gone to summer camp and played dulcimer once and 
told her I liked it. Anyway she bought it for $75, which 
was a pretty good price back then. She was an artist.

She drew and painted and sculpted. She brought it 
home and said to the kids - there were four of us, 
three grown - "Whoever learns to play it, can have it." 
We said "Huh. Nice." It went under her bed and stayed 
there for years. After the McGovern campaign, when 
I had dropped out of school and worked for George 
McGovern - and he was rejected by the voters - I was 
very distraught and heartbroken. I had lost a girlfriend.
I had lost an election. I went home and said "Give me 
that dulcimer, I need to restore my soul." I lived in the 
knobs in Bristol - sort of foothills. The Appalachian 
Trail finishes about ten miles from Bristol. Before you 
get to the mountains, there's the knobs. Around 
Johnson City, Bristol and Kings Fort. It's a certain 
type of small mountain that we call knobs. You go to 
other places and they call them the foothills and other 
names. I wanted to walk around in the knobs and play 
the dulcimer. Instead of sitting with it on my lap, I 
hooked up a strap much the way I have it now. I 
bought a Jean Ritchie dulcimer book and read it. I 
could read music, so it wasn't too hard. The first song 
I learned to restore my soul, was "Sad Eyed Lady Of 
Lowlands." I would be up in the knobs playing that 
song to myself. Trying to get over the love that I had 
lost. Then I went back to school and played it a little 
bit. When I discovered Woody Guthrie, I started 
writing songs for the dulcimer. A lot of people use the 
dulcimer as a rhythm instrument, but I use it to play 
the melody. The way I play the dulcimer is picking it. 
In her book, she says "You can pick songs much 
better on the banjo or guitar. I don't really recommend 
it for playing the melody, but if you really must do it, 
here's how." I thought that sounded good, so 
immediately I started picking. Eventually I got to where 
I could pick and strum it at ease. I developed my own 
style of playing. It's such an easy instrument, 
everybody has their own style of playing.

The instrument you've got - I have the impression 
from what you said last night, that the guy is quite a 
renowned maker of the instrument

Yes. As a matter of fact, I was playing the dulcimer on 
the street one time - street singing, in New York City. 
A fellow came up to me and said "That's an Edsel 
Martin dulcimer isn't it." I said "Yes," and was 
somewhat shocked. I met another fellow who had eight 
of Martin's instruments. He collected them. Martin 
doesn't make them anymore, so I feel very lucky to 
have gotten one. Bob Myes, a great dulcimer maker 
in Tennessee - I met him recently and he told me 
stories about Edsel. He told me that Edsel had a 
wooden leg and would go to music conventions and 
give whittling demonstrations. Not only in making 
instruments - dulcimers - he would carve figures of all 
sorts. He'd be carving these figures - he had lost his 
leg in World War II and had this wooden one. He'd sit 
there carving. When he was about to take a break, 
he'd look at the people around him. Look them right in 
the eye. Then he'd take his knife and just go bang 
right into his leg. His knife would go "Booooing" and 
just stick up, right there in his leg. Some people would 
faint or even worse. The festival people had the 
hardest time convincing him not to do it. He got a big 
kick out of doing this. Apparently, he’s a real 
character. He only carves when he needs the money.
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He must be seventy to eighty years old. I don't know 
precisely how old he is. I think he's still alive. The one 
which I have, is very long and has a beautiful sound.
I don't like a lot of dulcimers. Particularly the sound of 
some dulcimers. I only like the sound of my dulcimer, 
because it doesn't sound cheap or tinny. It sounds 
rich and deep and beautiful. I find the sound of a lot 
of dulcimers unacceptable. If I somehow lost my 
dulcimer in a crash or something, I would have to go 
out and get another one somewhere. I must have one.
I guess it's like a violinist having a Stradivarius. It 
would be rather expensive to replace it, but I would 
spend what I had to get one. I also like the carving. 
Bob Myes has promised me a dulcimer this year. He 
said he would put a carving in the head, because I 
wanted to keep the tradition of having a carving on my 
dulcimers. He's in the Foxfire Books, and is very well 
known for his dulcimers. As a matter of fact, when I 
was over there he got a call from England. Somebody 
rang to express their satisfaction, because Bob had 
just sent one over there.

Where did you get the idea for 'The Great American 
Bootleg."

Well I kept recording things for Fast Folk. I kept waiting 
for someone to magically appear and sign me up and 
cut an album. In the meantime, I saw people like Tom 
Intondi, who is a friend of mine, put out a private tape. 
It was called X ity  Dancer." I thought "Hey, maybe I 
could do that. Take all these disparate things and put 
them together." I went over to this little studio and for 
$50, I had them combine all these cuts that had been 
on Fast Folk, Xomelia Street" and also a couple of 
private cuts that hadn't been released before. I had 
this song called 'The Great American Dream." I 
thought - I was not asking permission from Fast Folk 
or Stash Records - why don't I bootleg myself and call 
it 'The Great American Bootleg Tape." I thought that 
was rather clever.

Have you had any flak over it

No. They just sort of winked.

What about once you become famous.

They didn't give me all that much money for that stuff. 
Fast Folk didn't give me any. Stash didn't give me 
much. So we sort of winked to each other and said 
"Well, if there's real money, I'll be back to hassle you. 
As long as you are doing it like this, why don't you just 
go and do it anyway."

'The Kitchen Tape" must have been a real quick piece 
of work.

It was. As a matter of fact, I did that tape because of 
a company that's out of business now. They had a lot 
of good people on the label. Gold Castle. Joan Baez 
had been singing X n  The Road To Fairfax County" 
and got them interested in possibly putting something 
of mine out. They said "We'd like to hear more of your 
material." One night I got out this very same machine 
right here [ED. NOTE A Sony Professional Recorded 
I had a little $80 stereo mike, and through the night I

made two takes of each song. I'd finish a song and if 
I didn't like it, I would rewind it and do it again. I did 
that all night. And at the end of the night, I had a sixty 
minute tape. As a matter of fact the last song I put on 
it 'Talking Orangutang Blues," is actually about a five 
to six minute song. I only had about a minute and forty 
seconds left on the tape, so I edited it severely. I had 
to do it three times. I did it rather quickly and ended 
up with a very upbeat version of it. I usually perform 
it a little more laconically. I sent Gold Castle the tape, 
but they didn't respond. I said "I guess that's it. It didn't 
work out." Lisi Tribble, my partner, said "Why don't you 
just put it out. People keep asking for another tape of 
your songs." The reason I did that was because of 
Kerrville. I had just heard about 'The Texas Campfire 
Tapes." It was the very same machine and I thought 
"Well, if she can do it, why can't I on a smaller scale. 
What's the big deal." I made copies and put 'The 
Kitchen Tape" out.

You mentioned Tom Intondi earlier and the tape which 
he released. Is there a really big independent tape 
scene in New York, similar to say the one in Austin.

There used to be. I think more then than now. 
Business is a little depressed currently. As a matter of 
fact, Tom has just put out a CD of his stuff. He and 
Nanci Griffith do a song of mine called "Blindman 
Blackswan." It's on 'The Great American Bootleg 
Tape." They did it as a duet. He sings the first verse. 
She sings the second. Back and forth, back and forth. 
And it's nice. He just put that out as a CD, so now I 
can say that Nanci Griffith has sung a song of mine.

I wondered about that quote in your press kit.

It's not on any of her records. I might be pushing it. 
She actually did it over ten years ago. Tom put it on 
his CD and she didn't object to it. I don't feel it's bad 
for me to mention it.

So how did the deal with Windham Hill and the 
"Legacy” album come together.

They had been asking around who was good, who 
was this and so on. They talked to Alan Pepper at The 
Bottom Line and I think he mentioned me. They asked 
me for material and they liked several songs I guess. 
They decided "My Name Joe" was a good one to do.

That track was produced by you and Mark Dann. It 
strikes me that when the story of the New York folk 
scene through the eighties is written, he will be seen 
as the producer who had his finger on the pulse of 
the movement

He did. He did a lot of the Fast Folk things too. Mark 
is an excellent musician, and a good producer. He has 
settled for being a player and a producer. I think if he 
had opted for one or the other - he might have been 
better off. Everybody does what they think is best for 
them. We actually cut "My Name Joe" as a live take. 
They wanted exactly the same people as they had 
heard before. It was a live cut on my bootleg tape. We 
did that at The Bottom Line. I think it was on a Fast 
Folk record too. Windham Hill wanted a studio version
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of the live thing, so we went into Mark's place, got the 
same players and tried to recreate it. Shawn Colvin 
could only stay for an hour or so. We went through it 
three times. We didn't have a click track. We just did 
it and they kept telling me to slow down. I guess I 
never did, because - no, we did it four times - Lisi 
listened to them and said "Well, this version has really 
good this, this and this. All four versions contained 
something worthwhile. She told me all this, and I was 
just about to go to Kerrville. That was in 1989. 
Anyway, we made up a list - you won't believe this - I 
said, "Mark this is what I want you to do. I want you 
to cut and slice. Take all four versions. The first and 
second verses are from the third take. The third and 
fourth verses are from the fourth take. The chorus is 
from the first take." I did that all the way through the 
song. There's twelve verses and three choruses.

A real mix and match.

Oh yeh. He charged me for that too, and I surely don't 
blame him. He did a brilliant job getting it in. You can't 
tell that it's actually four different versions of that song, 
spliced. We would hear things and say "We don't like 
that." Lisi is my great ear. I respect her opinion on 
things. I was washing dishes that night. I didn't have 
time to decide. I had Lisi decide it. She worked hard. 
I remember calling her up from work and saying "Well, 
what is it ?" She told me. I wrote it down and from 
work, I called Mark. On his answering machine I said 
"You won't believe this Mark, but here's the list." When 
I finished work, that was the last time I washed dishes. 
I went home, and left for Kerrville next morning, at 
eight o'clock.

Had you been to Kerrville before.

No. I was also one of the forty New Folk contestants 
that year. I had been wanting to come here for a long 
time, but wanted to come as a perfomer. I turned down 
a $600 job in New York to come to Kerrville, because 
I really wanted to be here. The guy that I turned down, 
said "That Rod Kennedy, what in the world has he got 
that made you do that ?" This was the guy who does 
the Newport Folk Festival. He was sort of laughing at 
me for that.

In terms of actually coming to New Folk and doing 
rather well. OK, winning. Do you feel in retrospect, that 
it helped your career.

Yes, I think it did. I wanted to come back the next year 
and was severely disappointed that I didn't. I sort of 
wrote it off and figured "Well, I guess Rod just doesn't 
get what I do." You have to do that and then get on 
with things. When Rod called me this year, I was 
more than delighted. It reaffirmed my faith in 
something. You know how it is when you give 
something up for dead, and all of a sudden it's alive. 
What an uplifting feeling that is. It's like that Lazarus 
thing. It's great. When I did my set yesterday Rod 
said, "We're going to have you next year too." And 
Rod told me, "You know it took me a long while to get 
what you do. I care, so just imagine the people in the 
business that don't even care." To have finally made 
my connection with Rod was very important. I don't

think I would have been able to do that, without having 
gone through New Folk. At the time, I was 39 years 
old. Since I'd had songs covered by Joan Baez and 
The Roches, I felt I should come here as a performer. 
You have to swallow your pride constantly, and not 
worry about that stuff. Do whatever you have to do to 
get noticed. I'd been hearing about the Texas scene 
for a while. Bob Gibson told me about it a long time 
ago, and I wish I'd come here the first time he told me 
about it. I was established in the New York City scene 
and figured that I was going to get signed up there.

Winning at Kerrville and the 'Legacy" album obviously 
pushed your name a lot further forward. How did the 
Flying Fish deal come together.

Right around the Kerrville thing, my manager Ron 
Fierstein - he's also Suzanne Vega's and Shawn 
Colvin's manager - he'd been a fan of mine for years 
and really liked my tape a lot. I heard that from Eric 
Anderson. He would never sign me. That's another 
thing I gave up for dead - I thought it was just lip 
service. He finally called up one time and said "I think 
I've got a Japanese deal for "Small Thing" and we'll 
get Steve Addabbo to produce it. It'll be great." That 
deal fell through, but he decided he was going to go 
for it anyway. He was going to get me a label, so on 
speck, we recorded the album. It was actually a case 
of Ron Fierstein making this album, and trying to get 
a deal for it. This was the frustrating thing too, they 
tried for a year with major labels who had money. 
They wanted to make their investment back. We didn't 
do a full fledged thing as far as the production was 
concerned, but I think we went further than a lot of folk 
labels would do. I think Steve's a great producer. He 
records everybody their own way. He doesn't do it just 
one way. He did me a different way from Suzanne and 
Shawn.

Was the production a process of sharing and 
advising.

How about giving Steve 90% of the credit on that 
production. He would ask me things. I would say "I 
don't like this." He'd take the instrument out and that 
was basically it. We worked real hard getting my 
things down with a click track. That was actually done 
out at his house, which was two hours from New York. 
He subsequently moved that studio into the office of 
AGF, which is where Ron is based and so forth. That's 
where they record things now. We finished up 
recording this album last fall at the office. So I actually 
recorded at both places. It was Steve who would bring 
in the players - like the guy who was doing the banjo 
or the violin or mandolin. He'd bring them in, and I 
wouldn't even be there. Next time I would like to be 
there.

So none of the album was cut live with all the 
musicians sitting in a circle.

No. We had click tracks, so he would have them do 
their thing. I had already done my thing and he just 
added their track to mine. Then he would play it for me 
and if I didn't like it, he would change it, or get another 
instrument. Usually I liked what he did. If I didn't, I'd
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listen to it several times and often it grew on me. 
Like "Number One In America" is a little more country 
than I expected. I listened to it two or three times 
before I started getting it and feeling comfortable. Now 
I look forward to hearing it. He keeps bringing different 
instruments in and out of it. Like when the lyric 
mentions the Ku Klux Klan, all of a sudden this banjo 
starts coming in. That goes for about two verses. On 
the next two verses, this Cajun fiddle comes in and the 
banjo disappears. Another time it might be a guitar - 
with real nice tasty licks. When I listen to it now, I look 
forward to the different verses, because of what the 
instruments are doing. Steve's a very fine guitar player 
too.

So thafs why the album liner credits AGF Music and 
David Massengill Music.

We signed a production deal. They have part of my 
publishing and so forth.

Why was your previous publishing company called 
Bowser Wowser.

That was my first company. It's a joke. Absolutely, it's 
a joke. Bowser Wowser - I thought it was cool. It 
sounded nice.

Did you own a dog at the time.

Remember that Victrola thing with the dog - HMV - that 
sort of like triggered it off a little. Bowser Wowser 
Music. Later, I changed it to David Massengill Music - 
very staid. When I actually got the song on The 
Roches record, I thought people aren't going to know 
Bowser Wowser. I want my name mentioned twice on 
that record. So I actually changed it legally from 
Bowser Wowser to David Massengill Music. I'll 
probably come up with another publishing company 
name. I don't want to say what they are, because 
somebody might steal my idea (Laughs).

Can I ask you about the artwork on both tapes and on 
the Flying Fish release. Presumably Lisi did them.

No. I did.

Why the Charlie Chaplin cartoon character.

He's my favourite. I love Charlie Chaplin. I call the 
character in my cartoons, Scratchy Attachy. His 
girlfriend is, Itchy Meskitchy. I've written all these 
funny little stories about them. All the characters in the 
stories have rhyming names. I'd like to do a little book 
- I've got about fifty or so drawings. The tight rope 
drawing is the first one I did. Lisi was in the hospital. 
She was recovering from something, which she did 
fully. I wanted to cheer her up, so that was the first 
drawing that I actually did. I was on the subway, going 
up to the hospital when I drew that. It's a tight rope 
and she's got a tear coming down, while his heart is 
missing. He's holding his heart out to her. They're both 
on the tight rope. I noticed it cheered her up and so 
every day I tried to bring her in a new drawing. Then 
I started doing them whenever I got an idea.

The cartoon on 'The Great American Bootleg Tape" 
was presumably based on a traditional print.

Yes, traditional. So I re-did it.

The one on 'Coming Up For Air" has an outer space 
theme. Yet, there's no air out there.

It was going to be black like space, but I had a dream 
that I should make it blue. I guess I'm part Indian, 
because I believe in those dreams. I decided to make 
it a blue background. It's also very striking - people are 
gonna sorta want it.

There is however a subtle twist there, because 
there's no air in outer space.

Yeh. Whatever. A joke. Well, it's blue - a lot of people 
would look outside and see that the sky is blue. It's 
air, so maybe that's that. I do these drawings. I 
changed that one - the space shuttle used to be 
American. In the end, I decided to make it Japanese 
because Ron thought that the Japanese were originally 
going to put out the record. I thought that maybe he'd 
get them back if I put something on there - actually, 
the symbol I put on there is Japanese for STAR. The 
astronaut that's floating in the air - you can see, he is 
sort of Japanese, because of his eyes are slightly 
done that way. He's sort of New Wave though. His 
hairdo is sort of New Wave too. The doghouse is out 
there - 1 think it was Fido. I believe in traditional things. 
On the CD we have this blue picture on the front of the 
liner. When you turn it over, there's a blue background 
- except the picture is square, shrunk down and the 
background is black instead of being blue. I actually 
had to do three separate drawings because the black 
was different from the blue. That's another thing - I 
thought we were doing wonderful things. All of a 
sudden, the bottom dropped out of the market for 
singer-songwriters. They weren't signing singer- 
songwriters anymore. This was really frustrating, 
because I believe in what I'm doing. Ron did too. 
When they decided to do this, Tracy Chapman was in 
her heyday. Now, everybody is very cautious and the 
economy is very bad. Finally Ron said "Let's just get 
it out there." We started re-negotiating with Rounder 
and Flying Fish. We thought we had something with 
Rounder, but it didn't quite work out. In the end, we 
worked something out with Flying Fish.

I'm amazed that Philo, the Rounder subsiduary label, 
didn't pick up your album. They're doing such 
wonderful things on that label.

We thought we were going to do something with them. 
We thought we had an agreement, but it didn't quite 
work out. I think it was something about the foreign 
ownership. I don't really want to get into that. They 
certainly have some wonderful people on Philo. Flying 
Fish also has a lot of good people. The thing is to get 
the recording out there and then do the next one. We 
waited a long time to do this. The one good thing 
about it is, I have a backlog of quality material. I can 
put out five more records without having the usual 
trouble of putting out the next album, and all of a 
sudden having to write twelve new songs. I can
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continue writing two or three new songs for each 
album, while drawing the rest from my back catalogue.
I have a lot of things I'd like to do, that I believe in. I 
want to get them out there and continue to write. This 
is that we did with this record. We used four old 
songs. Basically I was writing a lot of new things at the 
time, so there's a lot of newer things on there too.

Going back to your cartoons. Have you ever thought of 
writing story books.

I actually have two books that I've sketched out - one 
is called 'The Boy Who Chased A Bobcat" and it's 
sequel, 'The Boy Who Chased A Grissly Bear." I've 
actually done mock-up sketches, and written out the 
plot to each one.

Presumably "My Name Joe" is about a real person 
and that the incident in the song actually happened.

Yes. It happened somewhat like that, but I don't want 
to tell you the real story, because I only used part of it. 
Sometimes when people hear the real story - I guess 
about two-thirds of the story is absolutely true, but I 
don't want to get into what's absolutely true and what's 
not true. I'll tell you one thing. Joe did tenderise the 
wall with that axe. I’d been watching him do that for a 
while. I think Joe is still around and I'd really like to 
give him a copy of this tape. He definitely had a little 
trouble with English. He was the head cook and all the 
cooks were from Thailand. The restaurant was great, 
because all the people that worked in the kitchen were 
from different countries, except for me. I was the only 
American. They came from El Salvador, or Thailand, 
or from the islands, or something like that. When you 
work, you tend to have a camaraderie with people. 
When I showed the song to a couple of people there, 
they said "This is the way it is." People stand up for 
each other. In a kitchen, you feel like they'd stand up 
for you. I'm not sure I should reveal the little thing I did 
with it - let's just leave it there.

'^lumber One In America" could never have been sung 
on a stage, even a few years ago. When you sing it 
in different parts of America, do you get different 
reactions.

I do - and I always get people that thank me for it.

Do they always get the point.

Some people resent it. Even when they resent it, there 
are people in that audience that are going, "Yes. It 
should have been like this." That's why I continue to 
sing it. It's one of those songs that I literally took a 
year to write. I wrote the first six verses, and I kept 
saying "I don't want to mess this song up. It's too 
important what's going on here." I wrote it, because I 
read in the NY Times that the Klan was going to march 
in my home town. I didn't think that Bristol was a place 
the Klan would march.

The concept that you put into the storyline - is it totally 
true.

I mixed things up a little bit. Actually I wasn't sitting on

my mother's knee watching "Amos and Andy." I was 
a little bit older. In 1963, I was 12. I guess I could still 
be on my mother's lap. I didn't actually overhear my 
father on the phone with the mayor - though those 
things actually happened. My father actually talked to 
the mayor. Everybody was worried that the Freedom 
Riders were going to come in and show us up. The 
mayor called my father and some other prominent 
people to say "We're not going to let them show us up. 
We're going to change before they get here."

My theory about the phone call, was that I had your 
father down as being the town sheriff. Something like 
that I don't know why. Don't spoil it for me. He was 
obviously a fairly prominent and influential person.

He is certainly prominent and influential. My dad and 
I disagree on politics, but we love each other and we 
respect each other. We had many disagreements on 
the Vietnam War. Even to this day. We just don't talk 
politics. If we do, it lasts about 30 seconds and then 
we go - "We'll never agree."

Is Xoming Up For Air*' a new song.

Yes. Steve asked me to write a couple of upbeat 
songs, because we had a lot of waltzes on the record. 
He needed a couple of upbeat songs.

Thematically, the lyric could almost be the story of 
your life.

Very much so. At first I said, "Should I do this in the 
first person." Steve said "No. Don't do an I thing." 
'Cause I'd written he, he, he. It's another never giving 
up story. I have a couple of images in there, like the 
sailor lost at sea, who finally makes it to the shore. I 
guess at the time, I felt like I had finally arrived. I'd 
finally made it. I'd hung in there, and I’d finally made 
it. I was anticipating Columbia Records or something 
like that. But it doesn't matter. With Flying Fish, I can 
see it’s going to be more of a struggle than I thought. 
Even though here I am at 41 - you want those things 
to be over, but I can see I have more work set out.

A lot of people have said to me, '1 was never ready." 
I always say to them 'What you are doing saying that, 
you were ready ages ago." They always go, 'Well, I 
thought I was never ready."

I have finally realised that I am ready. I think that 
working on the process of making that record and 
writing that song, was something that said to me, 
"Well, I'm ready and it's time to do it." For a long time 
I hid away. Washing dishes. Staying home, not having 
to tour. Staying in New York - for nine years I washed 
dishes. Even through those other connections, I was 
still hiding away and not being ready. Actually, when 
I came to Kerrville in 1989, I could see all these 
people doing all these things. Right after Kerrville, I 
went to my High School re-union, twenty years on. I 
didn't want to tell people I was a dishwasher, so I 
called up from Kerrville and told them I hurt my back 
and couldn't wash dishes anymore (laughs). I lied. I 
hadn't hurt my back, but I couldnt wash dishes 
anymore, that's for sure. I think I definitely and finally

11



made that step and to say "I am ready and willing to 
go."

Tell us about "Don Quixote's Lullaby," which you 
dedicated to Abbie Hoffman.

He definitely influenced the writing of the song. I was 
about halfway through the first verse when he died. 
Some songs you never finish, but I said ”1 have to 
finish this song," so I continued writing it with him in 
mind.

Was he aware of your song, even as a project You 
may not know this, but you're actually the second folk 
singer to have written a song for Abbie Hoffman.

I'm sure there's more that we just don't know about.

The other song is called 'Hiding Out In America," 
which Tom Pacheco wrote. He has never recorded it 
for release. Abbie Hoffman was on the run when Tom 
wrote it He used to keep ringing Tom up. Tom got a 
demo copy of the song to Abbie. That was around 
1975/76.

I never met Abbie, but he was hero to me when I was 
at School. He had a big sense of humour. I loved his 
attitude. I was very sad when he died. I was writing 
about a generation that had tried to change the world, 
and were reflecting on it. I'll save a line, sometimes for 
years. The line that I wrote when I was in College, was 
the tag at the end - "I went to join the revolution, but I 
couldn't find a parking place." I wrote that when I was 
at the moratorium in Washington D.C protesting 
against the Vietnam War in 1971.1 wrote that line, and 
wondered if I'd ever use it in anything. I used it. You've 
heard the recording where I start of doing it softly. 
Then I do it louder. On the third occasion, I let it hang 
out. It was a great release for me to finish that song. 
It's a funny line, but it's also - here we were driving 
around Washington trying to find a parking place so we 
could go and protest. We couldn't find one - which was 
kind of funny. It was typically an American thing. I 
don't think you'd have that problem in pre-revolutionary 
places.

What about "Like A Big Wheel."

"Like A Big Wheel" is from my High School reunion. I 
went there and saw all these girls I used to have huge 
crushes on, some of whom I had dated. It's my picking 
up chicks in a car and going to the drive in song. If I 
can be politically incorrect, it's just a fun song. Steve 
wanted an upbeat song and so I went home and wrote 
it.

'Where Has My True Love Gone ?"

I wrote the melody of that when my girlfriend Lisi went 
to visit her mom for a week, in North Carolina. I just 
used that as a sort of a spur to do it - Lisi wasn't 
leaving me. She was coming back the next week, but 
I just put myself into an older time.That's a very 
traditional sentiment, I think. That's the way I wrote 
that. It's also a three minute song - 1 don't have many 
of those.

After I heard "A Notable Social Event," I had the 
feeling that you had maybe read tthe story in an old 
newspaper.

That whole reading is about my grandmother's 
debutante party. It appeared in a Jefferson, North 
Carolina newspaper and I read it at my shows 
sometimes. I didn't rewrite any of the narrative. I wrote 
the song that comes afterwards. I think it's a song that 
could have come from that time - 1899 - and it's a 
waltz. I came up with the waltz which you hear behind 
the reading first. Then I wrote those little sentimental 
words to it, about a debutante's party. When I was a 
teenager the debutante thing was in disfavour. We 
thought it was a bunch of bullshit. It was something 
parents wanted their daughters to do. We didn't give a 
damn. We wanted to change to world. We wanted to 
end the war. We didn't care about no godamned 
debutantes. Of course, when you think of your 
grandmother in 1899 having this party, you have a 
different feeling. That's one of my favourite things on 
the record. It's a period piece.

"Contrary Mary" is obviously an old song. Was that 
written almost like a stream of thought -

Actually, it's a very true story. I won't tell you who the 
woman is. What I will say is this - I used John 
Lennon's 'Norwegian Wood" and Bob Dylan's Tourth 
Time Around" as sort of guides. It's just the same as 
when I was in College figuring out Shakespearean 
sonnets and Italian sonnets - the way they rhymed and 
schemed. The way the beats were arranged. I did the 
same thing - I sort of re-wrote the melody of 
"Norwegian Wood." The first part of the melody is a 
variation on that melody. When you hear it, you don't 
even think of "Norwegian Wood." That's what got me 
off on it. For the second part of the melody, I did the 
same thing with "Fourth Time Around.” I used Bob's 
Tourth Time Round" as a lyric guide, in many ways - 
the style and so forth. His rhyme scheme. I saw this 
was going to be the scheme I wanted to use. I 
remember studying their writing techniques, and then 
saying "Oh they have a beat here for that." You should 
see the original version. I now have a completely 
different ending to the original. It's more bitter than the 
original. Some of the lines are a lot funnier because 
they're not right, they're stupid lines. It was another 
one of those new song nights at the Xom elia Street 
Cafe" and I wanted to finish it and not worry about 
whether it was good or not. The original version had 
some really outlandish lines.

The final track strings together many people, some 
real, others from literary works, such that they almost 
collide. Who is Simon Legree.

Simon Legree was the villain of 'Uncle Tom's Cabin." 
In America everybody will know that, because we still 
study the Civil War. We know that Abe Lincoln said 
"Here's the little lady that caused the great big war, 
when he meant the author of 'Uncle Tom’s Cabin." 
The big villain is Simon Legree. It continues in 
cartoons to this day. Like Snidely Whiplash from the 
Bullwinkle cartoons, is a Simon Legree type guy, with 
a moustache and so on. We continue to see that same
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villain in various names and they've always got that big 
sort of max thing. Basically, I wanted to get all the 
villains of the world together in one song.

The other character I couldn't identify, was George 
Steinbrenner.

Oh, this is so great (laughs). That's the punchline of 
the whole song and I vary it sometimes. George 
Steinbrenner - 1 guess you'd only know this if you were 
American. Maybe then, only if you liked baseball. 
Steinbrenner was the former owner of the New York 
Yankees. If Charles Dickens was going to create an 
outlandish American millionaire, he would write about 
George Steinbrenner. A very pompous guy, who was 
always pushing his way around. Two years ago he got 
thrown out of owning the Yankees, because one of his 
players - he was paying somebody to tell him dirt 
about Dave Winfield. A wonderful player and 
Steinbrenner's deliberately trying to make the guy look 
bad. When Winfield signed his contract - he signed this 
great, ten year contract. He got the better of George 
Steinbrenner in this certain respect. Dave said "I want 
something for a one year thing" and George said "I 
won't do it at that, but I'll do it at two years for another 
thing." Winfield took it to his lawyers and they said 
"Hey, this is better than we did. Say "yes" before he 
changes his mind." So he signed it and then
Steinbrenner realised he had been taken a little bit. 
Instead of saying "Well, I got taken for ten years - and 
he is one of the best players in baseball, every year 
knocking in 100 rbis." Hitting thirty home runs. Every 
year for 10 years, he did this. He's like trying to dig up 
dirt on the guy and show him up. Baseball is still the 
number one sport in America and the Yankees - 
Reggie Jackson, won the World Series for them a 
couple of times, and George Steinbrenner was always 
like the ugly American. A big millionaire pushing his 
weight around. If he didn't get his way, he'd huff and 
puff. Charles Dickens would have had the greatest 
time with this guy. What you'd call a larger than life 
buffoon.

Like the club owner in Robert Retford's 'The 
Natural."

The evil manipulator. Yes, absolutely. If you love 
baseball, you'll know who George Steinbrenner is. Now 
he's trying to buy his way back in, but who knows if 
he'll make it. Lately in concert, I'll stop the song at 
George Steinbrenner and say "Wait a minute, George 
Steinbrenner has been kicked out of baseball. He's no 
longer the villain he once was." I'll just have to retrace 
my steps and go back and replace him with Jesse 
Helms. He's like this senator from North Carolina, very 
right wing, against everything. A real buffoon. He's for 
growing tobacco. He's against the arts, gays, blacks. 
He's not a humane man and everybody in America 
knows who he is. He’s my new George Steinbrenner, 
because George is no longer the villain he once was. 
When I wrote that song I was thinking I'm going to 
have a pie fight at the end. This is a really fun song to 
write - I've got all these villains, but what's the point of 
it - what are they going to do at the end of it. Maybe I'll 
have a pie fight. I'm going back to the 20's. The 
Keystone Cop era. I'm going back to that pie fight era.

Laurel & Hardy. I'm going back to a traditional thing, 
that's already been done. I'm going up to bed and I'm 
thinking "Pie fight - well, I don't know." As I'm climbing 
my loft ladder to go to bed, I'm going "Not a big pie 
fight. They all throw a pie at George Steinbrenner's 
face." I remember the moment, and thinking 'This is 
perfect, this is perfect." All these villains get together 
and instead of fighting each other, they throw it in his 
face. He's the only literal contemporary in the whole 
song. Everybody else is literary from the 19th century 
or from modern comic books. Most of them are dead 
or they're a fictional character. He's the only one who 
is still alive, I believe. I'll have to look at the list again.

One of the things about your lyrical style, is the rich 
streak of barbed humour. Humour which is very valid, 
and straight to the point You don't mess about getting 
your point over. Has that always been there.

Yes. I think I cross the line sometimes, but it's good to 
cross that line. I don't think I've ever been known as 
the class clown.

Not at all. I didn't mean it that way.

But I do have a humour thing that I bring into my work.

The hammer in the velvet glove. It gets the point 
across every time - Your song "Jesus The Fugitive 
Prince" is one of the latest 'Fast Folk" releases. 
Compared with Pierce Pettis who is overtly religious in 
his song lyrics, are you a person who is even slightly 
religious.

No, I'm not. I'm a person like Lisi says, "There's many 
cows. The same milk." I'm one of those people who 
believes Budda's fine. Jesus is fine. The sun is fine. 
The Norse gods are fine. Those things, they are all 
fine. I guess I have an impulse - sometimes I have 
this feeling "Gee, there must be something out there." 
I was raised a Methodist and I think that continues. I 
even have a song about how great it is to be a 
Methodist, but I was writing it in the style. I have a 
bible. That's the way I was raised. That's my culture 
and I use it as part of my culture, but I'm not a strictly 
religious person. I believe that people have an impulse 
for God. It has to be relieved and I'm not a person 
that's real strict about which God it is. It doesn't have 
to be one God or the other. I have the feeling inside 
me that something is there, a lot of times. I'm not an 
atheist. Strictly speaking, I guess I would have to say 
I'm an agnostic. A lot of people think it's not fair to say 
that. I respect people's choice to believe in those 
things. I think if they didn't, those religions would be 
diluted and not be the strengths they are now. If 
people weren't somewhat fanatical about their beliefs 
- the orthodox Jews - how would it survive.

So where do you think songs come from.

Gosh, I don't know. That particular song - Suzzy 
Roche asked me to be in a Christmas benefit show 
that The Roches do at the Bottom Line every year. 
She asked me, Loudon Wainright and several others 
to write a Christmas song. I went "Wow, jeez, a 
Christmas song. If I'm only going to do one song - let's
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see, what am I going to do." I thought about when I 
was a kid. I remember someone saying "If Jesus Christ 
came around today, they would put him in the lunatic 
asylum." That was a very common thing when I was a 
kid. I don't know if they say it now, or if a lot of people 
have heard it. You might have heard it, I don't know. 
Is it a very common thing. I think it's very common. 
Maybe they have said it for centuries.

Would they spot him though.

Maybe they'd say they had. Anyway, I thought "Well, 
let's see." I started thinking of Jesus in the insane 
asylum. Then I was having problems - I couldn't come 
up with the melody - 1 had the idea that it was modem 
day and Jesus was in the insane asylum. I called up 
my friend George Gerdes - The Roches also cut one 
of his songs on one of their records. He's a wonderful 
songwriter - 'Obituary" and "Son of Obituary," are two 
of his great albums. He's now an actor in California, 
and he's just been on '1_.A. Law." He's doing pretty 
well. I talk to him, and he's a good friend. He had a 
couple of buddies that were on the 'lAveme and 
Shirley Show,"Squiggy and Lennie. I remember seeing 
a show they did, a Christmas Show, and they sang a 
song about orphans. He sang me the first line. He had 
them sing it at a party - this was a couple of years 
ago, and he sent me the tape. It gave me the idea 
"Oh well, they're in the insane asylum" and Jesus - I 
used that idea as sort of a form. Forms are very 
useful to me. It's hard for me to create a form out of 
a vacuum. Sometimes I guess I can get lucky and it 
will work. Their song is sort of funny. It's about Santa 
Claus visiting the orphans and he's a drunk. I didn't 
want to do that, I wanted to do something different. It 
gave me the form and I came up with the melody. It 
took me about three months to complete the song. A 
lot of my best songs take three months to evolve.

How about songs which take fifteen minute to 
complete.

I can't do that. I've done that before and some of them 
have worked out pretty well, like that children's song 
on "The Kitchen Tape," 'The Perfect Love" - although 
on "The Kitchen Tape" it's called 'Unfitted #316." I got 
that song - The Smithereens with Pat DiNunzio - 1 saw 
him on the Encinio Hall Show and I started playing 
along with this rock and roll song at home and made 
up this children's melody. I had the song literally the 
next night. I love the song. It's one of the few songs 
that I've written with ease in only a day. Most songs 
I have to struggle with the melody. 'The Great 
American Dream" took me three months. 'Un The 
Road To Fairfax County" took me three months. 
'IMumber One In America" took me a year. Of course,
I did set it aside, but it was literally a year. I would 
come back to it and try and work on it. A lot of times 
I come up with one line of melody and then I have to 
struggle to get another line that follows it, that's just as 
good. That's another thing, having the dulcimer. I use 
it as a melody instrument, not as a rhythm instrument. 
I will play the melody on the dulcimer and sing the 
melody. Somehow it's not bad - a lot of people do the 
opposite though, play rhythm on the dulcimer and sing 
the melody. I was just too inexperienced to do that. I

did it the easiest way possible, which was to do both.
I found that that's my style and I like doing it that way.
I will work on the melody and at the same time, I'm 
writing the lyrics. I'll figure out an eight line verse or a 
four line verse. One line of melody will let you know 
what your meter is, for the rest of the verse. I'll be 
writing out the verse and getting ideas and so forth. 
By the time I finally figure out the chorus or the 
melody, I've got most of the lyrics figured out. That 
was a wonderful song to work on. I have gotten a little 
flack from psychiatric institutions because they don't 
like the way I've trivialised drugs. Drugs help people 
and they don't want me to trivialise the straightjacket 
and so forth, but I just cannot be encumbered with - I 
know you're going to hurt somebody's feelings here 
and there, but I want them to hear the spirit of the 
song. Actually I got a letter from somebody and I sent 
them the lyrics saying "Please examine these lyrics 
and see that I'm really on Jesus' side" - it's funny, but 
I'm on Jesus' side and I think it's a sympathetic 
portrayal. I got in trouble from a religious person too. 
They complained and I said "Please look at this more 
closely and try to get away from your religious 
prejudices. See that it is religious." I have a song 
'Down Derry Down," that I think some Christian 
religions will have a lot of objections to. I've actually 
had some preachers say they understand it, because 
it's from the devil's point of view. Like Milton doing 
"Paradise Lost" That was one of the inspirations for 
'Down Derry Down." You haven't heard that because 
it's on 'The Great American Bootleg Tape." It's also on 
a Fast Folk Record. Mark Twain influenced that. 
"Letters From The Earth" and "Screw Tape Letters." I 
was writing from the point of view of the devil. Just like 
I used a young woman's point of view in 'Un The 
Road To Fairfax County" - she might have been in 
love with an outlaw, and he might or might not have 
taken her, had he lived. I believe in taking other 
people's voices. Very occasionally I will use my own 
experience and 1 believe in that, but I also believe in 
transforming yourself into somebody else. It's a lot of 
fun. I remember the exhilaration I felt when I was 
writing 'Dn The Road To Fairfax County” and I finally 
got that line, and I went, "Oh, I'm a woman." It was 
like a total liberating sort of feeling - the lost link - and 
I thought "This is going to be easy to write now." I've 
actually had people give me trouble for that, because 
they said it was a traditional role for a woman and it 
was politically incorrect. I think 'The Village Voice" said 
some nasty things about it. That I was reinforcing 
traditional roles. I was not thinking about that, when I 
was writing the song. I just have to shrug that off. You 
notice, you have to shrug things off a lot. Just like 
baseball player goes up there and if he gets one hit 
out of four times at bat, he's doing his job. He has 
failed three times. So you find at songwriting - you 
find yourself failing, yet you're doing your job.

Thank you.

You're welcome. One thing I wanted to mention. This 
only takes a second. My philosophy of songwriting is 
this. I read somewhere that there's two kinds of songs. 
Fast songs and slow songs. I thought that was pretty 
funny. Jimmie Rodgers said that. I thought "What kind 
of songs do I have." I realised I either tell a story, or I
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say the same thing over and over and over again. 
"Sightseer," 'Wake Up," are variations on a theme, or 
you have this traditional sort of thing. That's my two 
categories of song. I do have a third category, which 
is sort of a weird category. When I'm working well, I 
like to be writing two songs at the same time. One a 
story song and the other where I'm saying the same 
thing over and over. It feeds the two sides of my brain. 
It frees me up. It loosens me. So when I'm going good 
that's the way I'm going. That's how I like to work.

t o
If I recall correctly, the independent, cassette only 
predecessor of ThreadgiH's Supper Session," first 
appeared in late 1991. Thanks to Watermelon's 
continued support of local Austin musicians, this aural 
pilgrimage to Wednesday night at ThreadgiH's eatery 
way out there on the North side of town, is now 
available on one of those little silver saucer sized 
thingies. This ongoing event, regularly attracts a 
capacity crowd of locals with discerning taste [in the 
buds of their tongue and the avenues of their ears].

The hour long set features the combined talents of, 
Jimmie Dale Gilmore (for seven years, until 1990, the 
regular midweek compere at ThreadgiH's), Champ 
Hood (ex-Uncle Walt's Band and current host), local 
songbirds Christine Albert (country division), Marcia 
Ball (blues league) and Sarah Elizabeth Campbell (folk 
alliance), Butch Hancock - referred to these days as a 
local icon, and finally, sideman to many, Marvin 
Denton - a guitar picker of predigious proportions. As 
if that weren't enough, The Threadgill Troubadours 
draw upon the cream of local pickers, blowers and 
beaters including David Heath, Ron Erwin (drums), 
Gary Primich (harmonica), Tex Sweeney (mandolin) 
and Steve Williams (guitar).

Sandwiched between the traditional opening and 
closing tunes, your thirst is assauged by a reservoir of 
honest down home, multi flavoured Texas music. 
Jimmie Rodgers' 'Waiting For A Train" kicks off the 
proceedings, with a dual vocal by Gilmore and Hood. 
Christine Albert trills on the Don Gibson standard 
"Sweet Dreams," while Marcia Ball (co-owner/hostess 
at another fine Austin music venue/eatery, La Zona 
Rosa) provides the harmony vocal to Sarah Elizabeth 
Cambell's lead on "Sad Situation." With the exception 
of Butch Hancock's 'Bluebird" the other players 
perform cover material. Always one for flying in the 
face of convention, Hancock pulls of what just might be 
the definitive, recorded rendition of his classic. "Sittin’ 
On Top Of The World" with vocals by The Threadgills 
Triplets [Messrs. Hancock, Gilmore and Hood] closes 
ThreadgiH's Unplugged - a Texas tradition before there 
was even a pretender to the throne...........

Music historians with sixties sensibilities and a 
modicum of deja vu, should take note of the title of this 
recording. Available in the UK from Topic Records.

'Ghost Town Girl" is the third solo outing from 
Columbus, Ohio based, Sally Fingerett. For the last

couple of years, Sal has also been a regular in my 
favourite folk foursome, The Bitchin’ Babes. 'Ghost 
Town Girl" opens with the romantically inclined, jazz 
shuffle 'True Love," followed by the title cut.

Relationships are the inspiration for the ensuing 
quartet of Fingerett composed tunes. There's the fond 
memories of "Mama Ghetto Rose," a worldly wise old 
entertainer. Once the affair is over, it's a case of "Don't 
Look Back" as the husband who is left behind, 
discovers when "She W ont Be Walking." Although 
"Save Me A Seat" was penned as a eulogy for a close 
friend whose battle with cancer ultimately proved futile, 
it features a somewhat uptempo melody. Sally relates 
her cherished wish that one day, they will be reunited 
on the other side. Rather than settle for tears and 
might have beens, the lyric offers a proactive vision of 
hope for the future.

In a world raped for it's resources by mankind, the 
ecological theme of never giving up the fight in 'When 
I Wake From This Night" was penned by Fingerett for 
her young daughter, Elizabeth. If your taste leans 
toward a free form mix of jazz and folk tinged tunes, 
which sympathetically examine the human condition, 
the address you need is Amerisound, 1331 
Chesapeake, Columbus, Ohio 43212.

Once upon 1985, in Ohio there was a punk-country 
group called The Highwaymen. Someway down the 
road, the boys in the band discovered the joys of living 
in Austin, Texas and soon moved their base to the 
[rightful] music capital of the US/World. Their high 
energy cassette releases, ’Kevisited" [1989] and "Live 
Texas Radio" [1990] for Jungle Records, were followed 
last year by Amazing's six track mini-album 'Blue Days 
Black Nights." By then, The Highwaymen had mutated 
into Loose Diamonds, in the process burnishing off 
some of their harder rock leanings.

What a difference another year makes. While Bonnie 
Raitt's right hand guitar man, Steve Bruton, retained 
the producer’s chair in the crosstown transition from 
Amazing to Dos [Antone's new satellite label], Ron 
Erwin vacated the drummer's stool for Darren Hess, 
and the addition of Corey Mauser’s keyboards 
broadened their sound. So there you go folks, a
potted band history to date.........That said, let's burn
some daylight.

Five of the half dozen "Blue Days..." cuts survived the 
transfer to 'Burning Daylight" The songwriting heart of 
Loose Diamonds beats to the words and music of Troy 
Campbell, who boasts Scottish/Korean ancestry, 
teamed with a trio of contributions from guitarist Jud 
Scrappy Newcombe. Following the departure of The 
Highwaymen's original drummer Mark Patterson in late 
1990, Campbell undertook a series of acoustic gigs. In 
the process, he discovered that despite the reduction 
in the sonic level, his songs still secured an 
appreciative audience reaction.

The narrator in 'Wake Up Baby" has just sweated his 
way through yet another nightmare, while the people 
you love most are usually the "Last Ones" to know the 
truth, is the maxim employed in the latter lyric. As if
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too prove that the boys can still deliver high octane 
rock, '725” is a road song taken at breakneck speed. 
’Wow Much I Lost," "Side of the Road" and 
’Downtown" all boast unashamedly commercial guitar 
hooks from Newcombe, while Campbell explores fond 
teenage memories in 'Kentucky Eyes." The latter cut 
being dedicated to his father. Newcombe doubtless 
regards his latest love as an angel, hence the 
"Heavens to the Ground" allusion of the closing track. 
Not really a debut, more a confirmation that Loose 
Diamonds are one of the finest young bands around 
currently. Available from DOS Records, 609 B West 
Sixth Street, Austin, Texas 78701.

[FOOTNOTE. Loose Diamonds took their name from 
a truly astounding Jo Carol Pierce song. And who you 
may ask, is Jo Carol Pierce ? Well, Kimmie Rhodes 
namechecked her on "It’ll Do." A native of Lubbock, 
Texas, a couple of decades back, Jo Carol was the 
first Mrs. Jimmie Dale Gilmore. Now Austin based, she
writes plays, sings and believe me.... is one hell of a
songwriter. Oh those Lubbock Lights].

In the summer of 1992, Michael McNevin, a native of 
Pleasanton, California was one of the New Folk Award 
Winners at the prestigious Kerrville Folk Festival. In the 
process he joined the ranks of previous winners, Nanci 
Griffith, Robert Earl Keen, David Wilcox, Darden Smith, 
John Gorka and Tish Hinojosa. Other competitiors over 
the years, have included Shawn Colvin, Lyle Lovett 
and Betty Elders. Follow my train of thought ?

Last summer "Secondhand Stories" was only available 
on cassette. Now it is available on CD from Mud pud die 
Music, P.O. Box 5062, Pleasanton, California 94566.
Included among my 1992 "Best of..." selections, I make 
no apologies for reminding you of this gem....

The first thing that struck me about McNevin was his 
voice. How alike it was to Buddy Mondlock's. Buddy is 
another New Folk winner, with a major label album due 
later this year. Stylistically, McNevin leans heavily 
toward storytelling songs, which is OK in my book. A 
taxi driver, salesman and a business mogul relate their 
personal tales in the opening track 'Busy Life." A night 
is spent in a "Jersey Jail" for non payment of a 60 cent 
rail fare, while "Morning Pearl" explores the life of a 
professional lady. The protagonist in 'Thanks For 
Asking" who is financially embarrassed, is shown some 
kindness by a waitress. If the latter lyric fails to restore 
your faith in the human species, I'd venture that you 
need some serious help in the area of social 
conciousness.

I first got into baseball songs back in 1986, by way of 
Chris Vallillo's 'If  You Were Mickey Mantle." McNevin's 
sorry tale of his life as a Little Leaguer 'The Pride of 
Niles-Centerville,” is a touchingly humourous saga. 
While visiting a charity store in search of sandals, a 
nylon shoulder bag catches McNevin's eye. Inside the 
bag he finds a letter, the contents of which are 
"Secondhand Stories." The ensuing narrative, between 
two brothers (one, the previous owner of the bag still 
lives at home), focuses on the problems they are 
currently experiencing in their lives. In 'November 
Fourth," McNevin recalls his all too recent busking

days. You only stumble across debut albums with 
great melodies and clearly focussed lyrics, every once 
in a while. "Secondhand Stories" is the latest recording 
to join that rare breed.

Michael Fracasso's "Love & Trust" also possessed an 
earlier existence in a cassette only form. The thirteen 
cut CD version contains two additional tracks, 'Dne 
That Got Away" and 'Brazos River Blues," plus a re
recorded version of the title song.

Through the eighties, Fracasso was a Greenwich 
Village, New York folkie. He moved to Austin in 1990. 
Apart from sustaining his burgeoning solo career, 
these days, with Ian Matthews (yes, the British one) 
and Mark Hallman (owner of Congress House Studios 
in Austin) in tow, the trio perform as Hamiltons Pool. 
Their debut album is probably a year away, so in the 
meantime......

Fracasso has a rather distinctive voice. There's an 
aching country edge to it, a falsetto and occasionally 
a Buddy Hollyish hiccup. The press release even 
compares his singing style to Roy Orbision and Gene 
Pitney, neither of which could be denied, when 
considering that you soon find yourself humming his 
more pop oriented tunes.

Then there's Fracasso’s lyrics. Intelligent - throughout. 
Poignant - where necessary. Stories - Aplenty. 
Humourous - on occasions, in the extreme. 
Stylistically, he effectively combines rock with folk, 
country and pop. Come to think of it, 'Play the Drum, 
Slowly" delves into that folk music sub division, old 
timey. For me, the latter lyric perfectly evoked the aura 
of the American War of Independence.

Kicking off the album is 'Thing About You," with 
definite references to the music of Buddy Holly, as 
does 'Dne That Got Away" later in the set. 'The 
Streets of October*' is an autumnal love song in every 
respect, while 'Door #1" features Lucinda Williams on 
background vocals. 'Wake Up, George" develops into 
every man's worst nightmare and then some. Not 
content with accurately observing the eventual 
deterioration of a male/female relationship, Fracasso 
then progresses to the surreal with "There's a 
cockroach in the bathroom, You better bring your gun, 
He's bigger than the family dog, I think he ate our 
son." I must admit that I have never been averse to 
some honest exagerration, when the circumstances 
were appropriate.

Conclusion ? I'm afraid that Michael Fracasso is 
another singer/songwriter who deserves your 
patronage. Available from Dejadisc, 537 Lindsey 
Street, San Marcos, Texas 78666.

Monte Warden's debut solo set for Watermelon is 
shameless in it's exploitation of late 50's American 
rock n' roll, pop, rockabilly and country music 
references. Melodically, it calls up every damned hook
that was included in the book (and then some.......).
Lyrically, there's nothing here to tax the intellect - the 
songs being mostly oriented around boy/girl vignettes. 
It only lasts a tad over thirty five minutes, which in this
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CD age, appears to be the [legal] maximum for country 
albums - 'cepting this one was recorded way down 
there in Austin, Texas. And then.............

Warden formerly leader of The Wagoneers [two A&M 
albums in the late ’80's] and prior to that Whoa ! 
Trigger [love the reuse of the old logo, which proves 
that the boy hasn't abandoned his roots], had a hand 
in writing all the tunes here - a number with bandmates 
Mas Palermo and Brad Fordham (from Kelly Willis' 
Ranch Romance), plus one with former Wagoneer 
Brent Wilson, as well as others with those Nashville 
boys Kostas, Paul Kennerley and Bill Lloyd.

There's even a duet with Kelly Willis on the ballad 'The 
Only One." The liner of her 1990 'Well Travelled Love" 
recording featured a ticket stub for a Janis Martin 
concert. If that wasn't meant to be the female half of 
the clue, then I don't know........

As far as influences go, it's pretty obvious where these 
Texas youngsters are coming from musically. The 
point however, is that Warden's work is beyond mere 
duplication. He is obviously so deeply immersed in the 
genre, that the result is eleven great sounding new 
songs. The limited duration I mentioned earlier, could 
not have been more perfectly timed. Any more and 
there would have been a surfeit of saccharine. Frankly, 
a dazzling solo debut.

As a major label release, dilution of the material 
contained here would doubtless have occured. By 
jumping on board with a hometown label, Watermelon 
and Warden have kept true to the faith. What more is 
there to say ? Available in the UK from Topic Records.

Through three decades, Maryann Price has 
respectively been a vocalist with Dan Hicks & His Hot 
Licks, The Kinks, Asleep At The Wheel and latterly, 
with the as yet unrecorded, Ethyl 'n' Methyl. Her 
partner in the latter duo being another former Sleeper, 
Chris O’Connell. Austin, Texas is their base these days 
and 'Etched in Swing," produced by Dan Forte, was 
recorded at Cedar Creek Studios. This Watermelon 
recording is Maryann's debut solo set.

The material here, concentrates on Price's favourite 
genre - jazz. The smoky, late night brand, whose 
incidious rhythms soon have you firmly in their grasp, 
whatever your musical taste. Maryann is aided on her 
debut solo project by numerous old pals - ex Hot 
Lickers, Dan Hicks and John Girton to former Sleepers, 
O'Connell, Floyd Domino and Danny Levin. In 
addition, there's a gaggle of Austin's best pickers and 
drummers, including Herb Remington, Art Kidd, 
Spencer Starnes and Wes Starr.

Price's vocal skills are most certainly held in great 
esteem by her fellow players. To the extent that old 
Bob Wills alumni, Leon Rausch, shares the vocal on '1 
Never Had It So Good." In fact Price's voice is one hell 
of a beautiful and refined instrument. Just check out 
her high octane (OK, octave) C's duet with Gary 
Slechta's trumpet on "Love Is A Word For The Blues." 
Now there's one defintion for ecstacy.

'Etched In Swing." Captured for eternity. Created with 
tender loving care. Stamped, perfection. Available in 
the UK via Topic Records.

Over the last couple of years, Canadian bred 
singer/songwriter, James Keelaghan, has made the 
transition to concert stages across the 49th parallel. 
Some would have you believe that he has inherited 
the folk crown of the late Stan Rogers. One thing is for 
certain, on "My Skies" there's a familiar melancholy 
about songs such as T Would I Were" and 'Kiri's 
Piano." Irrespective of that, in my book, Keelaghan is 
very much his own man with a unique perspective on 
life.

His first two recordings 'Timelines" [1987] and "Small 
Rebellions" [1990], were for the Alberta based 
Tranquilla label. The former was reissued last year, 
with the addition of one track by DIRTY LINEN 
magazine. The songs on both recordings, leant heavily 
on perspectives of Canuck history. With his Green 
Linnet debut "My Skies," James paints on a more 
universal canvas.

In the title selection, the narrator explores his frustation 
at the inconsistencies of maintaining a day to day 
existence. Time passes and things inevitably change, 
being the conclusion. There’s the ice hockey hero in " 
'Glory Bound," who dies before he attains his full 
potential, while ’Grion" is the eternal observer of life's 
passage - "That time is a river and on it we're flowing, 
We're rocking and rolling, Til we reach the sea."

Resorting to a chronicle of the past once more, 
"Abraham" is dedicated to those Heights where 
Montcalm and Wolfe once fought. The eleventh and 
closing cut, presents the optimistic view that 
'Tomorrow Is Another Day." Hardly an earth shattering 
achievement, I believe that Keelaghan's best album 
lies somewhere in the future. Available in the UK via 
Topic Records.

With the Philo compilation 'Big Times In A Small Town 
- The Vineyard Tapes," the Mother Theresa of Folk 
Musicians, Christine Lavin, strikes again with another 
of her Various Artist extravaganzas. By [her] invitation, 
around sixty American folk artists of varying stature 
careerwise, performed at the Wintertide Coffeehouse 
in Martha's Vineyard, Massachusetts, during 
September 1992. It's proposed that this folk summit, 
will become an annual live event. And an audio one,
I tru s t! 'Big Times...." is a seventeen track soupcon of 
the initial, month long event.

A handful of the Vineyard protagonists have appeared 
on previous Lavinganza's - David Wilcox, Cliff 
Eberhardt, Patty Larkin, Cheryl Wheeler, David Roth 
and David Buskin - being the names in question. 
While acknowledging the undoubted talent of the 
former, the real charm and delight lodged in these 
compilations, lies in the discovery of previously 
unknown artists. What's more, Lavin prepares her 
assault on your ears to the meticulous Nth degree. 
The booklet which accompanies the disc, imparts a 
potted history of each artist, recordings (if any) and 
most importantly - a contact address. All for the
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voracious of appetite, as far as songs and songwriters 
are concerned !

Which brings me to a handful of commendations. First, 
there's James Mee's amusing tale of America the 
Minor in the opening, album title track ’Big Times In A 
Small Town." John Forster also deals in humourous 
turns of phrase. Coming across as a mixture of Victor 
Borge and Tom Lehrer, it's sufficient to relate that his 
travelogue is titled 'Entering Marion." What's more, 
there's a Philo solo album due from Forster in the near 
future. The instrumental "Afro-Cuban Lullaby," displays 
the guitar picking talents of Hilary Field to stunning 
effect. Honourable mentions also for Chuck Pyle's "A 
Time To Decide/Endless Sky" and Pierce Pettis' "Nod 
Over Coffee."

And then there's the longest cut on the set, Pete 
Nelson's "Summer of Love." A mere snip at seven and 
a half minutes. Spanning the quarter century which 
followed 1967, the story/lyric balances the innocence 
of youth, with the reflections of a worldly wise forty 
something. "One o f the finest songs I'll ever hear in my 
lifetime," kind of nails it. Essential [for this track alone], 
is something of an understatement. Available in the UK 
via Topic Records.

"Love, Kristina" is California based Olsen's second solo 
album in as many years. As with her self titled Philo 
debut, Kristina retains Nina Gerber in the role of 
producer. On the dozen tracks, she's aided and 
abetted by some of the state's finest musicians, 
including Laurie Lewis, Barbara Higbie and Teresa 
Trull. And let's not forget Gerber's consummate skill 
with six stringed instruments.

With that eclectic mix of New Age, bluegrass and 
folk/contemporary players, how could you fail ? To be 
honest, it's the material which I find lacking at times. 
Lyrically, most of Olsen's songs are concerned with 
love and relationships. 'Bow Can You Think That I 
Don't Know" and 'Keeping This Life Of Mine [Song For 
Battered Women]" to quote two titles, are damned fine 
songs. What I can't quite reconcile are fillers such as 
'Little Brother Sure Can Dance," or for that matter, the 
point of the eighty second long album title cut and the 
equally short "Five Year Old." The verdict. Thoroughly 
pleasing in parts. Patchy in places. Available in the UK 
via Topic Records.

Frankly, Beth Nielsen Chapman's 'You Hold The Key" 
is a massive disappointment relative to her 1990 self 
titled set. If there are any redeeming aspects to this 
new album, which furnish a glimmer of glories past and 
hopefully of those to come, they reside in the closing 
trio of tracks. That said, I'm a total sucker for 
Chapman's voice. She could be reciting from Yellow 
Pages for all that I would care. Drawn from the same 
singer/songwriter mould which gave us the 
incomparable Jenny Warnes, the too long silent Karla 
Bonnoff, the ostensibly invisible Leah Kunkel and 
latterly, from the Nashville production line [Mary Ann] 
Kennedy [Pam] Rose, I can only hope that Chapman's 
next album results in the return of heavy duty lyrical 
introspection. Naval gazing is the current de rigueur 
term, I believe.

First, there was a book with the working title, "Rhythm 
Oil." American music historian, Stanley Booth was 
penning that one. Soon after that projected title 
appeared in an American newspaper article, came 
"Rhythm Oil" the song. It was introduced to the planet 
by it's creator, Terry Clarke, during a support set (to 
Messrs Gilmore, Hancock and Taylor) at our very own 
Breedon Bar, here in Birmingham, England. The date,
Tuesday May 1st, 1990. I know, because I was..........
The echo from the closing chords had hardly died 
away, as Taylor offered to play on the studio version 
of the song, "rhythm Oil" the recording concept, was 
born on that early summer evening. Recorded over a 
matter of days during the Spring of the following year, 
"rhythm Oil" the album, was in the can. What ensued 
could only be described as, 'Ytiythm Oil" the delay. 
Y'all know how cash flow works, or at least doesn't, 
these days. Particularly in the case of small, 
independent record labels. By the way, Stanley Booth's 
book was published in the UK last year.

Originally slated for a September 1992 release, 
'Yhythm Oil - the sessions," finally hit record store 
shelves this summer. The ten tracks close out a tad 
under sixty minutes, with the title and opening cut, 
being a five and a half minute, rip roaring, tour de 
force which cross references almost everything 
associated with oil. Along the way, there's even a few 
suggestions for rather exotic [or is that esoteric] 
applications of this universally slippery product!

Clarke penned five of the tracks, co-wrote another trio 
with Michael Messer, while the decade is completed by 
a Mississippi Fred McDowell tune and McKinley 
Morganfield’s '1 Can't Be Satisfied." If 'Call Up A 
Hurricane" was Clarke's nod to country music, then 
'The Shelly River*' was definitely a folk set which found 
inspiration in his Celtic ancestry. With "rhythm Oil" he's 
one of the boys in band, getting down, for some gritty 
blues and good old rock n' roll.

Check out the CD booklet for Johnny Cash's astute 
liner notes (and thereby hangs a tale with enough grist 
on it, for a novel), some rather amusing details relating 
to the instrumentation on each cut, and a damned fine 
black/white liner from the lens of Alan Messer. The 
latter was aided and abetted by a few pieces of 
computer generated wizardry, do  Joe Ely.

Favourite cuts here, include the gentle and sensuous 
'Purple Dress," the rockabilly rhythms of 'Bock Me 
Rosalie" and the Irish influences/references in the lyric 
of 'Bodhrans and Bones." One of Clarke's finest (and 
as yet unrecorded) tunes is titled, 'The Strange Case 
of the Dissolving Face." 'Yhythm Oil" is one of many 
guises which Clarke dons from time to time. They are 
all pieces in the same jigsaw. Finally, let's not forget 
the finger pickin' good contributions, made by those 
blues dipped soul mates, Michael Messer and Jesse 
"Guitar" Taylor.

Available on CD from ACD Music Distribution, 78 
Stanley Gardens, Acton, London W3 for the princely 
sum of £12.99 incl. postage to anywhere in the World. 
Cheques to be drawn on a UK bank and made payable 
to Pat Tynan.
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A  Kerrverts Festival 50.
There is a reason, There is a rhyme,
There is a season, There is a time,
and then, there's the latest KERRVERTS FESTIVAL 50.

9.
10

13
14.
15.

The Dutchman MICHAEL SMITH "Michael Smith/Love Stories" Flying Fish FF 70404 [1986/1991] #
The Way To Calvary ROD MACDONALD "Highway To Nowhere" Shanachie 8001 [1992],
Years BETH NIELSEN CHAPMAN "Beth Nielsen Chapman" Reprise 9 26172-2 [1990].
Falling Rain BETTY ELDERS "Peaceful Existence" Whistling Pig WP 1217 [1993]. #
Summer Of Love PETER NELSON "Big Times In A Small Town - The Vineyard Tapes" Philo PH 1155 [1993], 
Yarrington Town MICKIE MERKENS "Texas Summer Nights, Vol. 1" Potato Satellite PS2-1000 [1983], #
Thing About You MICHAEL FRACASSO "Love & Trust" Dejadisc DJD 3205 [1993] #
Rhythm Oil TERRY CLARKE, MICHAEL MESSER & JESSE TAYLOR

"rhythm Oil - the sessions" Minidoka MICD 0006 [1993],
Heavens To The Ground LOOSE DIAMONDS "Burning Daylight" Dos 7001 [1993]. #
Don’t Know A Thing MONTE WARDEN "Monte Warden" Watermelon CD 1015 [1993] #

11. Grand Canyon STEINAR ALBRIGHTSEN/TOM PACHECO "Big Storm Cornin'" Norsk IDCD 33 [1993]
12. Believe Me, Sligo THOM MOORE "Dreamer In Russia" Solid SUNCD 2 [1990], A 

Number One In America DAVID MASSENGILL "Coming Up For Air" Flying Fish FF 70590 [1992] #
The Cuban Sandwich BARRENCE WHITFIELD w/ TOM RUSSELL "Hillbilly Voodoo" East Side Digital 80692 [1993]. # 
True Love SALLY FINGERETT "Ghost Town Girl" Amerisound AMR 1 977 799 [1993]. #

16. The Moon And St. Christopher MARY CHAPIN CARPENTER "Planet Bluegrass - Telluride 1992" TAD92C [1993], #
17. The Deerhunter DOYLE CARVER "American Impressionist Songwriters" Waterbug WBG 006 [1993] #
18. Where Has My Lady Gone FOUR MEN & A DOG "Shifting Gravel" Special Delivery SPDCD 1047 [1993].
19. Orion JAMES KEELAGHAN "My Skies" Green Linnet/Redbird Series GLCD 2112 [1993] #
20. Main Street DAVE MALLETT "this town" Vanguard VCD-79466 [1993], #
21. Texas Kind Of Attitude MARYANN PRICE "Etched In Swing" Watermelon CD 1014 [1993]. #
22. May I GORDON UGHTFOOT "Did She Mention My Name/Back Here On Earth" Bear Family BCD 15699 AH [1993] A
23. Small Town Boy DON McCAUSTER Jr "Brand New Ways" Dejadisc DJD 3206 [1993], #
24. Canadian Railroad Trilogy GORDON UGHTFOOT "Sunday Concert plus" Bear Family BCD 15691 AH [1993], A
25. Sad Situation SARAH EUZABETH CAMPBELL "Threadgill's Supper Session" Watermelon/Buddy CD 1013 [1991/93] #
26. I Don't Know BETH NIELSEN CHAPMAN "You Hold the Key" Reprise 9326-45233-2 [1993].
27. The Vacuum Song TAMARACK "Frobisher Bay" Folk Era Productions FE1409CD [1993] #
00 Thinkin' 'Bout Lovin’ You Again TONI PRICE "Swim Away" Antone's/Discovery 77003 [1993] #

Man Of Steel DAVID HALLEY "Broken Spell" Dos 7003 [1993]. #
Hole In The River DARDEN SMITH "Little Victories" Chaos/Columbia CK 48528 [1993],

31. The Sound Of One Heart Breaking SYLVIA TYSON "Gypsy Cadillac" Silver City SCD 2266 [1992]. #
32. Trail Of Freedom BILL MILLER "The Red Road" Warner Western 9 45324-2 [1993], # 

n.y. 10/11/91 VICKY PRATT KEATING "Blue Apples" no label, no index no. [1993]. #
Odyssey EUZA GILKYSON "Through The Looking Glass" Private/BMG 01005-82109-2 [1993]. #
Home On The Range TERRY ALLEN "Pedal Steal/Rollback" Fate 7655266 [1993], #
It Ain't Me Babe KRISTEN HALL "A Tribute To Bob Dylan Vol.1" Sister Ruby SIS 001 [1991] #

37. Stranded In The Moonlight ANNE HILLS "October Child" Flying Fish FF 70621 [1993], #
38. The Road BILL MORRISSEY/GREG BROWN "Friend Of Mine" Philo CD PH 1151 [1993], #
39. Georgetown BILL & BONNIE HEARNE "Most Requested plus" Poor David's PDRD1040 [1993], #
40. Dark Horses CARLA OLSON "Within An Ace" Watermelon CD 1011 [1993] #
41. I'd Do Anything MEREDITH LOUISE MILLER "Bob" Doolittle Records DRCD 9201 [1992]. # 
f? ' £lave Yo^rself A Merry Little Christmas SHAWN COLVIN "Acoustic Christmas" Columbia CK 46880 M9801. #
43. Still Looking For You RICHARD DOBSON "Amigos" cassette only, no index no. [1993]. #
44. It Came Upon A Christmas Clear ROSANNE CASH "Acoustic Christmas" Columbia CK 46880 [1980], #
45. A Part Of You SARAH GOSLEE REED "LikeThe Light Of The Moon" Strings Would Be Nice 7012 [1992], #
46. The Fog In Monterey THOM MOORE "Dreamer In Russia" Solid SUNCD 2 [1990]. A
47. Bill Haley In Mexico THOMAS ANDERSON "Blues For The Flying Dutchman" Blue Million Miles BMM02 [1992] A
48. Pete Bastille EDDY LAWRENCE "Used Parts" Snowplow SP104 [1992]. #

Santa Fe Thief JIMMIE DALE GILMORE "Spinning Around The Sun" Elektra 7559-61502-2 [1993].
Heal In The Wisdom BOBBY BRIDGER "Kerrville Folk Festival - Live 1986" (cassette only, no index no.) [1987], #

28
29
30

33
34
35
36

49
50

-><

BUBBLIN' UNDER - Little Failings KRISTINA OLSON "Love, Kristina" Philo PH 1157 [1993]. #; Brand New Shade Of Red BILLY 
STONE "West Texas Sky" Bear Family BCD 15736 [1993]. A; Me And My Uncle TEXAS LONE STAR "Desperadoes Waiting For 
The Train" Bear Family BCD 15692 [1992], A; Appalachian Bolldlines PIERCE PETTIS "Chase The Buffalo" High Street 10317-2 
[1993]. #; Change Of Heart DAVE BONNEY "That's The Way It Is" Brambus 199347-2 [1993]. A; Crazy Lemon JOE ELY "Live 
Shots" MCA MCAD-10816 [1980/1993], #; Cosmopolitan Girl (Live) JANIS IAN "Walking On Sacred Ground" Dutch CD Single 
Columbia 658438 2 [1993], A; Acadian Angel SHAKE RUSSELL/DANA COOPER/JACK SAUNDERS "The Thrill Of Love" 
Jalapeno NMR093 [1993], #; Loretta TOWNES VAN ZANDT "The Nashville Sessions" Tomato 598.1079.29 [1993], A

NOTE. All albums released in the UK, unless marked otherwise. US releases marked #. European releases A Introductory rhyme 
taken from the Bobby Bridger song, "Heal In The Wisdom" - The Kerrville Folk Festival Anthem.

19



E d it id  an d  p u b llah cd  by, 
A r t h u r  W ood,

127, P in tw o o d  D r lr a ,  
B a r t U y  G r a t a ,

B irm in g h a m  B 3 2  4 L G ,  Ea^land.
Kerrville - kompacts, kassettes

& other koincidences p.2

E d itoria l.

David Massengill interview 5/93 

Kerrville - kompacts [cont]

P-3

p.15

Waterbug and finally, Shake Russell, Dana Cooperand Jack 
Saunders 'The Thrill Of Love." Maybe next time ?

With regard to obtaining copies of the two David Massengill, 
self produced cassettes, which I refer to during our interview 
[NOTE. The liner covers of which appear on the front of this 
Issue], I'd suggest that you drop a line to the man at 179 
East 3rd Street Apartment 20, New York, New York 10009, 
USA.

The latest Kerrville Festival Top 50 p.19

Contents.
"Well, where the hell have you been ?" I hear you ask. The 
simple answer is, "Dealing with life" - As I was posting out 
Issue 15 in late May, my mother passed away. Through 
June, I was coping with a day job which was becoming 
crazier by the hour, plus, in collaboration with my good lady, 
having to deal with two kids and the realities of late nights 
and GCSE’s/A Level examinations. Following a vastly 
enjoyable family holiday in the Mediterranean sun during 
early August, I returned home to find that as of October 31 st 
my day job was destined to fade into history. Thankfully, 
good fortune has smiled on me in the interim, and I've 
managed to maintain continuity of gainful employment. Due 
to the latter job search, my intended print date of late 
August [or was that early September ?] for Issue 16 came 
and went - and then some I There has also been the 
unsettling matter lately of attempting to settle my son into 
College life in another town, only to discover a few weeks 
into the course that he was seriously ill. And so, the dear old 
Kronikle has had to take a back seat for awhile. I'd guess 
you could say that the plane hasn't spent much time flying 
on the level of late. I just hope that the stop/go/stop/go 
process employed in putting this Issue together, hasn't 
resulted in masses of errors sneaking into the final 
copy......... I trust you'll excuse me if there are any.......

As you will immediately note, the promised John Stewart 
article isn't contained within these pages. The current hope, 
is that some words will appear in the next issue, penned by 
yours truly. Dear old OMAHA still owns the mask and cape, 
the problem boils down to the matter of that old enemy, 
days, minutes and seconds. In these accountability driven 
90's, the sanitised version of OMAHA'S comment about his 
current day job, ran to 7 don't know how I found the time to 
put the RAINBOW together." I can only concur, and add 
that a certain Lady hath much to answer fo r !

In the BACK ISSUES flyer this time around, the Small Ads 
amount to a finely tuned duo. As far as this section is 
concerned, the KK letter box remains open for your 
reponse(s). In terms of subscription renewals following the 
release of KK15, the subscription renewals have been 
encouraging to the extent that the status quo was retained 
for the first time in ages. If your subscription falls due on this 
occasion, all I can add is "Please reply as soon as you're 
able."

While things have been somewhat fraught on the home 
front, I must admit that this year has seen a bumper crop of 
quality releases. Among those which didn't make the pages 
of "Kompacts, kassettes etc" this time around, are Vicky 
Pratt Keating "Blue Apples," David Halley "Broken Spell," 
Eliza Gilkyson 'Through The Looking Glass," Don McCalister 
Jr. "Brand New Ways," Pierce Pettis 'Chase The Buffalo,” 
Thomas Anderson "Blues For The Flying Dutchman," Anne 
HHIs 'October Child" - featuring wall to wall Michael Smith 
songs, Tamarack Trobisher Bay," Toni Price 'Swim Away," 
the 18 cut "American Impressionist Songwriters" from

When I finally received a copy of this year's Kerrville Folk 
Festival programme c/o my good friends Blair & Lendell 
down there in Conroe, Texas, I noted an advert for a multi 
media release of Bobby Bridgets masterwork "A Ballad Of 
The West" The book features Seekers Of The Fleece and 
Lakota and costs $15.00. The cassette release of Seekers 
Of The Fleece featuring narration by Slim Pickens with The 
Lost Gonzo Band providing the music is $15.00. There is 
also a video of A Ballad Of The West in the works. When 
released, it will cost $25.00. US residents should add $2.00 
postage for each item ordered. For those of us elsewhere on 
the planet, I'd suggest at least doubling that figure. The 
mailing address is Bridger Productions, P.O. Box 49301, 
Austin, Texas 78765. More about this project in the next 
issue.

Just as I was putting the finishing touches to this Issue, I 
received a note from Patricia Hardin to say that she has had 
to raise the cost of Hardin & Russell's 'King Of Bone" and 
'Wax Museum" Ip’s to $25.00 each. This figure includes Air 
Mail postage to any destination on planet Earth. The mailing 
address again, Marathon Music, 207 Bulian Lane, Austin, 
Texas 78746.

Regarding the contents of this issue and in no particular 
order, thanks are due to Rod Kennedy, David Massengill 
and Lisi Tribble, Ed and Shelley Becker, Alpha Ray and 
Brian, plus Edward Dalton and Family for further 
transcription services. This issue is dedicated to the memory 
of the late Elizabeth Ritchie Wood. 
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15 November 1982 - San man

midnight musician 
he finds me 
singing on moonbeams 
that dance in the river

he steps by steps me 
and fills my eyes 
with haunting harmony 
up to the crests 
of his heights he sings me 
and rocks me 
on the soundwaves 
of his all-night-long

21 April 1983 - dream poem

(when you heard the news)
you danced
like a madman
in the rain - -
the mud you splashed up
spattered your white skin wild
and painted you
an appaloosa beautiful

ALPHA RAY


