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Advertising Rates
Current rates for placing an advertisement in the Blue- 
grass Breakdown are as follows:

Full Page $80.00 
Half Page $50.00 
Quarter Page $30.00 
Business Card $15.00

The size of the image area for a full page ad is 7 1/4 x 9 
3/4; half page 5x7 1/2; quarter page 31/2x5. Art 
work should be very clear black and white layout and 
all photos should be screened.
The current rates for classified ads are based on 3 1/2 
inches of typed copy and are as follows: $3.00 for the 
first three lines and 50^ for each additional line. Make 
checks payable to the California Bluegrass Association 
and send check and ad to: Suzanne Denison, Bluegrass 
Breakdown Editor, 1985 Madrid Drive, Stockton, Ca 
95205.

California Bluegrass Association

Bluegrass Breakdown is published monthly as a news
letter and quarterly as a magazine at 1985 Madrid 
Drive, Stockton, CA 95205, by the California Bluegrass 
Association. The CBA is a non-profit organization 
founded in 1975 and is dedicated to the furtherance of 
Bluegrass, Old-Time, and Gospel music. Membership in 
the CBA costs $10.00 a year and includes a subscription 
to the Bluegrass Breakdown. A spouse's membership 
may be added for an additional $2.50 and children be
tween 12-18 for $1.00 per child. Children 12-18 who 
wish to vote will have to join for $10.00. Names and 
ages are required. Band memberships are available for 
$25.00 for the band. Subscription to the Bluegrass 
Breakdown without membership is available only to 
foreign locations. Make checks payable to California 
Bluegrass Association and mail along with the mem
bership application located on the inside of the back 
cover to the address on the application. Third class 
postage is paid at Stockton, California. Bluegrass 
Breakdown (USPS 315-350). Postmaster please send 
address changes to:

Membership Renewal Reminder 
If there is a yellow streak on your mailing label this 
month - your membership has expired and you will be 
dropped from our mailing list. Don’t miss out on what is
happening....renew your membership now! There is a
convenient membership blank on Page 19.____________

BLUEGRASS BREAKDOWN 
1985 Madrid Drive 
Stockton, Ca 95205

CBA Board meetings are usually held the second Sun
day of each month and all members are invited and en
couraged to attend. The meetings are normally held at 
Carl Pagter's home in Walnut Creek at 1:30 p.m. Call 
(415) 938-4221 to be sure of date and location.

FOUND AT THE GENERAL MEETING...
One roll of Kodak 100 - 35mm film was found on the 
membership table after the General Meeting at the 
Fairfield Community Center in October. If you lost it 
please contact Mary Runge at (707) 762-8735.Volunteers

If you can write, draw, hammer, take tickets, whatev
er... your help is needed! Not just during the June festi
val, but all through the year CBA needs your assistance 
for publicity, planning events, writing articles, etc. 
Call Suzanne Denison, Volunteer Coordinator at (209) 
464-5324 to volunteer your time.

Needed

Board of Directors and Officers of the California Bluegrass Associaton 1988-89

♦Carl Pagter, Chairman of the Board 
17 Julianne Ct.
Walnut Creek, CA 94595 
(415) 938-4221 
♦Sadie Portwood 
126 Balfour Road 
Brentwood, CA 94513 
(415) 634-3861 
♦Don Powell 
36 Second Street 
Woodland, CA 95695 
(916) 662-5691

Esther Anderson, Secretary 
1114 Sutter Street No. 509 
San Francisco, CA 94109 
(415) 673-8396
♦Bob Brown, Publicity Vice President 
26993 Beaver Lane 
Los Altos HUls, CA 94022 
(415)493-5998
♦Don Denison, Activities Vice President Wendy Hog;
1985 Madrid Drive 7300 Boris C
Stockton, CA 95205 
(209) 464-5324
Suzanne Denison, Breakdown Editor 
1985 Madrid Drive - Volunteer Coordinator 441 Atlanta Avenue

San Jose, CA 95125 
(408) 294-0630

♦Lolan Ellis 
2115 Encinal Ave.
Alameda, CA 94501
(415) 521-6778
♦Mark Hogan, President
P.O. Box 787 Festival Coordinator
Cotati, CA 94931
(707) 792-2708

an. Treasurer 
ourtNo. 9 

Rohnert Park, CA 94928 
(707) 792-2708
♦Dave Magram, Entertainment Coord. ♦Mary Runge, Membership V.P.

215 Grant Avenue 
Petaluma, CA 994952 
(707) 762-8735

Stockton, CA 95205 
(209)464-5324 
♦indicates a voting member of the Board of Directors
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Peter Rowan and the Nashville
Bluegrass Band in California

Peter Rowan will add his virtuoso guitar and vocal 
talents to dynamic Bluegrass sound of the Nashville 
Bluegrass Band for two Northern California perfor
mances this month.

Rowan began his career as one of Bill Monroe's Blue
grass Boys in the 60s, and although he has since fol
lowed many musical paths he has always remained 
loyal to his Bluegrass roots.

The Nashville Bluegrass Band has become a "big 
name" group in just a short time with their exception
al close harmonies and great "new traditional" sound.
Performing together, they have released an album 

"New Moon Rising", which has been very well re
ceived.

Saturday, December 3 at 8:00 p.m. the Santa Cruz 
Bluegrass ^ciety presents a concert at the Old Town 
Theater, 50 University Avenue in Los Gatos. Tickets 
ate $11.00 in advance or $14.00 at the door. Advance 
tickets are available through the Santa Cruz Blue
grass Society.

Sunday, December 4 at 8:00 p.m. the Palms Play
house in Davis will present Rowan and the NBB. The 
Palms is located at 726 Road 103 in Davis. Tickets are 
$9.50 in advance or $10.00 at the door. Advance tick
ets are available at BASS, Home Box Office and Bar
ney's Records in Davis. For more information call 
(916) 758-0761.

Editor's 
Corner JJ
Well, we made it 
through the first 
newsletter... it was a 
rush to get it to the 
printer after the annu
al meeting and elec
tion the 23rd, but it 
was mailed the 31st.
1 hope that everyone 
received their No
vember issue in good 

time. If you have any criticisms, comments or suggestions 
please let me hear from you.
Thanks for the assistance of Judy Dowell of the Santa Cruz 
Bluegrass Association for her assistance and for sharing dates 
and information from Bluegrass Bv The Bav. Also to Esther 
Dunn of the California Old Time Fiddlers Association for in
formation on their activities in the Soundpost: and to all of 
the bands and individuals who responded to my letters and 
phone calls with information for the listings.

This issue special thanks go to Ken Donnell for his col
umn; Barry Brower for his article on Stuart Duncan, and to 
Don Denison for his guitar tablature.

1 would like to repeat the plea for more member participa
tion... 1 know that there are lots of you out there who used 
to write for the Breakdown, and who have loads of good in
formation you can share... please let me hear from you. I 
would like to see more musician participation especially ta- 
bleture, music and band reviews. From general members let 
me know what you are doing in your area of California (or 
Nevada) - are there any local jams? good bands? places to 
hear or play music? new records you'd like to let people 
know about.....let me hear from you!

In this issue our feature article is on Stuart Duncan, the 
fiddler for the Nashville Bluegrass Band. The interview was 
sent to the Breakdown by Barry Brower, of Oregon. Barry 
has done an excellent, indepth interview of Stuart which 
should make interesting reading.

Several people (honest) asked me for my recipe for the ap
ple cake which 1 brought to the membership meeting in Oc
tober - here it is:

2 cups flour
1/2 cup oil 
1 egg
1 tsp vanilla
4 cups raw apple diced 1/2 cup walnuts (optional)

Beat egg and sugar together until blended; add oil, baking 
powder, salt, vanilla and cinnamon, mix well. Add flour and 
mix until well blended (batter will be very stifO- Add 
chopped apple and nuts. Pour batter into a greased 10x13x2" 
pan. Bake at 375 degrees for 45-50 minutes (or until tooth
pick stuck in center comes out clean). This is a very moist 
cake that keeps well. It can be frosted with butter cream 
frosting or left plain. Enjoy!

Merry Christmas, Feliz Navidad, Bona Natale, Joy Noel, 
Happy Honukkah and a very Happy New Year to all.... until 
next month

Two new Board Members were
Elected at the Annual Meeting

At the October Annual General Meeting two new 
people were elected to the Board of Directors. This 
year eight of the nine members of the 1987-88 Board 
elected to run for office, and five other CBA members 
also filed petitions to be on the ballot.

During the Annual Meeting ballots were collected 
until 3:()0 p.m. and the election committee verified 
and counted all of the mail-in ballots along with the

talliedin-person ballots. After the votes were 
new people were elected to the 1988-89 Board.

Don Denison a resident of Stockton, is an amateur 
musician and has been active in CBA for the past 
three years. Don has been appointed as the Activi
ties Vice President for 1988-89.

Lolan Ellis is a resident of Alameda, and a member 
(along with his twin brother Nolan) of Raintree 
County, one of the bands which played for the Gener
al Meeting. Lolan and the band also volunteered 
their services at Lake Merrit last year.

Our secretary, Esther Anderson, has submitted her 
resignation as of January 1st. If you would be intersted 
in assuming this job, please contact one of the board 
members - we need you!

If you would like to get more involved in CBA 
please feel free to come to the Board meetings, the 
2nd Sunday of every month at 17 Julianne Court in 
Walnut Creek. Call any of the Board members for di
rections.

, two

1 cup sugar 
3 tsp baking powder 
1/2 tsp salt 
1 tsp cinnamon
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Below the Bottom Line

It's Only Worth 

What Someone 

Will Pay
By Ken Donnell

"It’s worth precisely what someone will pay for it." 
That was my verdict, and the customer didn't like it. 
His had been an all-too-familiar story. The rent was 
overdue, and bills were stacking up; so how much 
could he get for his guitar, an old Yamaha model FG- 
300 steel-string?

When he purchased the guitar back in 1968, it was 
Yamaha’s "top of the line" acoustic and it went for 
$249.50. It had all of the hottest-selling features, in
cluding an engraved pickguard, "mother-of-toilet- 
seat" (artificial pearl) inlays, and a "tune-o-matic" 
style metal bridge. But despite the guitar’s perfect 
condition, its current maximum retail value was only 
$100.00. If, that is, someone wanted the guitar enough 
to lay out that much cash for it.

Now, if he had only bought a Yamaha FG-180 back 
in ’68. That model was simply built, but it had excel
lent tone. Though the FG-180 originally retailed for 
$139.50, it would bring $250.00 or more today.

The resale value of any string instrument is deter
mined by a variety of factors: its physical condition, 
the current trends of players’ preferences, the geo
graphic point of sale, and how fast the sale needs to 
be consummated.

Also, anything in an open market place is governed 
by the laws of supply and demand. If those were to be 
engraved in stone, they might read: "Whenever the 
consumer demand for a commodity is greater than the 
available supply, the price of that corrunodity will 
rise. When the supply is greater than the demand, 
the price will fall." This is particularly true for 
vintage instruments. The supply pool for any given 
model is limited.

Case history: Tenor banjos were popular rhythm in
struments in dixie-land bands earlier this century. 
But those banjos fell into such disfavor from the ’40s 
through the ’60s that their highest value was in be
ing "parted out" to make 5-string conversions. Howev
er, now that banjo bands are regaining popularity and 
the supply of original 4-strings has been depleted by 
conversions and the ravages of time, prices for tenor 
banjos are on a rapid rise.

Case history: Doc Watson’s use of a Gallagher gui
tar has been an important factor in that company’s 
success, and has helped boost the prices of those in
struments. Moreover, it’s likely that the resale value 
of any Gallagher that Doc had actually owned would 
be higher than that of other identical models.

Case history: A quartet of Stradivarius instruments 
(a matched set of two violins, a viola, and a cello) 
was once owned by the legendary 19th-century virtuo
so Nicolo Paganini. Each instrument gained much
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value through the fame of its owner, above and be
yond the high price tags that have come to be asso
ciated with Strads. That collection was broken up 
when the instruments were sold. If, however, Pagani
ni’s original Strad quartet could again be brought to
gether under single ownership, their values would ge
ometrically multiply - something like getting four of 
a kind in a poker game.

What else can raise or lower the selling price of a 
vintage musical instrument? For one thing, the way 
the merchandise is advertised. The same high- 
quality instruments that gets a six line box in the ga
rage sales section of your local want ads certainly 
won’t draw the money that it would if it was 
displayed under glass in the showroom of a prestig
ious music store. If an instrument, again, is worth only 
what someone will pay, then you need to reach people 
willing to pay the most.

The locale of the sale may be a significant variable. 
Popularity trends and prices vary widely in different 

geographic areas. It’s common for dealers to swap in
struments that are not popular in their respective re
gions, so that they end up with marketable items.

Assuming that an instrument isn’t being purchased 
as a "museum piece," several factors help influence a 
knowledgeable musician who may want to buy it. The 
most obvious are good tone and playability. Having 
original parts is a definite plus — something that is 
especially important where serious collectors are con
cerned.

Then there is the question of how fast you need the 
money. "Motivated sellers" aren’t likely to get top 
prices if they need to unload the merchandise in a 
hurry. In such situations the "best offer" is always 
what’s best from the buyer's point of view.

(None of the factors considered so far take into ac
count the personal value that someone might get from 
a particular instrument. Happiness can’t be bought or 
sold. So if you’re on cloud nine when you strum a cer
tain $45 Harmony mandolin, that special instrument 
might have more personal value than all the Gibson 
F-5s you could every lay your fingers on.)



There are people who make a profession of setting 
prices on vintage instruments: appraisers. Appraisals 
are strongly influenced by the amounts for which sim
ilar instruments have sold; but an appraiser is respon
sible for sifting through all the relevant factors in 
working out the probable resale value.

A free appraisal is worth what you pay for it. Sev
eral years ago, I felt "stung" through a verbal apprai
sal after I took a 1939 violin by Paolo Guadagnini (the 
last descendant of a famous Italian violin-making 
family) to a highly respected shop. The shop owner 
verified the instrument's authenticity and said, "You 
should ask about $700 for it." I offered to pay for the 
time he had taken, but he said he didn't want any 
money for such a casual appraisal. Two years later, I 
was shocked to learn that the person who finally 
bought the violin from me had later traded it to the 
same shop where I had gotten the appraisal — and re
ceived two violins in the deal. One of those instru
ments had an asking price of $3,000.

Had I requested and paid for a written appraisal, 
the violin probably would have gotten a more careful 
going-over, and I probably would have received a 
more accurate opinion. Talk is cheap — and if you 
take it at face value, sometimes it can also be pairiiful- 
ly expensive.

Not all appraisers have equal levels of expertise, so 
it's a good idea to get more than one appraisal. Tony 
Rice and his 1935 Martin D-28 provide a case in point. 
Tony bought that guitar for $550. It was actually 
worth thousands, because it was a superior instrument 
(with an unusual oversize soundhole) that had previ
ously belonged to Clarence White. But the seller 
made the mistake of having just a single appraisal 
done — by a violin dealer who was unaware of the 
difference between this unique guitar and an 
"average" D-28.

The credibility of an appraiser or dealer may itself 
have an impact on a sale price. An illustration is the 
story of the "million dollar rock." A top financier 
once offered a rock for sale, with no specific descrip
tion of the item — just it's million-dollar price tag. So 
highly respected was this business guru that a col
league bought the rock sight unseen. Upon payment, 
the buyer received a safe deposit boy key.

When the new owner opened the box to inspect his 
purchase, he found a large, garden variety rock. First 
he was furious, thinking he'd been had. But when he 
recognized the rock for what it had become: a million- 
dollar commodity that could now be endorsed by two 
top financiers. When he told his friends about the 
"good deal" he'd made, with a bit of finesse he was 
able to sell the same rock to a business acquaintance 
for 1.2 million dollars. The moral: A good reputation 
can add value where none existed before.
Ken Donnell is a northern California luthier and repair- 
manwho has dealt extensively in vintage string instru
ments.

4 Bands and Upcoming Dates

If you would like to be listed in this column, 
please send your entertainment schedule to the 
editor by the 15th of the preceding month. 
•Acme String Ensemble, "vintage rural music". 
Contact Chris Carney, 6305 Orchard Station Rd., 
Sebastapol, CA 95272 (707) 664-8229.
•Brushy Peak, contact Greg Clark (415) 443-5217. 
•8th Avenue String Band, P.O. Box 2036, Chico, 
CA, (916) 343-8173.
•Fog City Ramblers, 3827 Everett Ave., Oakland, 
CA 94602, (415) 531-3145. Paul's Saloon, 3251 
Scott, San Francisco - every Thursday night. 
•Good OP Persons, (415) 530-0839. 12/3 - Paul's 
Saloon, San Francisco, 9 p.m.
•High Country, 1586 Vista St., Oakland, CA 
94602, (415) 482-5134. Paul's Saloon, San Francis
co every Friday night 9 p.m.
•Hijinks, CaU Chip or Sara (707) 832-3615.
•Home Fire, (408) 659-4121.
•Laurie Lewis & Grant Street, (512) 447-0544. 
Record Release Party - Friday, December 9 at the 
Old Town Theater, 50 University Avenue, Los 
Gatos. Sponsored by Santa Cruz Bluegrass Soci
ety. Tickets available in advance ($7.00) from 
Jean Philben, '1262 Torrance Ave., Sunnyvale, 
CA 94089 and at the door ($10)
•Lone Star, Paul's Saloon in San Francisco eve
ry Sunday, 9 p.m.
• Piney Creek Weasels, 780 Swaston Dr., Sacra
mento, CA 95818, (916) 446-2045.
•Possum Hollow, contact Amy Airheart (209) 
532-5109.
•Phil Salazar Band, P.O. Box 1774, Ventura, CA 
93002, (805) 653-2380.
•Raintree County, call Nolan or Lolan Ellis at 
(415) 521-6778 or (415) 881-8964.
•Rhythm Rasslers - 1st and 3rd Thursday, Trade 
Winds, 8210 Old Redwood Highway, Cotati. 
Call Evan Morgan (707) 795-7878 for more infor
mation.
•Sidesaddle - P.O. Box 462, Saratoga, CA 95071 
(408) 353-4408.
•Surf City Boys, (408) 458-3449. Saturdays Front 
Street Pub, 516 Front St., Santa Cruz, 8:30-12:00. 
•Touch of Grass, (415) 962-8341.
•Weary Hearts, 8309 E. Lewis Ave., Scottsdale, 
AZ. (602) 941-0681.

Send me information about your band... by 
December 15 for January.
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Stuart Duncan: 

Keeping The Bass 

Player Awake

on what I wanted to 
do." While in south
ern California Stuart 
was exposed to most of 
the folk, oldtime, and 
Bluegrass musicians 
there, including the 
Dillards and Byron 
Berline. He began lis
tening to fiddle 
records, particularly 
those of Byron Ber
line, Benny Thomas- 
son, and Chubby Wise, 
and in the next ten 
years he played with 
a variety of musicians 
in the area including 
banjo-player Allison 
Brown who he eventu
ally cut a record with. 
His reputation as a 
prodigal young musi
cian began to spread, 
but Stuart does not feel 
he had any exception
al abilities at this 
time. I asked him 
about this stage of his 
musical development: 
STUART: I didn't feel 
like I had any special 
talent. It just seemed 
like anytime I got 
around other people 
they would say that 
they thought I was 
pretty good for my 
age. But they would 
say that to anybody 
(my age). I was quick 
to learn some guitar 

chords even before I started playing the fiddle, but I 
didn't take off on the fiddle exceptionally fast. It 
took years to really get into the fiddle. It's so hard to 
play a fiddle, especially for a begirmer. It sounds so 
bad at first that it's easy to give up.
BARRY: Were you practicing a lot at this time? 
STUART: No. Never. I can't recall a day that I ever 
put in more than three hours. Every day I would be 
doing something though. I was a very hyperactive, 
impatient person. I would either listen to records or go 
out and chase rabbits with my dog.
BARRY: How did you develop an interest in Blue- 
grass?
STUART: I guess I can attribute that to listening to 
those records. It took me awhile to get used to tradi
tional Bluegrass because I was raised on Scottish fid
dling, pop Country music - whatever was on the radio 
around the early '70s. Our family didn't have many 
traditional Bluegrass albums. I was influenced by the

By Barry Brower

It is a sunny, August afternoon in Seattle and Stuart 
Duncan and I are prowling the used-record stores along 
University Avenue. Stuart is the 23-year-old fiddler 
with the Nashville Bluegrass Band and the group is 
in town for a festival at the Ste. Michelle Winery. 
There is free time available between show dates and 
Stuart has decided to search for items, particularly 
records, he cannot find in Nashville. Moving from 
store to store I watch with interest and amusement as 
several plastic bags fill with the .25^ remainders of a 
stylistically varied group of artists: anything unique
ly interesting from the Bluegrass, Jazz, Blues or Coun
try fields seems fair game for Stuart's eclectic taste. 
In addition to the serious artists there are many other 
tongue-in-cheek gems selected including such items as 
the Rock put-on's, the 'Troggs"; a curious gospel album 
in which white members of the group appear on one 
side of the album jacket, blacks on the other; and Stu
art is especially proud of a mint copy of "101 Strings 
Play the Blues". Departing the last record store, and 
in virtual need of a fork-lift for his $10-or-so worth of 
purchases, Stuart now informs me he would like to ob
tain some wine. Bearing in mind his eccentric choice 
of records I ask him which section of the wine depart
ment he wants to look at - cheap, moderate, or expen
sive? "Cheap," he responds. Minutes later we emerge 
from the store, Stuart in possession of two $18 bottles 
of Chateauneuf-du-Pape, 1978.

While all of this may appear to be some of the friv
olous activities of a young man only a few years re
moved from high school, the fact is that Stuart Dun
can is an exceptionally gifted musician with a sense of 
musical identity advanced for his age. Ironically, he 
is also representative of a new generation of talented 
musicians caught in the dialectic vagaries of the 
present-day Bluegrass music scene. An analysis of 
Stuart's wide-ranging election of dog-eared discs pro
vides evidence of the general interest among younger 
musicians in exploring diverse musical styles. In Stu
art's case the titles also reveal his respect and admi
ration for traditional musical elements, an openness to 
new musical ideas, and his self-effacing sense of hu
mor. These qualities are the potentially fruitful 
seeds of an interesting music cross-pollination.

Stuart Duncan was born April 14, 1964 at a Marine 
Corps base in Quantico, Virginia. The family moved 
to southern California shortly afterwards and Stuart 
began playing music when he was about seven years 
old. His father, who played 
the banjo, purchased Stuart's first fiddle. "My dad 
says I started to play the fiddle because that was the 
only instrument he didn't have in the house," Stuart 
recalls with a chuckle. "He was very quick to pick up
Page 6 - Bluegrass Breakdown, December 1988
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Country Gazette, J.D. Crowe, groups like that. The 
bands I was playing in were doing oldtime Flatt & 
Scruggs tunes that I knew from other arrangements, not 
the original. I was playing that stuff not knowing 
where it came from. Also, I was working on a lot of 
oldtime fiddle. I was entering a lot of contests. 
BARRY: Were you winning these contents?
STUART: Oh yeah. Later on I did very well in Blue- 
grass contests. I was a little hyper at that time to be 
playing much Oldtime music, as slow as they wanted 
to hear it. I didn't place very well. I went to Weiser 
(National Oldtime Fiddler's Contest) in 1973 and got 
absolutely last place. I didn't get just last place, but 
absolutely last! (Laughs). It was o.k. because 1 
played everything a hundred miles an hour. It sound
ed terrible. I was also playing a bright yellow fiddle 
which kind of turned some noses. By the time I was 
ten I was playing in bands full time. My dad was 
great about shoving me into bands that were better 
than I was. I was usually the youngest one but they 
were people close to my age who were playing the 
kind of music I could relate to.
BARRY: Evidently you were not doing the kinds of 
things most other kids your age were doing.
STUART: I never owned a sl^teboard. I think a lot of 
it had to do with how isolated my parents were. We 
lived in the country (near Vista, California) and we 
weren't socially conscious. I didn't have a lot of "bud
dies" at school. I was on the verge of being an outcast. 
There were no older brothers or sisters to follow. Bas
ically what I had was my fiddle. And my mandolin. 
And my dobro. After age 111 was dabbling in any 
weird instrument I could pick up. In bands I would 
sling my mandolin over my shoulder while I played 
fiddle and then swing it up when I wanted to play it, 
kind of like Lester Flatt. When I saw Lester I said, 
'that's how I want to look on stage, and bring my gui
tar up at the beginning of a song'.
BARRY: It sounds like you were really beginning to 
concentrate on Bluegrass.
STUART: Yes. I was possessed. It took me about five 
or six years but until then I had no direction. The 
bands I played in all encouraged me to play as much 
odd stuff as I could just so I'd have the chance to 
choose. They bought me a lot of jazz albums, things 
like that.
BARRY: Your parents must have felt you had some 
talent.
STUART: They had a lot of faith. It was real easy 
for me at a young age to get disappointed in the way I 
was sounding. Usually I would take care of it by going 
and playing some other instrument. That's how I 
learned to play everything else by getting frustrated 
with whatever I was working on and playing some
thing else. Then I would come back a few days later. 
My parents encouraged me to be independent, both mu
sically and socially. My dad always told me to do 
whatever I wanted but don't bring problems home. 
Don't go out and get in trouble. Still, it was a lot dif

ferent than "Don't do this" or "Don't do that". I 
wasn't sheltered. They were always willing to drive- 
wasn't sheltered. They were always willing to drive 
me to Bluegrass festivals. That was what I was into. 
What more could you ask from parents? I give a lot of 
credit to my parents. I've talked with other young 
talented musicians such as Mark O'Cormor who have 
obviously had someone helping them out. They had 
parents who were very supportive. They were not re
strictive in the wrong kinds of ways. Seems like there 
are very few parents like that.
BARRY: You say your early influences were not Blue
grass but Scottish fiddling which was probably good 
because much of Bluegrass is based on that tradition. 
STUART: Oh, yes! I was getting a good education, re
gardless of what it was. I wasn't listening to bad Pop 
music. I was listening to acoustic music as long as I can 
remember. I wasn't getting my social training in 
schools either. I got it in bands.
BARRY: Electric music never interested you?
STUART: The first good jazz I heard on electric gui
tar, well, I knew I wanted to do that. But there was 
some jazz I didn't understand. Also, I was handing out 
at the Banjo Cafe (in Los Angeles) a lot playing with 
Byron Berline.
BARRY: Did you learn much from him?
STUART: Oh yeah! I'm sure that anyone who knows 
about fiddling can hear it. A lot of stuff he got was 
from Benny Martin. I discovered that after I discov
ered Byron.
BARRY: At some point you decided to leave Southern 
California. What happened?
STUART: After high school my dad saw an ad for the 
Bluegrass program at South Plciitw College (in Texas). 
He asked me if I thought it was a good idea and I said 
"yes". They have classes for Bluegrass ensembles; 
sound technology; music theory. They have a 24-track 
video-capable auditorium where they can make tele
vision programs if they want. They have two studios, 
a music library, and good teachers. Students come 
from all over the nation, and their Bluegrass program 
is bigger now than their Country music program. 
There were a lot of local people with big belt buckles 
learning to sing Country. There are a lot of great sing
ers in West Texas. They may not ever go anywhere but 
it was fun to see them enroll in a singing class. 
They've got that sound already. They can't help it. 
(Laughs).
BARRY: So what do the instructors do, give multiple 
choice tests on the circle of fifths, things like that? 
STUART: Yes. I also gained a lot of studio expjertise 
there. It has been very helpful in Nashville. One of 
the engineers there would experiment a lot with mi
crophone placement for my fiddle. I learned a lot 
about mike placement and setting up a room. I seem to 
get a lot better sound out of any session I go to now be
cause I know where to put the mike on my mandolin 
and where to put it in relation to my fiddle. There are 
certain ways to get the sound you want. Directly in 
front of the F-hole is not where you want to be with a 

(Continued on Page 9)
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California Bluegrass Association

14th Annual Father's Day
Grass Valley

BLUEGRASS
FESTIVAL

June 16, 17, 18, 1989 

FEATURING
*The Bluegrass Cardinals 

*Del McCoury & the Dixie Pals 

’^Bill Grant & Delia Bell
Plus a list of local bands 

ADVANCE TICKETS NOW ON SALE! 

3 day member ticket - $28.
3 day non-member ticket - $33.

Senior CBA member ticket - $15.
•II

•II

Make checks payable to California Bluegras Association.
Send alongwith a self-addressed, stamped envelope to:

CBA Tickets 
36 Second Street 

Woodland, CA 95695
Members may purchase only as many member tickets as they have members 
on their membership number. Senior members must be current members 
and the number of tickets that can be purchased must correspond to the 
number of senior memberships on your membership card. NO TICKETS 
SOLD AT THE GATE AT REDUCED RATE. Advance prices are good only by 
mail prior to June 10, 1989.

Ticket prices will be raised on February 1, 1989.
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Stuart Duncan (Continued from Page 7)
Neumann U-87 because the cardioid pattern on it goes 
in a weird circular manner, so you need to catch it 
where the pattern is moving. You've got to turn it at 
an angle so it hits where the vibrations of the fiddle 
are conaing out.
BARRY: So you change the position of the instrument 
depending on the type of microphone you have. 
STUART: Yeah, and it also depends on the room. I've 
got a lot better idea of what to listen for by taking 
that college course. I wouldn't have had that luxury 
in a regular studio where someone is paying for that 
time.
BARRY: When you are on stage do you have a way of 
checking all those thing?
STUART: If we have a chance to do a sound check 
we'll do the best we can to tell the sound nwn what to 
do with a graphic equalizer. Or, if they have other 
microphones available, what we'd like to use. 
There's only so much you can do when you don't carry 
your own sound system. There are certain kinds of mi
crophones that will pick up better if I move close to 
them and with certain kinds I will stay farther 
away. This comes from experience more than any
thing else.
BARRY: What is your favorite microphone? 
STUART: I like the Neumann U-87. It's what I like 
in the studio. I also like an AKG model called the 
"Tube". Bela Fleck (Nashville Bluegrass Band pro
ducer) has been using that some on my fiddle. For a 
live show a Shure SM-57 does just fine.
BARRY: What sounds are you listening for in a micro
phone?
STUART: Just the sound of my fiddle. Something that 
doesn't sound as compressed as some mikes do. I don't 
worry about a mike that's a little trebly if the speak
er system is good. My fiddle is so bassy that it will 
sound o.k. and I like a lot of treble on my fiddle. I'll 
usually be able to tell in a sound check by listening to 
the vocals what it is going to sound like. When the 
band does quartets on the sound check I'll go out in the 
audience and listen to see what it sounds like.
BARRY: So it seems as if your classroom activities 
have paid off, at least in this area.
STUART: Yes. I took theory classes at South Plains, 
too. I didn't do very well. I was taking guitar classes 
and failed it. After a year of that I decided to go on 
the road instead of sticking around for the second 
year.
BARRY: Hmnrun. Last at Weiser. Failing guitar. 
College dropout. Makes you wonder... (Laughs). 
What happened next?
STUART: I was working in a Country bar in San Ber- 
nadino (California), living in the desert. We were 
doing some good songs but we also had to do "Elvira". 
It was getting 
do at all. I'd been calling all kinds of pjeople looking 
for work. One night my dad was getting on my case 
saying, "Well, you're just hanging out. You're not go
ing to do anywhere playing in a bar. What are you 
going to do?" We argued awhile and finally he went

into the other room. Well, about that time the phone 
rang, and it was Larry Sparks. I went in and told him 
and it just blew his mind. I was nineteen when I went- 
with Larry. I was ready for it, because I had been 
around the East Coast and knew how those bands 
traveled. I was used to eating overcooked pork chops.
I could handle road food when I had to. I^rry is such 
a ^eat guitar player and singer. I was ready for any
thing just to play with someone that good.
BARRY: You're attracted to Blues music, I know, and 
Larry's got lots of that in his music. How did you go 
about learning his material? Did he expect you to 
know it when you walked on the bus for the first time? 
STUART: Larry Sparks is the kind of person who will 
spring a new song on you on stage. He'll leave you 
some room to learn it. He won't expect you to kick off 
a song you don't know, but that's about as far as it 
goes. If you've got the first break you'd better know it 
or he'll give you a glance. He's a good employer. He 
just doesn't stop at the right restaurants (Laughs). I 
tease him about not eating enough green things. I used 
to send him around a little thing of broccoli which I'd 
order for his table. He thought it was entirely appro
priate, me being from California. He's got a great 
sense of humor.
BARRY: Did you play a lot during this period? 
STUART: It was a busy summer. I got to play a lot 
with Ralph Stanley, too. I played mandolin on stage 
with him. I played fiddle and mandolin about equal
ly with Larry. After a while I moved to Nashville 
to get some studio work because I wasn't making any 
money. I didn't get many jobs for about four months (in 
Nashville), and by that time I had to quit Larry. I 
didn't plan to quit but after being in Nashville for a 
while I could see things would eventually start hap
pening. That three-hour drive (to Lexington to work 
with Sparks) started to get to me, too. It was also 
hard breaking in new musicians (with Sparks). It put 
a lot of work on the rest of us who knew what Larry 
was going to do at any split second. It also seemed to 
me that I would be happier with a band that had its 
arrangements worked out more. I worked with Roland 
White when I moved to Nashville. He works on a 
little more relaxed basis than Larry so that was good 
to have that change. I was also playing with Peter 
Rowan and the Nashville Bluegrass Band before I ac
tually joined them.
BARRY: They were a working band looking for an
other member?
STUART: Yeah, a four-piece band looking for a fid
dler. Bela Fleck was the first person who said, "Hey, 
these guys need a fiddle player. You ought to think 
about playing with them". I had visions of making 
lots of session money and not having to travel. The 
Nashville Bluegrass Band presented an opportunity 
to play the kind of music I want. It was the first band 
I'd seen that looked like the kind of people I wanted 
to be in a band with. People that acted crazy like I do 
- totally nuts and proud of it. They were playing the 
kind of music I like to play. It looked like there was a 
future in the band. I had visions of making more mon-

me down. It was not what I wanted to
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(Continued from Page 9)
ey at the time but that wasn't as important as what 
looked like the long-term best thing to do.
BARRY: 1 suppxjse you had to consider how much ti- 
methe band, with all of its traveling, would detract 
from your studio session work.
STUART: Yes, and it does. But I'm doing what 1 want 
to do. One of the good things about Nashville and 
Bluegrass is that bands don't work a lot in the winter. 
People do record a lot in the winter. A fiddle player 
doesn't record a lot unless he lives in Nashville or 
L.A. 1 wasn't really expecting to get a lot of sessions 
at first but 1 was hoping it would happen sooner than 
it did. Just like everybody finds when they go to 
Nashville, the competition is fierce. 1 knew it was, 
but when you experience it first hand you really see

BARRY: How do you go about promoting yourself as a 
session musician?
STUART: Well, there is an informal network. I see 
musicians all the time in lounges who really impress 
me. Usually 1 exchange cards with them and 
think of at least one occasion where that card got to a 
producer who called me for a session. I'm not much of 
a self-promoting person. It's just foreign to me. How 
do you tell peop e you're good? It's just a matter of 
opinion anyway. I don't Imow if it's worth having an 
agent for session work. That was popular in the 60's 
and 70's but I think producers are more flamboyant 
and trying to do things on their own now. They're 
scouting more than they used to. There are so many 
acts (to produce) that they can't just use one fiddle 
player.
BARRY: Do you find it easy to work in a studio? 
STUART: I find it very hard if I'm not relaxed - if I 
haven't had the proper rest or a proper meal. I've got 
to be relaxed and feeling somewhat good. I can fake it 
if I'm feeling a little bit tired, but the only time I 
really enjoy myself is when I'm feeling right. I pre
pare for sessions. I make sure I get enough rest. 
BARRY: Working in a studio is intimidating for some 
musicians. Did you go through a phase like that? 
STUART: Yes! There's still some times I get nervous if 
I'm doing something for a producer I don't know. The 
first session I did was a good learning experience about 
how to listen to a producer. I had just got to Nash
ville and Jerry Douglas called me up: "Hey, I got a 
session for you". 'Wow," I thought, "this is going to 
be a great town!" That was a I^ndy Travis session 
that released a single called "I Can't Stop Now." 
Nothing happened after that for four months, but I 
learned a lot in about four hours in that session. Then 
I did a session with Vince Gill. His producer called 
up up and said, "I hear you're the best in town." I was 
tired the day of the session and wasn't feeling good. I 
didn't play very well. I haven't heard from him since 
(laughs). It's just the way it goes. If you're not play
ing well you might not get another chance for a year or 
so.
BARRY: It probably has as much to do with things 
other than how well you can play: How well they 
like you pjersonally; how you reacted to the producer;
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STUART: Ilt's competitive and you really see that 
when you get into the big studios. Clean shaven guys 
sitting around with cigars at the controls and looking 
at you through a window.
BARRY: The producer seems to be a really important 
factor in a studio.
STUART: You've got to have someone who is separate 
from the musician - someone to direct the musician. 
The musician can like something he put down, and 
think it belongs there. I've been guilty of that - firm
ly set that a particular lick or style belongs in a song, 
and a month later listen to it and think, "I shouldn't 
have done that there". A producer is there to hear 
that before the album is mixed. A producer has to say 
"no" a lot. Actually, we're talking about two differ
ent types of producers: One produces for a session, the 
other produces with a band. The producer for a session 
wants to get out of you what sounds good on that record 
and that's it - their idea of what that record should 
sound like. Of course, they have the commercial as
pect of it to think about. It they have already got the 
tracks down (without fiddle) then they know what 
they want out of the fiddle player. (On the other 
hand) when Bela Fleck is working with our band (as 
producer) we tell him what want it to sound like. 
Then he says, "Well, I think it could use some of this 
and this". He gives us opinions. He tells us when we 
are sounding our best - to speed up what would happen 
naturally to the band in ten years. Things like chang
ing of arrangements; somebody playing quieter in a 
certain place - little things that would probably iron 
out in a long time but the producer can hear faster. 
The band can't go back and listen to each take. 
They'd be there all day trying to get one take. The 
producer listens, says "no, go back and do it again". 
But what happens when the (musician) says, "I can't 
do it any better"? You've reached that point of disa
greement where the producer has to be the master of 
tact. There's only so much he can say before (there is 
a realization) that that is the way it is staying. The 
producer has to push someone to the maximum with
out making the musician mad so it will sound worse. 
BARRY: What's next for you musically?
STUART: Well, my solo album is the first comer I 
need to cross. I'll probably end up playing every in- 
stmment (on it). I will either play with other people 
- then erase their part and add mine - or play with a 
click (rhythm) track, or just try to do it without any
thing - just play guitar and then add the rest of it. 
Rounder (record company) is interested in this. I don't 
have specifics yet, but there'll be a couple of original 
fiddle tunes and some Bluegrass songs. I'll get Alan 
and Pat to sing on it. I'm going to try to get Craig 
Smith to play Banjo. That's really the beginning of 
what I want to do - record a lot. I'd like to do an al
bum of entirely different music, or one of my own tunes.
I've got a lot of ideas if I could just get down to writing 
them. I haven't focused on that yet.
BARRY: Musicians of your ability are sometimes not 
content with playing one type of music, in your case, 
Bluegrass. Do you feel this way?

(Continued on Page 12)
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will, to accomplish a certain sound through a run- 
based around the melody. Little triplets and figures- 
that change the break. I don't plan it out. I get that 
key and I do whatever strikes me. Maybe I'll change 
chords late. I'll hold the note out until the chord's al
ready changed, and then I'll do a lick in another 
chord.
BARRY: It seems that as you weave your way 
through a break you sometimes depart from a strict, 
metric melody line. Maybe you get behind it a little 
bit, and then you work your way back on top of it 
again.
STUART: Exactly. That's exactly it.
BARRY: It's interesting. It wakes you up.
STUART: (Laughs). It wakes the bass player up, too. 
Mark (Hembree, bass player with the Nashville 
Bluegrass Band) will have some comments about that. 
Knowing looks and raised eyebrows are exchanged. 

The trick is to have as much fun experimenting with 
rhythms and play what I feel but keep it in context so 
it helps the sound of the song. It isn't done just to turn 
heads. I'm real bad to do that on the mandolin. If I'm 
playing something a little progressive I'm inclined to 
experiment because I've got frets. It's like, "Oh boy. 
I've got frets!" I don't have to worry about pitch. 
BARRY: Do you ever find yourself off the deep end on 
fiddle breaks wondering how you are going to get out 
of it?
STUART: Oh yeah! Less than I used to. I used to be 
real bad about going so far that I couldn't get back 
without everybody in the band and audience laugh
ing. I'm better now at stopping about halfway there 
and figuring a way out.
BARRY: Again, that's like Clarence White. 
STUART: Yeah, but he had such a graceful way of 
coming out of it. His sense of rhythm always made it 
sound graceful. That's what my dad always told me: 
"You're not really that good, you just fake it so well." 
BARRY: I suppose it is easy for any musician to get 
into a comfortable, familiar musical rut and when he 
or she gets out of it, either by design or by accident, 
something interesting may actually occur.
STUART: That's true. Improv is something every
body asks you about when you do workshops and give 
lessons: "How do you do improv?" Which is like the 
question of the universe.
BARRY: "Improv" is a word you hear a lot in Jazz but 
not so much in Bluegrass.
STUART: There's an element of Jazz that people 
have put into Bluegrass that I am trying to get out of. 
It seems like there are some people that are playing 
Jazz-influenced Bluegrass that are doing it tastefully. 
(But) a lot of it I hear - and a lot of it I used to play 

and still play - emphasizes licks instead of playing 
the song. (For instance) concentrating on the pitch and 
the sound of the note and forgetting anything about 
the song that makes that song that song. Hot licks are 
a habit I'm trying to get out of. I don't even like hot 
licks now. I just want to play hot licks that fit the 
song.
BARRY: Seems like there is a real temptation to 
play hot licks for their own sake. It may actually 
work to the detriment of the song.

STUART: Well, I'm going to want to stop playing 
"Angeline the Baker" for a while at some point in my 
life I'd like to go back to it, too. I think I'll always 
play Bluegrass and Oldtime music.
BARRY: It's obvious to me that you have listened 
closely to many of the "classic" Bluegrass and Old- 
time fiddlers.
STUART: I love it. I think there are stylistic things 
in traditional music that are just as weird and eccen
tric as some of the Jazz you hear. It may be harder to 
pick out - it doesn't hit you in the face - but it's there. 
There are things that Benny Martin or Paul Warren 
did that are just as hard to do as Joe Venuti stuff. 
There's nothing simple about it (Bluegrass). What 
impresses me is the "feel" they put into it.
BARRY: That's a very difficult part of Bluegrass, 
isn't it - getting the feeling?
STUART: I guess it depends a lot on personality. I lis
ten to people like Kenny Baker, Chubby Wise, and 
Benny Martin - musicians who had a bluesy slur and a 
lot of class to their fiddle playing. Kenny and Chub
by had a lot of class, and Benny Martin a lot of 
"oomph". He attacked it more. He wasn't as graceful 
a fiddle player as some but I would like to play with 
elements of both styles - gracefulness and attack. 
BARRY: Are your fiddle breaks more or less planned 
or improvisational?
STUART: I'm always improvising. There are places 
where it's going to sound better to play the same thing 
every time. I'm finding those out more and more. 
Playing unison with somebody, for instance, can be 
very effective. They don't do that in Bluegrass like 
they do in Oldtime. Our band plays a lot of Oldtime- 
sounding tunes and we work them out in unison or har
mony. When 1 played with Alison Brown we always 
worked things out together - entire tunes that were 
done in harmony.
BARRY: It seems like the breaks you play on a song 
are never quite the same. There's usually something 
unexpected.
STUART: (Laughs). Yeah, for me too.
BARRY: Clarence White had that quality. You nev
er knew for certain where he was headed in a break. 
There was a tension - an unpredictability - to his 
playing.
STUART: Yeah, he was one of the people I was going 
to mention. I've ripped-off Clarence and Roland both 
for their ideas. I'm still ripping-off Roland. I rip-off 
Roland a lot. More than he knows (laughs). Mike 
Compton plays a lot like Roland too.
BARRY: That's interesting. I think of Mike playing 
more like Bill Monroe.
STUART: Yeah, that's true, but so does Roland (play 
like Monroe). Roland and Bill are Mike's influences. 
That's what he told me. Those slides that Mike gets 
sound like Roland. I think Roland is playing better 
now than he ever has.
BARRY: So when you play a break you don't know for 
sure exactly what you will play?
STUART: I get an idea of the melody in my head. If 
I'm in a certain mood I'll play a lot of Oldtime- 
sounding, mountain-sounding, scratchy changes, if you
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STUART: I've been confused at different points in my 
life as to how much showing-off is in my playing - 
how much (of it is) exhibition of techniques (com
pared to) how much I really want to play. I never 
really know that.
BARRY: A common problem I'm afraid. We went 
through the chromatic banjo fantasies in the 60's and 
70's but much of that style seems to be on the wane, at 
least on the West Coast.
STUART: It's still happening back east. You know, 
"dee-da-lee-da, dee-da-lee-da, dee-da-lee-da-dee." 
Less is more.
BARRY: That's one of the things I like about your 
playing, Stuart. To my ear here's a young musician - 
under thirty - who we can actually trust (laughs) and 
has some depth to his playing!
STUART: Barry, I've got the tapes to prove other
wise (laughs).

•Pismo Beach - Moose Lodge, 'Where Main St. Meets 
the Sea"; 1st and 3rd Sun 1-4 p.m. Call John Roulard 
(805) 773-1618 for details.
•Redding - Senior Citizen's Hall, Benton Dr., 1st Sun
day 1-5 p.m. Call Adrienne Jacoby (916) 244-4217 for 
details.

Independent Clubs
•Berkeley - The Fifth String Music Store, 3051 Ade
line, Berkeley. Jam every Thursday night at 7:00 p.m. 
Call (415) 548-8282 for details.
• Berkeley - Freight & Salvage, 1827 San Pablo, 
Berkeley. Bluegras jam one Sunday a month. Call 
(415) 943-9330 for details.
•Ceres - Central California Old-Time Fiddlers Assn., 
Walter White School, 1st and 3rd Fridays 6-10 p.m. 
Call Bill Whitfield at (209) 892-8685 for details.
• Manteca - Delta Old Time Fiddlers and Bluegrass 
Association, Lindburgh School, 1st and 3rd Saturdays, 
6:30-10 p.m. Call Larry Buttram (209) 823-7190 for de
tails.
•Modesto - Modesto Bluegrass and Folk Music Associ
ation, northeast comer of Roosevelt Park on Orange
burg, 2nd Sunday 1-6 p.m. Call (209) 527-3637 for de
tails.
• Sacramento - The Fifth String Music Store, 5526 H 
Street. Jam every Thursday at 8:00 p.m..
• Santa Cruz - Santa Cruz Bluegrass Society, Mountain 
Mike's Pizza in Santa Clara, comer of Kiley and Ben
ton, 2nd & 4th Sunday 3-7 p.m. Call (408) 244-1543 for 
information and other activities.
•Sebastopol - Sonoma County Picking Party - just 
forming. Contact Terry Byrd, 5380 Hessel Ave., Se
bastopol, or call (707) 823-1369.
Upcoming Events Oldtime and Bluegrass 
•December 3 & 4 - Modesto Christmas Craft Festival - 
Modesto Central Plaza, 10th and L Streets, Modesto, 
featuring Marly's Ghost, Homegrown, Golden Bough, 
Carolers and Jugglers. Call (209) 533-3473 for informa
tion.
•January 21 - Uncle Jed's Riverboat Pickin' Party #3 - 
a five hour special Bluegrass cruise on the Sacramento 
River (3:00 p.m. - 8:00 p.m.). Food is potluck and 
drinks are available. Tickets are $15.00 per person, 
there is a 100 person capacity so get your tickets early. 
Send a self-addressed stamped envelope to Drew 
Evans, 5909 Walking Stick Ct., Citrus Heights, CA 
95621 or phone (916) 344-8589 for more information. 
•January 20,21,22 - Colorado River Country Music 
Festival, Blythe, CA Fairgrounds. Featuring Byron 
Berline and the L.A. Fiddle Band and The Jeff Dayton 
Band. Camping facilities are available. Call 1-800- 
445-9541 for information concerning contests, camping, 
registration, reservations, concession space etc.

Please call or write about your upcoming events....
I will be happy to print all Bluegrass, oldtime or gos
pel happenings.

Where can you go to 
hear/play some music?

State Old-time Fiddlers Association 
•Atwater - Senior Citizens Bulding, 1260 Broadway, 
Atwater. Newly formed district 13 of the CSOTFA. 
Call Monnie Mann in Merced for more information. 
•Carmichael - Carmichael Elementary School, 6141 
Sutter Ave., 2nd Sunday 1-5 o.m. Call Harold (Roy) 
Lamb (916) 334-1398 for details.
•Castro Valley - Earl Warren Adult School, Educa
tional Building, 4th Sunday 1:30-5 p.m. Call Richard 
Vandiver (415) 278-0271 for details.
•Colusa - VFW Hall, Bridge & Main Streets, 3rd Sun
day 1-5 p.m. Call Monty Montgomery (916) 673-6574 
for details.
•El Cajon - Wells Park Center, 1153 E. Madison, 2nd 
and 4th Sunday, 12 noon - 4:00 p.m. Call Fred Loh- 
mann (619) 465-8045 for details.
•Exeter - Exeter Memorial Building, 324 North Kaw- 
eah, 1st Sunday 1-4:30 p.m. Call Harry Dunn (209) 
535-4000 for details.
•Fresno - Senior Citizen's Village Community Room, 
1917 S. Chestnut Ave., 2nd Sunday, 105 p.m., and eve
ry Saturday Dance, 7:30-11:30 p.m. Call Fern Butler 
(209) 291-0584 for details.
•Fullerton - Orangethorpe Park Activities Building, 
Brookhurst & Roberta. 1st Sunday 12:30-5 p.m. Call 
Darrell Brown (714) 797-1644 for details.
•Oak View - Oak View Community Center, 18 Valley 
Road, 2nd & 4th Sunday 1-4:30 p.m. Call Ross Huff
man (805) 486-8744 for details.
•Oildale - Veteran's Memorial Building, 400 Norris 
Road., 1st and 3rd Sun. 1-5 p.m. Call Esther Smith 
(805) 831-4269 for details.
•Oroville - Feather River Opportunity Center, 1650 
Broderick. 4th Sunday 1-5 p.m.. Call Don Smith 
(916) 589-0615 for details.
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Guitar Tablahire - An Old favorite -
By Don Denison

A few days ago I had occasion to read several old 
(ancient) copies of the Bluegrass Breakdwon. I no
ticed that one feature missing from more recent is
sues was a music/tablature column. I so enjoyed the 
exchange of musical ideas that I thought 1 would 
make an attempt to revive it. To this end 1 am in
cluding my own original (I think) arrangement of 
Arkansas Traveler.

The arrangement is relatively simple and follows 
the melody closely. Please note the dropped "D" 
tuning. Lower your 6th (E) string one octave below 
your 4th (D) string. This will give you a 6 string 1st 
position D chord. It will also increase the bass 
range of your guitar. Please use caution when pick
ing the 6th string, as too vigorous an attack will re
sult in string rattles due to the lowered string ten
sion. Try picking a little less vigorously on this 
string. Picking a little closer to the saddle on this 
will also help. The slide on the 5th string in the 1st 
measure can be played alone or against the 6th or 
4th strings; sometimes I play all three. Use alter-

Arkansas Traveler
nate pick stroking throughout. The only other cau
tion is the tied triplets in measures 9 and 13. Re
member that all three notes get counted as a single 
1/4 note. Use whatever combination of pick strokes 
you like to get the job done, just remember to end the 
measure on an up stroke.

I hope you have fun with this old fiddle tune. 
There's lots of room for further improvization in 
this arrangement and the dropped "D" tuning gives 
a strong bass melody line.

If you all enjoy this exchange of musical ideas 
please write me in care of the editor. I'll try to 
share other arrangements with you. Better yet - 
share your arrangements with the rest of us. This 
column can become a regular feature if we can get 
other musicians to participate.

Send in your music/tablature for whatever instru
ment you play. It must be uncopyrighted material 
and clearly written with a brief explanation if pos
sible.

Arkansas Traveler Dropped D tuning
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pickers, fiddlers, jammers and listeners
would be disastrous, perhaps terminal. At present we 

do not have the grass roots support of an active member
ship (just look at the small turnout we had at the Octo
ber membership meeting). This is our association, we 
can make it a more vital and healthy one if we want

Wanted • • • •

I'd like to introduce myself to you all. I'm Don Deni
son, your new Activities Vice President and board mem
ber. I would like to thank those of you who supported 
me in the election and to solicit the assistance of all 
the members as we begin planning new activities.

Every year our association produces a wonderful festi
val at Grass Valley and has a membership meeting. I 
understand that in the past we have had concerts and 
band contests. I think we need to try to do these things 
again. However, this is not the main reason I am ap
pealing to you. Think for a moment what would hap
pen to our association if for any reason we could not pro
duce a festival. I think we can all agree that at best it

to!
The problem is what do we do? We can't produce as 

many and varied concerts as we would like simply be
cause we cannot afford to lose even a snaall amount of 
money. There remains, happily, many activities that 
cost little or no money to produce. Here are a few exam
ples: Picking sessions with or without pot luck suppers, 
picnics and campouts. These activities almost pay for 
themselves, at least they do not require support from 
the treasury. Moreover, they will give us the active 
membership we need to survive as an organization. 
Other benefits include an opportunity to make new 
friends and strengthen old friendships, and play or lis
ten to music. These activities need not begin as large 
ones, just a few friends playing music together can be 
the start of a large and active group.

Your volunteer coordinator has given me a list of peo
ple who have expressed an interest in these activities 
and these people will be contacted by me soon. If any
one who reads this article is interested in the activities 
I've just described please add your name to the list of 
volunteers by writing or calling your volunteer coordi
nator (Suzanne Denison at 1985 Madrid Ehive, Stockton, 
CA 95205, (209) 464-5324) or myself, Don Denison at the 
same address and phone number.

This is our Bluegrass association - yours and mine. We 
can make it a lively and active one if we choose. I 
think we all need to ask ourselves if we want Bluegrass 
and Oldtime music to continue. If the answer to this 
question is yes, I need to hear from you, we have lots of 
work to do.

MICHAEL A
' Rne Handcrafted Musical Instruments

(f 20807 E. Spring Ranches Rd, 
Grass Valley, CA 95949 

(916) 272-4124

WMED
3rd Annual Bluegrass Pickin' Party Cruise
January is usually a quiet month for Bluegrass mu

sic.... or so I have been told. Drew Evans of Citrus 
Heights decided a couple of years ago to change that. 
He started organizing a floating pickin' party on the 
Delta every January.

This year's Uncle Jed's Riverboat Pickin' Party #3 
will be held on Saturday, January 21, from 3 to 8:00 p.m. 
The capacity of the river^at is 100 people, so Drew 

advises that you order your tickets as soon as possible.
Cost of the five hour cruise on the Sacramento River is 

$15.00 per person. Participants are asked to bring pot- 
luck food and instruments — or just come and listen. 
Drinks will be available on board and you are asked not 
to bring alcohol on board.

This sounds like a great way to enjoy good music and 
fun with fellow pickers or just to spend some time lis
tening. If you plan to attend you must board at 2:30 at 
the Riverbank Marina, 1401 Garden Highway in Sacra
mento.

For tickets write to Drew Evans, 5909 Walking Stick 
Court, Citrus Heights, CA 95621. Send a self- 
addressed, stamped envelope with your ticket orders.
If you would like more information call Drew at (916) 
344-8589.
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^ Radio Shows
Monday
6-10 AM "Christa's Show" KPIG FM
9:30-Noon "Wheels of the World" (Celtic), KZSC FM
9:30-Noon "Monday Morning Folk" with J.T. Mason, KAZU

8-9 AM "The Thistle and the Shamrock" with Fiona Richie 
(Celtic and Irish tunes), KHSU FM 

7-11 PM "Sister Tiny's Show" KPIG FM 
Thursday
6- 10 AM "Christa's Show" KPIG FM
9;30-Noon "The Front Porch Swing" with Steye, Art, Cusin Bill 

et.al., KZSC FM
1- 4 PM "Out on the Dusty Trail" with Ron Lucas, KAZU FM 
3-6 PM "The Palo Alto Cowboy" alternate weeks, with Digital

Don, KKUP FM
5- 9:30 PM "Fat Friday" with Sleepy John, KZSC FM 
9;30-Noon "Meadow's Heayen", KZSC FM
2:30-4:30 "Pig In A Pen" with Ray Edlund or "Panhandle 

Country" with Tom Diamant, KPFA FM
2- 5:30 PM "Friday Folk-Off with A1 Calame, KKUP FM
7- 11 PM S: 3ter Tiny's Show" KPIG FM 
Saturday
8 AM - 6 PM "Prairie Fires and Paper Moons" with Mitch 

Third, Tabasco Sal and Red Eye, Just Earle, Uncle 
John and Tina Louise Barr KUOP FM

6- 10 AM "WUdweed Twang", KZSC FM
7- ? AM "Mountain Stage" KHSU FM
10- Noon "Coimtry Line Bluegrass" with Eric Rice and Greg

Middleton, KVMR FM
11- 1 PM "West Coast Weekend" KQED FM
3- 5 PM "A Prairie Home Companion" with Garrison Keillor,

KUSP FM & KALW FM
3-6 PM "The High and Lonesome Bluegrass Show" with Rick 

(Continued on Page 16)

FM
1-3 PM "Monday Afternoon Folk Show" with Chris Jong, 

KUSP FM
1-4 PM "Arden's Garden" KAZU FM
6-9 PM Alternating Monday night bluegrass shows on KKUP►

FM
"The (Quickstep"
"Robyn's Bluegrass Show" 
"The Robbin' Banks Show"
"Vance's Bluegrass Show"

7- 11 PM "Sister Tiny's Show" KPIG FM
8- 10 PM "High Lonesome Sound" with Greg Middleton, alter

nates with "Route 66" with Rich Shipley, KVMR FM 
10-11 PM "Gentle Music" with Mike Curry KALW FM 
10-12 "Jammers Journal Pickers Edition"
Tuesday
6-10 AM "Christa's Show" KPIG FM
6-10 AM "The Bluegrass Show", with Ron Stanley, KMUD

FM.
10 AM - "Frontage Roads, Texas", with 

1 PM Mario Machieste, KFJC FM.
7-11 PM "Sister Tiny's Show" KPIG FM 
Wednesday
6-10 AM "Christa's Show" KPIG FM
9:30-Noon "R U Ready for the Country" with Shari, KZSC FM

California Bluegrass Association Membership Application
Expiration Date

FOR OFFICE USE ONLY 
Membership Number No. of yotes No. of Tickets

Last Name First Name Spouse's Name

Address

City, State, Zip

Telephone (include area code) Bands of 3 to 7 members may join for $25.00 
For more information write to address below.

c )
Single Membership $10.00 
with Spouse added - $12.50 
Children: Non yoting (12-18) $1.00 each 
Children: Voting (12-18) $10.00 each 
If senior(s), OVER 65, list birth Date(s):

Send check or money order for membership to: 
Membership Secretary, Mary Range 

California Bluegrass Association 
215 Grant Ayenue 
Petaluma, CA 94952

Instruments Played:
Children's name & Birthdate

Any help you can offer the CBA
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Radio Shows STATION LOG
KALW 91.7 FM 2905 21st St., San Francisco, CA 94110, (415) 

648-1177.
KAZU 90.3 FM P.O. Box 206,582 Lighthouse Ave., Pacific 

Grove, CA 93950, requests (408) 375-3082, office 
(408) 375-7275

KCHO 91.3 FM Chico State University, Chico, CA 95926 (916) 
894-5896.

KCSM 91.1 FM 1700 W. Hillsdale Blvd., San Mateo, CA 94402, 
(415)574-6427.

KCSS92FM P.O. Box 2052, Turlock, CA 95380
KFJC 89.7 FM Foothill College, 12345 S. El Monte Ave., Los Al

tos, CA 94022, (415) 941-2500.
KHSU 90.5 FM Humboldt State University, Areata, CA 95521 

(707) 826-4807
KKUP 91.5 FM P.O. Box 820,10221B Imperial Way, Cuperti

no, CA 95015, requests (408) 253-6000, office (408) 
253-0303.

KMUD 91.1 FM 973 Redwood Drive, Garberville, Redwood 
ity Radio, Box 135, Redway, CA 95560, 
2513.

(Continued from Page 15)
Nagle alternating with "Swing Boogie" with Dave 

Barnett, fifth ^turday "Gospel" with Him and 
Gratia, KKUP FM

5-6 PM "Our Front Porch" artists vary each week, KALW
FM

5- 7 PM "Bluegrass Connection" with Brad Johnson,
KVML FM

6- 8 PM "A Prairie Home Companion" with Garrison Keil
lor, KQED FM

6-8 PM "My Kinda Place" with Evo Bluestein, KVPR FM 
9-11 PM "The Fat Show" with various "Fat" DJ’s, KTOM 

AM&FM
Sunday
6-9 AM "In the Heavenly Way" gospel show with Mark 

Moore and the Deacon, KUSP FM
7:30-9 AM "The Gospel Show" with Ken Crow, KVMR FM
9 AM-Noon "The Singing Stone" (Celtic) with Rick Wol- 

ter, KAZU FM
9 AM-Noon "Backwoods and Forwoods", with Hank 

Stamper, KFJC FM
9 AM-3 PM ’Trailmix" with Uncle John and Tina Louise, 

KCSS FM
10-11 AM "Our Front Porch" with John Sheffler, artists 

vary each week, KCSM FM
10-Noon "A Prairie Home Companion" with Garrison 

Keillor, KQED FM
Noon-2 PM "Down On The 'Pataphysical' Farm" with 

Leigh Hill, KUSP FM
Noon-3 PM "Far-Flung Folk Festival" with Kitty Pascual, 

alternating with "Fools Paradise" with Mark 
Owens, KKUP FM

"Bay Area Bluegrass" with <iltemating hosts: Ka- 
ryn Cap, Steve Hogle, Fast Eddie, Pete Lude 
and Jim Carr, KCSM

1- 4 PM "Old Fashioned Folk Music Show" KCHO FM
2- 3 PM "The Feed and Seed Hour" with John Sandid

KUSP

Commtmi
(707) 923-:

KPIG 107.5 FM 1110 Main Street #16, Watsonville, CA 95076, 
requests (408) 722-2299, office (408) 722-9000.

KPFA 94.1 FM 2207 Shattuck Ave., Berkeley, CA 94704 (415) 
553-2129.

KTOM 1380 AM 933 W. Main, Salinas, CA 93901, requests 
(408) 372-4154, office (408) 422-7484.100.7 Hvl.

KUOP 91.3 FM University of the Pacific, 3601 Pacific Ave.,
Stockton, CA 95211, requests (209) 946-2379, office 
(209) 946-2581

KUSP 88.9 FM P.O. Box 423, Santa Cruz, CA 95061 (408) 476-
2800

89.9 FM repeater in Big Sur and 
90.3 FM repeater in Los Gatos.

KVML 1450 AM P.O. Box 578, Sonora, CA 95370.
KVMR 893 FM 325 Spring St., P.O. Box 1327, Nevada City, CA 

95959,(916)365-9555.
KVPR 89.3 FM 754 P Street, Fresno, CA 93721, (209) 486-7710. 
KZSC 88.1 FM UC Santa Cruz, CA 95064, requests (408) 429- 

4036, office (408)429-2811.

1-5 PM

FM

aJerry Kay and The Feed Bag Gang 
3-5 PM "Lost Highway" with Genial Johimy Simmons 

P FM
6-7 PM "Johnny Hicks and Country Gold" KTOM AM 
6-9 PM "Cuzin Al’s Bluegrass Show" KPIG FM 
9-12 AM "Robin’ Banks Show" KPIG FM 
9-12 AM "Cupertino Bamdance" with Stompin' Steve

KUS
Until next month....

Have a wonderful Holiday Season
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