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To and From
the Editors

il

e

DERR RERDERS:

The summer has been another
busy one, as expected, and we have
said "Hi!" to a lot of readers. It is
a real thrill to look into a stran-
ger’s face and hear "I am a char-
ter subscriber, and want you to
know there is no other magazine I
enjoy and benefit from as much
as AQ!" That makes the circus of
our professional lives more than
worth it.

By the way, that reminds us --
we are now two full years old, and
our readershipis well over 1,000/
Didn’t take us long to get there!

Mary Ann Johnston has agreed
to be our Books, Recordings, and
Pro-Files editor. We are fortunate
to have this lady’s "OK." She
started playing the autoharp six
years ago. She was already a
member of the Appalachian Folk
Music Club in West Virginia, and
the autoharp fit right in. As a
member of a club dedicated to
preserving, promoting, playing,
and teaching old-time music, she
exposed many folks to their first
taste of chorded zither music. She
served concurrent years as secre-
tary, booking agent, newsletter
editor, and publicity chairperson.
She also teaches autoharp, and
performs locally. Welcome,

Mary Ann!

The best joke heard at the
Cranberry Dulcimer Gathering
came from Bob Wey, Winfield
champion hammered dulcimer
player: "What do you call 500
hammered dulcimers at the bottom

of the ocean?” "A good start.

Editorial divorce was im-
minent before we went to press
with our July issue. Our minds
were not resolved on the issue of
printing the "Anonymous” letter.
But we have found indiscretion to
be the better part of valor. We
have been swamped with letters
concerning that epistle, and the
verdict is in -- the opinions of
"Anonymous” do not agree with
any other reader. We have, since
printing the letter, been both
praised and damned for our cour-
age and fairness in reporting.

The following is a sampling of
some of the many letters we re-
ceived. We thank all our readers
who took the time and effort to
write and call us. The support,
loyalty, and even humor evoked by
that letter has been something we
did not expect.

The Editors

DEAR EDITORS:

I think you’re doing great!
And, I’'m not anonymous!

Enclosed find my two-year
subscription. Thanks a million.
Hope to meet you some day.

Nib Reeder

This letter is addressed to
"Anonymous."First, I believe in
constructive criticism and be-
ing entitled to your personal
opinion. Your letter, to me,
showed hate and viciousness --
very little "constructive" criti-
cism. I have no respect for
someone who can slander -- and
use names, without having the
courage to offer his/her own
name. To insult a great autoharp
performer and teacher such as
Lindsay Haisley, shows a child-
like destructive attitude toward
the autoharp industry as a
whole. We should, as autoharp-
ers, always affer support to
anyone honestly promoting our
unique instrument.

Autoharp Quarterly, in my
opinion, is devoted to the ma-
jority of autoharp players and
communicates with us simply
and with great voracity. Even if
you were to tell me your name,
you would still be anonymous
in my book.

Bill Bryant

Dear Bill:

We agree with you! Please know
that we had Lindsay’s blessing to
publish the full letter, leaving noth-
ing out. That was, and is, to his
great credit.

The Editors

If I had some time to waste,
I’d take issue with the anony-
mous letter. Wow! That person
has a problem!
LoisLiggett

First of all, please renew my
subscription. Secondly, the let-
ter from Anonymous draws this
from me -- If they can’t sign
their name, they have no right to
complain! If this person is so far
advanced, then he/she doesn’t
have to read AQ. He/she knows it
all. If I felt that bad about any
publication, then I just wouldn’t
buy it. I would leave it for others
who enjoy it. Please don’t change
a thing. My husband and I both
enjoy every bit of it, especially
the music and songbook, even
though I think we own about
every autoharp songbook there
is. Thank you so much for a great
magazine for autoharp people,
novice and advanced.

Jane Hillaker

Thanks for the nice coverage
of the Wild Rose Ensemble. See
you at Winfield!

Enclosed is my subscription
renewal. Don’t let Anonymous
get you down. The magazine is
good and your efforts are sin-
cerely appreciated.

June Davis

Please renew my charter
subscriptionto AQ. I have not
found other autoharp players in
my area, SO your magazine is my
link to my instrumentand its
music.

I would like to answer some
of the objections stated by
Anonymousin the July issue --
even though I feel that anony-
mous correspondencedeserves
no consideration.

1. I teach seventh grade Eng-
lish. I certainly wish my junior
high students could produce
such a publication. I would
probably gain national recogni-
tion for such achievement.

2. This is a folk publication,
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not a master’s thesis. I am
reading this for pleasure.
Perhaps Anonymous needs to
relax his/her stiff dignity just
a bit.

3.1 have been in folk mu-
sic with Appalachiandulci-
mer and autoharp for many
years, and have known almost
all of the songs in the Song-
book. But, I remember that
many readers are new to tra-
ditional music, and I’m sure
that these songs have been
valuable to them. In many
places, music stores do not
carry folk music and/or
autoharp books, so it would be
difficult to find Meg Peter-
son’s books. I have passed
songs on to other people who
didn’t know them!

4. Through long years of
going to school, teaching Eng-
lish, and reading voraciously,
I have read many scholarly
papers. If I wish to read more
of those, I will go to the li-
brary of the local university.
If T wish to read about auto-
harps, I will read AQ.

5. If Anonymous does not

recognize the names of those
on the staff, perhaps he/she
should circulate more and
meet more players and pick-
ers!

6. I do read your lists and
enjoy knowing about festivals
and about new books and re-
cords -- also the clubs and
autoharp players around this
country.

This is "top of my head" --
no editing -- just sitting at the
kitchen table writing my
thoughts and feelings. I'm
sure Anonymous could find
some incoherence, if not illi-
teracy. Just wanted you to
know you are appreciated.

HelenBlackburn

Please don’t print any more
anonymous letters. Between
constructive criticism and
egotistical vitriol there is a
vast and substantial differ-
ence. One is creative and
challenging; the other is male-
volent and leaves a bad taste
in the mouth. The tone of the
letter in your last edition was
so particularly nasty that I

‘Bryan
Bowers

Mike
Fenton

AUTOHARP GATHERING

The First and Only Festival Dedicated to the Autoharper!
JULY 5, 6, &7,1991

Reservations Limited to First 200

Concerts @ Workshops @ Informal Jams

Mountain Laurel Autoharp Championship
Sanctioned by the Walnut Valley Association

Weekend Ticket: $30 @ With camping: $35
Due to insurancerestraints, the festival cannot accommodate children
under 16. Fully self-containedand primitive camping available on the
grounds. No alcohol, drugs, or dogs. For registration,contact:

Limberjack Productions
PO Box A @ Newport, PA 17074

suspect it was written by
someone who is suffering
from mental illness and/or
has a personal grudge against
someone on your staff. Either
way, I don’t think printing the
letter served your readership.
When in doubt, most publish-
ers will not print the criticism
of someone who is, after all,
either too afraid or too
ashamed to sign the letter.

We enjoy AQ and have
since its inception. We espe-
cially like its easy-going,
informal format and its abil-
ity to speak to both the diffi-
dent beginner and the old pro.
But please, no more anony-
mous unpleasantness.

Do you suppose we could
get Bryan Bowers to part with
the words and music to "I’'ve
Seen Your Aura And Its Ug-
1y?" It sounds like fun, and
we could dedicate it to
Anonymous.

Sandy Loven

I want to respond to your
brave anonymous critic. I
took exception to the tone and
content of that letter. Its vitri-
olic tone seems to indicate
jealousy. Ordinarily I would
say nothing about grammati-
cal usage, but this person was
being critical of your writers.
In the first full page column
the writer used the colloquial
term "a lot" which is not used
in formal writing. Continu-
ing down the column, I found
an error in parallelism. On
that same page, the writer
used a singular noun "a medi-
ocre writer," which is clearly
the antecedent of the plural
pronoun "them" in the follow-
ing sentence. That is a no-no
in any level of writing! On the
next page, our writer resorted
to ordinary slang when he (?)
said "The biggest rip-off" --
rip-of f? Now, really!. . .
That’s enough of this non-
sense. I just couldn’t resist!

Byrtis Walter

And we just couldn’t resist
sharing some of these letters.
But Byrtis is right -- "That ’s
enough of this nonsense."”
The Editors



Lindsay Haisley Plays

On The Edge

by Steven J. Givens

How do you go from a
background in science to a
career in acoustic music?
Schizophrenically, according
to autoharpist Lindsay Haisley.

"It’s not always easy to put
music and science together,"
says Haisley, who graduated
from Earlham College in 1963
with a degree in physics. "I
have an addiction to compu-
ters, which is something akin
to being an alcoholic. I can sit
down and start working on
something on a computer and
a week will go by. I hardly eat
and hardly sleep. I wish I
could put that together with
my music."

In fact, it was Haisley’s
logical mind that attracted
him to the autoharp."There’s a
discipline of the mind and a
concentration that you devel-
op in the natural sciences that
is not that different from the
discipline of learning any
musical instrument," Haisley
says. "If you approach an in-
strument -- like an autoharp --
you have to be extremely logi-
cal and mathematical. You
have to almost -- in an artifi-
cial way -- devise a system or
an algorithm. It is only with
time and practice that this al-
gorithm becomes internalized
and becomes a process that
you don’t even think about."

Although Haisley also sings
and plays guitar, jazz trom-
bone and several other instru-
ments, he is known nationally
for his work on the autoharp.
In fact, the Austin, Texas,
musician has elevated the
instrument to a level of con-
cert virtuosity and has gained
a reputation as one of the best

professional autoharp players
in the country.

He began his solo career in
1970 and has played at clubs,
coffeehouses,and festivals
throughout Texas and the Mid-
west since 1975. In 1978, he
was one of six winners of the
Kerrville (Texas) Folk Festi-
val’s "New Folk" song writing
competition and has won ad-
ditional awards for his instru-
mental work on both guitar
and autoharp. He has per-
formed with such acoustic
music greats as John Prine,
Tom Paxton, John Hartford,
Peter Yarrow and Jerry Jeff
Walker. He has recorded two
albums, "Christmas on the
Autoharp"and "(Auto) Harps
Alive!!",

After graduating from col-
lege in 1963 and a very brief
six-week stint in the Peace
Corps, Haisley decided to
head overseas. But before he
could leave to join the Amer-
ican Friends Service Commit-
tee, he was drafted into the
Army. After two years in the
Army and time spent in Berk-
eley during the late 60s, Hais-
ley saved enough money to
finally get overseas.

"I ended up traveling to
Europe and meeting up with
an expatriated American who
was truly a citizen of the
world," Haisley says. "He had
lived all over the world and
had burned his draft card in
central Saigon in the mid-60s."
It was advice from this expa-
triate that led Haisley -- guitar
in hand -- to India.

"The guitar opened a lot of
doors for me," Haisley says.
"Music speaks louder than

AQ3

words. It got me out of a cou-
ple of spots and got me into
some interesting situations. I
was trying to leave Bangla-
desh and I got accosted by
some students who talked me
into doing a television inter-
view. I ended up doing a nice
interview and playing on
national television in what
was then East Pakistan. I
made a lot of friends with the
guitar. I ended up going on to
Japan and then coming back
over the Pacific."

Upon returning to the
States, Haisley went back to
Berkeley, where he paid $80 a
month for an entire top floor
of a house, saved his money,
and spent his weekends in the
mountains hanging out with
his musician friends. From
there, he went on to Colorado.

"I ended up going to Colo-
rado and living with this
group called the Anonymous
Artists of America," Haisley
says. "They were a 60s rock
band, but not in the sense of
rock bands today. Although
lesser known, they were one
of the original rock bands that
were contemporariesof groups
like Big Brother and the Grate-
ful Dead."

Although Haisley enjoyed his
time with the group and still
enjoys playing with bands
from time to time, he began to
feel a draw to a solo musical
career.

"When I was playing with
the rock band I was missing
certain aspects of music," he
says. "Mainly, there wasn’t a
whole lot of Anglo and North
European influences in the
music I was playing. I found
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myself drawn to the country
idioms. I’'m kind of a solo per-
son. It’s limiting in its own
way because folk music is a
very particular bag and I get
bagged in folk music even
though I go beyond folk
music."

One key to his musical suc-
cess, Haisley says, has been his
love affair with his home state
of Texas. Although a world
traveler, Haisley was born in
Texas and has been a resident
there since 1975.

"Texas has a wonderful,
open musical climate," Hais-
ley says. "I've learned a lot
from Texas music. I
don’t fit into the
Texas singer/song-
writer mold but, at
the same time, I’ve
learned a lot from
Texas musicians --
the way they work
with their music and
the way they use
’space’ in their mu-
sic. I haven’t ab-
sorbed as much as I
would would have if
I had lived here all
my life, but it has
definitely been for-
mative in some
respect.”

Although Haisley
currently lives in the
Austin area, he read-
ily admits that he
doesn’t fit well into
the Austin music
scene that was made
famous by the likes
of Willie Nelson,

Waylon Jennings, David Allan
Coe, Jerry Jeff Walker and
Austin City Limits.

"Austin is a band town and
I’ve never been able to draw
in Austin," he says, "but it’s
been a wonderful resource in
terms of friends and oppor-
tunities to do projects like re-
cording and festivals. Texas
is so many things to so many
people. There’s no state in the
union that has more diversity
in terms of music, country,
and people except maybe Cal-
ifornia. Texas is just incredi-
bly diverse. Austin gets the
hype for the music capital of
Texas, but my vote for music

capital is Houston. I really
enjoy playing in Houston. I
think the Austin music scene
is overrated. Most of the peo-
ple who play on Austin City
Limits are not from Austin.
Austin is a band town and is
also a town that seriously un-
derpays its entertainers. En-
tertainment has a reputation
for being cheap and plentiful.
They even tout that as being
an attraction to the town."
Haisley recently designed
and built a home in Leander,
just north of Austin. Situated
on four acres and complete
with a small creek, his new

home is one reason he plans to
stay on as a Texas resident.
"It’s down at the end of a dead
end road, right in the path of
tornadoes," he says. "One

came through just the other
day. But it’s nice to sit outside
and play. It’s a whole lot more
conducive to sitting and play-
ing than living in the city next
to the freeway."

But perhaps a more impor-
tant reason for staying in
Texas is the support Haisley
receives through the Kerrville
Music Festival. Haisley is a
regular performer at the an-
nual event and a member of
its board of directors.

"I receive a lot of support
from Rod Kennedy and the
Kerrville Music Festival," he
says. "Rod Kennedy’s festival
is the only real folk festival
in Texas. It’s a wonderful fes-
tival. Rod has a way of put-
ting together the right chemis-
try of people. After the festi-
val is over, the *important’
people get down and play mu-
sic with the ’regular’ people.
That’s just the way it is. A lot
of exchange and a lot of com-
munication between musi-
cians. A wonderful experi-
ence. That’s been real nice for
me. It’s probably the central
feature and one of
the reasons I stay in
Texas."

Haisley will be
the first to admit that
the autoharpis a
much-maligned
instrument with an
image problem. He
considers himself an
advocate for the
instrument.

"I think the instru-
ment has a lot of po-
tential that has not
been explored,” he
says. "It has always
been thought of as
the ’idiot zither’ be-
cause it has the names
of the keys on the
buttons. How many
guitars do you see
with the names on the
frets or pianos with
the names on the
keys? That’s why I
take the letters off
mine. It has really only es-
tablished any kind of a foot-
hold in semi-serious music in
fairly traditional folk circles.
People don’t really have much
of an idea of what the instru-
ment can do."

Part of Haisley’s enthusi-
asm for the autoharp lies in
his belief that the instrument
has gone unexplored."The
autoharp is unchartered terri-
tory," he says. "If you move
into it musically at all you
become associated with it be-
cause there are very few peo-
ple there. The guitar is a heav-
ily populated territory, and so
you have to go a long way be-



fore you stand out at the edge
and are identified with the
guitar. Very few people have
pushed the autoharp to its
limits."

Haisley comes from a
musical family tradition and
credits his upbringing with
instilling in him a love of
music. Both of his parents
played piano.

"My father plays all of the
pop tunes of his youth by ear,"
Haisley says. "He’s a real na-
tural musician. My mother al-
so used to play and they used
to do four-hands piano togeth-
er. That’s a real important in-
fluence for a musician. Any-
one who comes into music
with a family background has
got a tremendous head start.
Music is, as much as anything,
an attitude."

In addition to his family,
Haisley’s musical influences
range from Dixieland to rock
and blues.

"I’ve absorbed so much
from so many people," he
says. "When I was younger I
got turned on to improvisation
by a group called the Fire-
house Five Plus Two, which
was a Dixieland band. And
then there’s Dylan. I've been
influenced by just about
everybody I’ve worked with
in Texas. I greatly admire
what people like Willie Nelson
and Gary P. Nunn do with
their arrangements. They are
beautifully simple. The way
they use ’space’ has influ-
enced me a lot."

One specific influence of
Haisley’s is singer/songwriter
Shawn Phillips, who is the son
of Phillip Atley, former CIA
agent and spy fiction author.
"Shawn’s dad taught him that
there were three components
to creative achievements:
wonder, anger, and technique,"
Haisley says. "The wonder, he
said, is the sense of the beauty
of it and what draws you on.
The anger is the struggling
against the limits and your
own limitations and inability
to really fulfill that wonder.
Technique is what you devel-
op -- the sharpness of your
knife and the precision of
your axe. These three work as

a harmonious triad in creative
work. That’s given me an aw-
ful lot of food for thought."

At 48, Haisley continues to
assess both his career and his
musical interests. "At this point,
there’s still a lot of things that
I feel I haven’t done musical-
ly," he says. "I haven’t really
expressed a lot of the songs I
have written. I would like to
play the autoharp with an en-
semble. I would like to develop
skills as a recording artist and
get a reputation for that. I love
playing the autoharp with other
people. The autoharp is adapt-
able to a variety of different
kinds of music that people

"There are no
mistakes. There are
only unexpected
results."

don’t usually think of. I hope
at some point that I don’t have
to be constantly traveling a-
round. I'm also drawn to com-
puters. I may end up doing
something with computers, too.
I do what I can to survive and
keep myself active creatively."
Haisley’s desire to take the
autoharp beyond everyone’s
expectations fits well with his
overall philosophy of music.
"I like to do things that are
dangerous musically," Haisley
says. "Then I can take myself
to a limit -- to an edge -- where
I don’t know what’s happening
next. You get to that point and
suddenly you see where you’'re
going and you take the music
in directions where you
couldn’t have gone if you had
planned ahead. Jazz musi-
cians do this. To be a really
good jazz musician is a cour-
ageous thing. You put yourself
on the edge. There are no mis-
takes. There are only unexpec-
ted results." m

(Steve Givens is a free-lance
writer from St. Louis, Missouri.
He is also a musician and the
co-founder and executive di-
rector of the Catacombs Cof-
feehouse, a St. Louis acoustic
music organization.)

AQS

I'LL BUY THAT

Going Diatonic -- A
Comprehensive Guide To
Autoharp Conversion

by George Foss

Route I, Box 243-A
Edgemont, AR 72044
$10.00

In this new book, George
Foss has probably answered
every question you might have
regarding converting an auto-
harp to a diatonic tuning. Foss
starts with some definitions of
words you might hear in dis-
cussions about "going diaton-
ic" and goes on to cover such
subjects as choosing your
keys, selecting the chords, voi-
cing the chords, tuning, and
more.

Of particular interest is
the imaginary dialogue of
questions and answers presen-
ted in Chapter Two. "The ’con-
versation’ is based on many of
the questionsI have been
asked at workshops and pri-
vately by autoharpists over
several years," states Foss.

Another intriguing chapter
is the one on voicing chords.
This is an important subject
that is usually ignored by the
first-time convert. Mr. Foss
defines the subject and gives
the reader two basic and sim-
ple rules to follow.

In addition, the book gives
work plans, tables, and chord-
bar patterns for eight differ-
ent instruments. ‘

A graduate of the Julliard
School of Music and American
University, Mr. Foss has spent
years collecting traditional
ballads and folk music from
the Appalachian, Cumberland,
Smoky, and Ozark Mountain
regions. He has also been a
regular performer and work-
shop leader at the Ozark Folk
Center in Mountain View,
Arkansas. These credentials
combined with a love of the
diatonically-tuned autoharp
have obviously given Mr. Foss
an insight that has taken away
the mystery and made diaton-
ic understandable. =
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JUDIE’'S CHOICE

by Judie Pagter

"WELCOMETO GALAX"
Mike Fenton

and the Bill Sky Family
HRC 078

Heritage Records

Route 3, Box 280

Galax, VA 24333

This tape has been a real
pleasure to review.

Side one begins with "Tur-
key in the Straw" and "Big
Sandy River" combined into
one tune. This arrangement is
exceptionally good. Mike Fen-
ton does a beautiful job on the
*harp (it makes my fingers
tired just listening), and of
course the Bill Sky Family is
doing a great job backing him
up. They complement each
other perfectly!

Also on side one is "Give
Me the Roses,” which is good,
but the singing isn’t quite as
good as the ’harp playing on
this one.

"Texola Waltz" is beauti-
ful! Nancy Blake, you ar-
ranged a lovely song.

The mountain dulcimer,
along with mandolin and
*harp, is very good on "Shall
We Gather At the River."

An Oscar Schmidt diatonic
autoharp is used in "Early," a
tribute to a town in Iowa.
There is some nice cross-
picking guitar in this song.

"Hard on the Beech Oar" is
on side two. In this traditional
tune, the claw hammer banjo
played by Tara is very fine.

It sounds good with that *harp.
Of course, I love the claw
hammer banjo anyway, but
she really does a great job on
this tune.

If you wish to have your tape

considered for review, please
send it to AQ, Box A, Newport,
PA 17074.

There is beautiful banjo
playing again in a tune writ-
ten by Bill Sky called "Bran-
dywine." The Orthey ’harp,
which sounds like a ham-
mered dulcimer, comple-
ments this song.

"The Cuckoo" is as tradi-
tional as you can get. I per-
sonally like it in a major key
rather than the minor one, but
nevertheless, it’s good.

The "Welcome to Galax
Medley" consists of three old-
time fiddle tunes -- "Year of
Jubilee," "Ragtime Annie,"
and "Old 'Jaw’ Clark." I know
one thing for sure. You can
dance all over the kitchen to
this medley. I can hardly
drive my car when this song
comes on, as I want to make
my feet move, and that’s no
good when you’re driving.
Great job on this medley.
You’ll love it!

The next tune, "I’ll Live
On" was written by T. J.
Laney. A nice gospel song, it
was written as a result of a
sermon delivered during a
great revival held in Alabama
in August, 1914,

Last is my favorite, "Grass-
hopper Sittin’ on a Sweet Po-
tato Vine." What great words,
and what great "harp and claw
hammer banjo! I love the jaw
harp, too. Now this is a great
old-time song, and I’ve al-
ready learned it! Of course, I
dance the limberjack to the
first part of it, then I flat-foot
to the fast second part!

I recommend this tape to
anyone who loves good auto-
harp, claw hammer banjo, and
good old-time music! ®

Walking into local music
stores always results in a bit
of frustration for me. Know-
ing how much wonderful tra-
ditional and contemporary
music is recorded every year,
it is almost depressing that so
little of it ever finds its way
to the shelves of "mainstream"
music stores. For those of us
who are content to shop by
mail order, there is a variety
of distributors to choose
from. Several record labels
and distributors offer cata-
logs costing little or nothing.
Here are just a few folk re-
cord distributors:

Andy’s Front Hall, PO Box 307,
Voorheesville, NY 12186 -- Distributor
for many styles of traditional, folk,
and acoustic music.

Appalshop,306 Madison Street,
Whitesburg, KY 41858 -- Their catalog
includes AppalachianMountain music,
bluegrass, gospel, folk, and more.
Arhoolie Records, 10341 San Pablo
Avenue, El Cerrito, CA 94530 -- Blues,
Cajun, Zydeco, Tex-Mex.

Elderly Instruments,1100 N.
Washington,PO Box 14210, Lansing,
MI 48901 - - Offers catalogson instru-
ments, books and video tapes, record-
ings and more.

Flying Fish, 1304 West Schubert,
Chicago, Il 60614 -- This label carriesa
wide variety of folk music.

Green Linnet Records, Inc., 70
Truner Hill Road, New Canaan, CT
06840 -- For the best in Celtic music.
Mountain Made Music, PO Box
816, Nashville, IN 47443 (800) 359-2173 --
A wide selection of traditionaland
contemporary folk, as well as new age
recordings.

Rounder Records, 1 Camp Street,
Cambridge,MA 02140 -- Carries wide
variety of folk recordings.
Shanachie Records, PO Box 206,
Newton,NJ 07860 - - Irish, African,
Reggae.

(Reprinted with permission from
Folkestone News.)



Offers recordings, books, Videos, and instructional materials by

The Bluestein Family.
Brand New CD Release —- SHUT UP AND SING! — THE BLUESTEIN SAMPLER

Includes at least one cut from each previous release. “True gems... yet another national showcase for the family’s talents.”-McClatchey
Newspapers. Over 70 minutes. $16 ppd

SHAKE WHAT YOU GOT — BAD BOYS ZYDECO cassette

Evo & Jemmy’s 5-piece zydeco band is turning a lot of people on to zydeco; over an hour of hot dance music. Tracy Schwarz said of the
Bad Boys, “The proof is in the putting — putting your foot on the dance floor.” $11 ppd

STRANGE AFFAIR — EVO AND JEMMY BLUESTEIN cassette
The first duet tape by the full time musicians of the Bluestein Family, with guests Dewey Balfa, Jody Stecher, Ira Bernstein and more.

“Their oldtime music is a delight and perhaps they can open up their audience to appreciation of the other musical styles they enjoy and
play so well.” —Old-Time Herald. $11 ppd

I1JO—IRA BERNSTEIN WITH JEMMY & EVO BLUESTEIN cassette

“This trio is one of the foremost exponents of traditional musical Americana, with Bernstein an internationally acknowledged master of
Appalachian flatfoot clogging...he does it so well you wonder why people aren’t shouting his name from the housetops.” — Penninsula

Times Tribune. $11 ppd
KIDS’ MUSlC

TRAVELIN’ BLUES — THE BLUESTEIN FAMILY cassette
Diverse repertoire from Cajun to Oldtime, Jean Ritchie to Bob Marley. Frayda’s rendition of Bread And Roses was lauded by Pete Seeger
in his labor movement songbook, Carry It On. $8 ppd
EVO’S AUTOHARP —EVO BLUESTEIN Ip

Oldtime songs and tunes with Evo playing autoharp throughout, in his Kilby Snow-Roscoe Holcomb influenced style. Guests include Mike
Seeger, Kenny Hall, and Bluesteins. “The only player to compare with Kilby Snow.” — Victory Review. $8 ppd
WHERE DOES LOVE COME FROM? — THE BLUESTEIN FAMILY Ip & casstte

The family’s Jewish album, sung in Yiddish, Hebrew and excellent new English translations of a variety of love songs, children’s songs,
religious, immigrant and resistance songs; a delight for everyone. $8 ppd

SOWIN’ ON THE MOUNTAIN — THE BLUESTEIN FAMILY Ip

It was their first album together and features much ensemble and harmony singing on American spirituals, hymns, and pieces by Malvina
Reynolds, Woody Guthrie and more. $8 ppd

LET THE DOVE COME IN—THE BLUESTEIN FAMILY Ip & casstte

More diverse repertoire with different family combinations as well as strong ensemble performances. Includes Frayda’s classic rendition of
“I'm Gonna Be An Engineer”,"Cool Of The Day" and the title cut from Bessie Jones. “Their ability to work material of such diversity into
their repertoire separates them from any other purveyors of folk and bluegrass.” — Valley Life Review. $8 ppd

BOOKS
WINNING WAYS ON THE AUTOHARP VOL I

Contains lessons from the best autoharpists, including Evo Bluestein, Stevie Beck, Becky Blackley, Mike Seeger, Ivan Stiles and many
more. $10 ppd

ANGLISH-YINGLISH, YIDDISH IN AMERICAN LIFE

The newest book by Gene Bluestein is a fun look at widespread use and misuse of Yiddish expressions in American culture with a useful
and humorous dictionary segment, a segment on Klezmer music and more. $12 ppd

VIDEOS
IRA BERNSTEIN WITH JEMMY AND EVO BLUESTEIN IN CONCERT

Dynamic live performance music and dance video features traditional music, original IJO tunes and Ira’s Ten Toe Percussion blend of
clogging, tap and other step dance styles, such as French Canadian Waltz Clog, English Hornpipe and more. $45 ppd
INSTRUCTIONAL VIDEO MUSIC LESSONS

Beginning Oldtime Fiddle by Evo Bluestein Beginning Oldtime Banjo by Evo Bluestein
Beginning Folk Guitar by Evo Bluestein Beginning Oldtime Mandolin by Jemmy Bluestein
Beginning Autoharp by Evo Bluestein Advanced Autoharp by Evo Bluestein

“..a well produced series of lessons which will be of great value.” — The Autoharpoholic
“..simple and direct...Efficient and easy to follow...” — Dirty Linen. $45 ppd

Make checks payable to Evo Bluestein. Mail to: Doghill Productions
4414 E. Alamos Fresno, CA. 93726

California residents add 7% tax.
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HEWLETT

This Irish tune is attributed to O’Carolan (1670-1738). It is a planxty, a tune written in
honor of a patron and not neccessarily bound to the even structure of dance music. It is
cocky and full of well-being. Do not play it too fast.

Turlough O’Carolan
Arranged for the diatonic *harp by Bob Lewis
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Arrangement copyright 1990 by Bob Lewis. All rights reserved.

al

1. Each chord letter denotes a chord change. All chord changes are pinched with thumb and
middle finger. These pinches are sweeping and deliberate in order to accentuate the
feeling of movement.

2. Each slash denotes a chord continuance, and should be plucked. These slashes
may be pinched, but plucking will give the tune a smoother sound.

3. Each ©O is "open-chorded" and denotes a pluck with the forefinger.

This tune should be played in slow waltz tempo with a light touch. Plucking
accuracy is very important on the eighth note runs marked with brackets.
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® ' , I New Release!! I
Mu SlC Alan Mager

"THE FAIRHAIRED BOY"

A cassette recording of autoharp tunes.
Including: ® TheFairhaired Boy
a ® When You Wish Upon a Star e Inthe Garden
I E @ Chariots of Fire ® Georgia On My Mind

@ Ain't Misbehavin’ ... and many more

Buck
by Juy Buekey Send $8.00 + $1.50 s. & h. for each

cassette to: Alan Mager

Have you ever heard a ' v P. O. Box 1221
picker comment that he or she _ S5 Annandale, VA 22003
never plays a song the same
way twice, and thought to g
yourself, "Yeah, right!" Well, . .
whist thoy resm is.thuy they | Cassette Tapes By Lindsay Haisley

play the basic structure of the :
melody and make small var- [(Auto Harps Alivel!
iations of it using scales. To M
illustrate, if you cooked [ Christmas On ]

breakfast for ten individuals €2 The ¢3

and later that day asked each
one what they had to eat, very
likely, each person would put
the food items in a different

$9.00 each, postpaid

order, depending on what his Lindsay Haisley

personal preference was -- 14206 Spreading Oaks Dr.

coffee, eggs, toast, etc. Well, Leander, TX 78641

musicians do the same thing th N

with a melody. The basic tune
is always present, but varia-

tions are constantly being AL . - L

S oo I S e Save-A-Buck Gift Subscriptions
command of their scales and Order gift subscriptions to Autoharp Quarterly and
chords that come from these. Save-A-Buck off the regular subscription rate for four
You can be just as fluent, if issues. Send check or money order for $14.00 for each
you have patience, so stick subscription to Limberjack Productions, PO Box A,
around. Watch a group of vet- Newport, PA 17074. Your gifts will be acknowledged
eran pickers and notice how in time for the holidays with cards sent to the re-
they "talk" to each other. One cipients. Include names and addresses of recipients
is taking the lead while the and name you wish on cards. Offer expires December
rest listen by chording along, 15th, 1990. b : : . g

and then they take turns
talking -- playing the lead.
Our scales are our musical
alphabet. (Fortunately there
are only 7 different notes, not
26!) We use this alphabet to
form short musical state-
ments, or licks, like saying a
melodic "sentence." We then
string these sentences to-
gether into a "paragraph,”
which is the break. "Easier
said than done," you’re think-
ing. True, it’s not something
that comes overnight, but
neither does a newborn talk
right away. It just takes a
little time (and patience). ®

(Reprinted with permission from
SNBMS Bluegrass News)
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First
You

Have
Got

To Get
A Harp

by Joe Riggs

and Ellen Hudak,

with the assistance of

Mike Seeger, Mike Hudak,
Mike Fenton, Jim McCarthy,
and Alex Campbell.

For John Kilby Snow
May 28, 1905-March 20, 1980

"When I get to heaven,
I will teach the angels
how to play harp.”

Part Two

about the period of Kilby’s
2= life from around 1930 to
1957. Blanche, or "Mommie
Snow," worked in cotton mills
when she could. Kilby worked
many different jobs: construc-
tion, as a maintenance man
for sewing machines in an ap-
parel factory, millwright in a
lumber mill, and on the Penn-
sylvania Highway Department
road crew. He seemed to have
a knack for precision machin-
ery and woodworking,and
this penchant carried over to
modificationsof his harp and
the sophisticated design of his
finger pick. Kilby did say
that he never left his harp and
he never put down his music,
like so many musicians do
when they are in the middle
of life raising a family. We
assume that he continued
playing, planning, and work-
ing out his music and his harp
setup throughout those thirty-
some years. No one far from
Galax, though, knew about it.
Then, sometime around the
mid-fifties, probably closer
to 1957, Mike Seeger was work-
ing with Pop Stoneman record-
ing his autoharp music in Ga-
lax, when Pop put Mike onto
an autoharp player he had not
yet heard of -- Kilby Snow, in
Fries, Virginia. This was a
turning point in several lives.
Although Kilby was not an
easy person to find, his elu-
siveness was no match for
Mike Seeger on a hot music
trail. A detailed account of
that meeting and Kilby’s play-
ing up to that time may be
found in the liner notes by
Mike Seeger, with the LP "Moun-
tain Music on the Autoharp."
Mike Seeger and Kilby
seemed to take to each other
right off, and mutually influ-
enced each other forever-
more. Mike, for example, had
an autoharp made by Bob
Welland, set up to play in G in
order to do one song in parti-
cular, "Flop-Eared Mule," with
some drag notes like Kilby
did. Likewise, Kilby was as-
sisted immeasurably by Mike
Seeger’s recording of him,
and by Mike’s introduction
into venues other than the

j have learned very little

familiar Galax Convention
and the local playing oppor-
tunities he was used to. In the
early sixties, the folk music
beanstalk was growing fast,
and there was ample opportu-
nity to play college campuses,
coffeehouses,and the like. It
was a new world for Kilby.
Ellen Hudak handled most of
the details and itinerary for
Kilby’s schedule; she was the
agent-manager. Mike Hudak
accompanied Kilby, both in
the car and on stage, and kept
the harps sharp with his exper-
tise in musical instruments.
Jim Snow, one of Kilby’s sons,
was a usual performer with
Kilby, too. Jim sings tenor on
"The Old Crossroads"and "No
Tears in Heaven" with Kilby

In the early
sixties, the folk
music beanstalk was
growing fast, and
there was ample
opportunity to play
college campuses,

coffeehouses,
and the like.

on Kilby’s album by Mike
Seeger, "Country Songs and
Tunes with Autoharp." Jim
also played backup guitar for
Kilby, and sometimes sat
facing Kilby knee-to-knee,
harps on their laps, each bar-
ring his own harp but pluck-
ing the other’s!

As Kilby began making
more money for playing his
music, and enjoying the fame
and popularity that went with
it, he wanted to make sure
that certain of his thoughts
were included in the book
that Ellen and Kilby began.

Kilby described his rela-
tionship with the autoharp and
his music this way: "I liked
the harp right off. That is one
love affair that is going to last
all my life, probably even un-
til my death. Music was like a
heartbeat. It was always with



me. I could hear music in
everything. The sound and
rhythm of picks on the coal
and rock; I could hear it in
machinery, the sounds of mo-
tors, wheels, pulleys, grinders
-- everything that you worked
with had a sound. The sound
of birds, wind, and nature
were all around you if you
took the time to listen. The
sounds of people -- laughter,
crying -- everything about
people. Some sounds you did
not want no part of, but others
would crawl in your brain
and jump around with each
other, and the next thing you
knew there was a tune going
’round and ’round in your
head, until your fingers
twitched and jerked, trying to
make that tune in your head
come out on the strings on
your harp. It might take a
while, but you stuck with it,
and by Gosh! You’d have
yourself a tune and then it
was no problem to put words
to that tune, and you had a
song." ("Mean Women" was one
of Kilby’s first songs.)
"Sometime that harp was
like a mistress. You’d play a-
round with her, and she’d give
you good sounds, but there
was always the promise of a
little more, more music you
could squeeze out of her. That
harp would torment you and
tease you until you couldn’t
think of nothing else but that
sound. You’d neglect every-
thing and everybody some-
times for days and you’d
swear that you would throw it
down for good. You’d throw it
down, only to have the darn
thing winkin’ and a-grinnin’
at you every time you passed
by, saying, *You can do it, if
you only try more,’ and you
there, knowing that when you
got that sound you was going
to be in ecstasy. Finally, you’d
be broke down, you’d pick up
that harp, and go off down the
road where no one would find
you or bother you, and there

you would sit with that harp in.

your lap, stroking the strings
like a lovely girl’s long hair,
and then -- out of nowhere --
here comes the sound you
want and you knowed you’d

made a conquest, and you was
the happiest clown in town. You
had got your tune together and

you was so proud you had final-

ly gotten that good sound, that
you had to play your tune for
everybody, 'cause it just swelled
up inside you until you thought
you was going to burst if you
didn’t play it for everybody."
Kilby also tells how "Auto-
harp Special,"” one of his show-
case tunes on his "Country
Songs and Tunes" LP was born.
Kilby says he had always
loved the banjo music of Earl
Scruggs, and one year at the
Newport Folk Festival, he met
Earl. Kilby had been working
on one of Earl’s tunes (report-
ed in one place as "Flint Hill

Drawing of Kilby Snow by Willard Gayheart, Pencil Artist.
Available by writing to PO Box 605, Galax, VA 24333.
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Special," and another place
as "Foggy Mountain Chimes"),
and he asked Earl if he could
play it for him. Kilby played
his version of the tune for
Scruggs, and Earl expressed
his pleasure at the tune Kilby
knocked out. Scruggs told him
that if he would change a few
notes in it, he could have his
own autoharp tune and call it
"Autoharp Special." To further
compound the lineage of
"Autoharp Special,” however,
the same tune is recorded as
"Autoharp Chimes," on Kilby’s
45 record, but "Autoharp Spe-
cial" on the LP. I have not at-
tempted to research this ques-
tion yet, and so am unable to
resolve it now.




12 AQ

Few people know of Kil-
by’s 45; it is from MO DO Re-
cords, Mountain Doers, and
Otis Baldwin plays guitar on
it for Kilby. The reverse side
of the 45 is "No Big Broad
Highway," on which I kept
looking for Jim Snow’s tenor
on the chorus. I wish he had
been there to sing on this, an-
other one of Kilby’s own
songs.

In the main, Kilby record-
ed, as far as I know, 29 tunes
and songs altogether; that tal-
lies the ones on the "Mountain
Music" LP, the "Country Songs
and Tunes" LP, and the 45.
Mike Fenton reports that Kil-
by may also be heard on a col-
lection of music from the 1974
Brandywine Convention,
playing and singing "Wind
and Rain" (Heritage Records).
Mike Hudak also believed
that Kilby was on a collec-
tion, possibly, of recorded
music from the Fiddlers’
Grove Old-Time and Blue-
grass Festival at Union Grove,
North Carolina, sometime
between 1962 and 1965. 1 have
yet to research that one for
confirmation. Well-known
performer and disc jockey
Alex Campbell, of Rising
Sun, Maryland, writes that he
and Kilby were good friends
for many years and often
played together. Alex says
that Kilby remarked once that
Alex played the same licks
and got the same sound he
did, and that their "Flop-Eared
Mule" was the best Kilby had
ever heard when they played
it together. They picked to-
gether both backstage in the
field, and on stage at Sunset
Park. They also played togeth-
er at Campbell’s Corner, in
Oxford, Pennsylvania. Alex
and Kilby had planned anoth-
er album on Cabin Creek Re-
cords (Ola Belle Reed and
Alex’s label), and he regrets
that they didn’t get to it. "In
my opinion," writes Alex, "he
was the greatest autoharp
player ever."

Besides his records, there
exists a lesser-known, but
infinitely valuable, resource
of Kilby, a thirty-minute,
black-and-whitefilm of Kil-

by and Mike Seeger. The film
is available for rental or pur-
chase from Traditional Arts
Services. On this film, Kilby
plays his Montgomery Ward
(modified) autoharp, the one
with his name and the eagle
decal on it. Anyone who has
the opportunity to see this
film and watch Mike Seeger
trying to elicit some informa-
tion from Kilby will under-
stand the difficulty of writ-
ing in detail about Kilby. For
example, when Mike opens up
with a remark designed to get
the ball rolling, something
like, "Well, there are a lot of
people here tonight who are

interested in how you play the

"Well, I catch the
strings coming up
with my finger, and
then I have got to
get back down
there, so I catch the
strings going down
with my thumb.
You know, your
thumb is not hardly
as quick as your
finger."

autoharp. . ." Kilby clears his
throat and responds, "Yep, I
’spect they are," and stops.

Mike also tries, a little later
in the film, to pinpoint the
techniques of Kilby’s picking.
Kilby demonstrates his drag
notes, though it is not possible
to see as much as one needs to
see. Even if it were, unless
one picked left-handed on a
right-handed harp, or right-
handed on a left-handed harp,
duplication of the sound by
replicating the mechanics
would be impossible.

Mike also asks Kilby
whether or not he picks both
ways, on the upstroke and on
the downstroke, with his index
finger pick (his only pick be-
sides the thumb). On film,

Kilby denied that he picked
both ways with his finger, and
refutes the suggestion with
something like, "Well, I catch
the strings coming up with my
finger, and then I have got to
get back down there, so I
catch the strings going down
with my thumb. You know,
your thumb is not hardly as
quick as your finger." It has
been suggested that Kilby’s
picks enabled him to strum
and play both up and down,
thus allowing him to pick
twice as many notes as a
conventional player might.
Even though Mike pointed out
to Kilby that it seemed that
his finger pick showed some
tracks on both sides, Kilby
denied that he picked both
ways with his finger. I think
three things tend to support
Kilby’s denial (not even
counting that he probably
wouldn’t have admitted it,
even if it were true, just
because somebody else had
figured out what he was
doing). The three facts are
these: the configurationof the
harp’s position (up on its
edge, back of the harp against
the abdomen area when Kilby
was seated); the usual motion
of the picking/strumming
hand (up and down, like
picking a banjo or guitar; and
the design of the finger pick
itself).

I have examined one of
Kilby’s discarded finger
picks given to me by Ellen
Hudak; Kilby’s picks even-
tually either wore down too
short or they split from fa-
tigue in one of two places --
the dog-leg bend near the tip,
or the junction where the pick
portion meets the finger-
wrap portion. [See Making
Finger Picks Like The "Old-
Timers", AQ, July, 1990.]
There is a decided burr on the
side of the pick that would
have lain next to his finger,
indicative of uni-directional
picking.

The thumb pick, although I
have never seen an actual
thumb pick of Kilby’s, ap-
pears to be a simple strip of



brass cut about 1/4" wide or
less, and long enough to wrap
tightly around the tip of the
thumb with a short playing tip
extended. Mike Hudak said
that one of Kilby’s guidelines
in making picks was that they
weren’t tight enough unless
the tips of the fingers turned
blue while you were playing.
The contact end of the thumb
pick was very short, like the
finger pick, which could be
another indicator that the
thumb was used to pick both
up and down. Marty Schuman,
expert in two-way thumb
picking techniques, reworks
his own plastic thumb picks to
make them quite short, blunt,
and flexible, so that he can
catch strings both ways.
Besides his unusual man-
ner of holding the harp and
his homemade picks, another
critical attribute of Kilby’s
playing was the precision
picking of single strings, of -
ten with no bar down at all.
Remember that he did not
have double-tunedstrings on
his harp. He played chroma-
tic, and therefore his degree
of success of hitting the target
string was all the more re-
markable. The harps he and
Mike Hudak used in the 60s,
the so-called "D-Harps," were
set up to play in C, G, D, and
A, with identical fingering on
the bars in any key. This re-
quired two D, two A, and three
G bars. On the film, Kilby tells
Mike Seeger something like,
"These are all major keys,
there is no minors [bars] on
this harp." Kilby often cross-
barred out of the key he was
playing in, though, especially
in blues, to get the sound he
wanted. For example, he
might be doing a song in D,
but push the F bar down and
pick to get a certain note or
series of notes in a song. Kil-
by was a master at hitting the
one string he was looking for
out of the 37, whether there
was a bar down or not.
Probably the most identifi-
able characteristic of the sev-
eral distinctive attributes of
Kilby and his harp was his
phenomenon of drag-notes.
(These were called "Twiggles"

by the Hudak children.) His
drag notes have been much
discussed and much imitated.
They have been exhaustively
described, with varying de-
grees, I believe, of accuracy.
(We must remember that Kil-
by was not known for his talk-
ative workshops on how to
play like he did.) Even Mike
Hudak, who knew more about
Kilby’s playing and his harp
than anyone else, said that
Kilby never taught him any-
thing, he had to learn by
osmosis. This is my present
hypothesis about his drag
notes.

First, drag notes are drug

U FHGHGH AHCHD HDHE HG H A =

AQ13

in much of his playing.) Ham-
mering on is not drag-noting.
Fourth, drag notes are execu-
ted at a moderate enough
speed to allow a clear separa-
tion of notes in the run, al-
though some drags are faster
than others to fit the music.
They never, however, blur
into each other as occurs in
hammering on. Fifth, the drag
note run of three or four notes
depends on no bar, and needs
no bar down at the beginning
or during the three- or four-
note run itself. The final note
of the run is always the note
that would have occurred in
the melody line anyhow, and

Kilby Snow/Mike Hudak Chord Bar Arrangement
--from"Play It On The Big End" by Mike Hudak, AQ, April, 1989

from lower notes to higher.
Second, drag notes are three,
maybe four strings in a row,
coming up the scale, and these
three or four notes are not
always, but often the same
three or four strings. Third,
drag notes are drug up below
the chord bars, down by the
bridge, where strings are stif-
fest. When they are executed
above the chord bars, they as-
sume a different sound qual-
ity, and this is often taught in
workshops as "hammering on."
(Evo Bluestein’salbum, "Evo’s
Autoharp,"” contains many ex-
amples of this technique, and
Burgess Lineberry also uses it

Kilby pushed the bar down at
the right time to stop the run
on that note and keep it from
spilling over onto the next
higher string. In the tune,
"May I Sleep In Your Barn
Tonight, Mister?" for example,
Kilby drags between the note
of "I" and the note of "sleep";
the same bar is depressed for
all three words, "May I Sleep”
when one plays the melody.
Without drag notes, one needs
only to keep that bar down
for all three melody notes and
hit the right strings coming up
the scale. With drag notes,
though, the bar is released be-
tween "I" and "sleep," to allow
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the strings between those two
notes to sound. Then, as the
pick drags upward for those
three or four strings, that
same bar is again pushed to
make sure the upward pro-
gression of notes stops on the
note of "sleep.” This becomes
automatic after a while, and is
a matter of mechanical timing
and coordination rather than
listening to the notes and mak-
ing a decision as to when to
push the bar again. Reaction
time just does not allow for
that.

While watching the film
once, I wondered why Kilby
doubled-pushed a bar on "Old
Molly Hare" when
I never did at that
point. That was
how I came to re-
solve what seemed
to be a discrepan-
cy in describing
drag notes. One
description said
the run started
with the bar down,
then up, then down
again. Another
said nothing of the
bar being down at
the beginning, on-
ly at the end. Then,
while watching the
film and con-
sciously consider-
ing all aspects of
the actions of each
hand, I knew the
reason: he was
leaving a space for
the drag note run,
on a piece that had
the same bar down before the
run and on the last note of the
run. This is not always the
case, however, and to describe
drag notes as requiring a bar
down at the beginning is some-
what misleading, though often
correct.

Kilby loved various kinds
of music: old-time, ballads,
popular, blues, and bluegrass,
and he often said of playing a
tune, "You have got to get the
tune in your head, and it will
come out of your fingers on
the harp." Like his pick de-
signs, his philosophy was sim-
ple but complexly purpose-
ful. He felt his music from

within; then it came out. As
Mike McCarthy said of him,
"When Kilby Snow played,
there was as much soul shin-
ing through as with anybody
I’ve ever heard. His skill on
the instrument was matched
by none." :

Mike Fenton also knew
Kilby personally.In 1972,
Mike was in Galax. Mike has
his own reputation on the
autoharp, and one day he
answered the door to find
Kilby Snow there for a visit.
"I’'m Kilby Snow," he said,
"and I’ve come to hear the
Englishman play autoharp."
Mike taped some of Kilby’s

Kilby Snow at a Washington D.C. Folk Festival, 1968

playing, and they became
friends. Afterwards, they vi-
sited several times over the
years whenever Mike was in
the area. "A real, old mountain
character, he would happily

sit on the front porch and play
and sing for ages, with his
harp plugged into a small am-
plifier at his feet. In addition
to songs he wrote himself,
most of his experiments with
diverse and unusual, un-
autoharp-like material were
the product of his last few
years. "Yakety-Sax" played

the Kilby Snow way is still
fresh in my musical con-
sciousness whenever I pick

up the autoharp to practice."
(Mike Fenton,"The Ballad of
Kilby Snow," CMR, 4/76.)
Mike also noticed what is ap-
parent even from the photos
of Kilby in his last ten years,
that Kilby’s health and gener-
al strength seemed to decline
rather quickly. "The change,"
Mike says,"even from 1972 to
1975 was striking." We may
conclude that part of the rea-
son Kilby left the performing
circuit was his health during
that period. ‘
Kilby died without ever
making the proposed "World
Tour" he had dreamed of,
though his music in the 60s
took him out to
ramble the world
farther than it ever
had. He went to
Chicago, and also
to California, be-
sides the many
places throughout
the Northeastand
the Appalachians.
Though his touring
days were cut short
for various rea-
sons, Mike Seeger
recorded his music
and the Hudaks
helped spread it in
person to many dur-
ing the perform-
ing days. As Kilby
wished, his music
has been preserved
and is still widely
known today. (Kil-
by never seemed
bashful about his
virtuosity itself,
only about how he did it.)
Although the Kilby "solo"
album has been out-of -print
for some time, there is a pos-
sibility that the Smithsonian
may again market it. "Moun-
tain Music on the Autoharp"is
still available, and Kilby has
nine bands on that LP. Mike
Seeger hopes that by mid-
summer of 1990, the "Moun-
tain Music" album will be re-
released with some fresh Kil-
by material on it. It will be
available in all formats: LP,
cassette, and compact disc.
Sometime in the summer or
fall of 1991, a biography of
Kilby, with pictures, will be



available -- a written record
of his life, his story with the
autoharp, and some touching
vignettes (along with some of
his yarns, although two inde-
pendent sources swear that
they could never find anyone
who disputed these tales).
Anyone who knew Kilby is
encouraged to contribute to
this biography.

Kilby’s exuberance for his
harp and his music, his wit
and mischievous nature, his
down-to-earth mountain phi-
losophy, have been inspira-
tional and dear to people who
knew him personally. Many
more who, like me, found him
too late to drop by and pick
with him on the front porch,
can yet know and enjoy much
of the Kilby Snow spirit
through what has been record-
ed and written of this auto-
harp genius.

It is hoped that others may
find his music worth imitation
and in-depth study, but -- in
my experience -- the quest will
always be less than fruitful if
you are a right-handed player
playing a right-handed harp.
As Kilby said, to play like
him, "First you have got to get
a harp." =

Resources:

"Mountain Music

Played on the Autoharp"
Folkways Records

Album No. FA 2365, 1965
Recorded and edited by
Mike Seeger

"Kilby Snow, Country Songs
and Tunes with the Autoharp"
Asch Recordings

Album No. AH 3902, 1969
Recorded, edited, and
annotated by Mike Seeger

"Autoharp Chimes" and
"No Big Broad Highway"
45 rpm

Kilby Snow with

Otis Baldwin on guitar
MO DO Mountain Doer
Records (nd, late 1960s)

"Kilby Snow and Mike Seeger"
30 minute b/w film
Traditional Arts Services

(nd, early 1960s?)

... custom made gig cases & case covers . ..
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The Backpack Autoharp Case
for the active player and festival goer,
designed to fit standard size autoharps

Autumn Wind

®  waterproof nylon cordura shell, pack
cloth lining (tougher than canvas)

Basic w/ single sh. strap ... :
padded with 4" dense closed-cell foam for double sh. straps %
shock absorbtion flat ket, 2dd .. ’

@® additional 1" foam protection over strings POUd\ POd(d add .
i - leather snap dosure . 250
3-sided zip, i i :
Vi PPREOPRnRBIRVICey Ry quilted artwork. 2dd . 3500
shipping/handling, .......cccc.cccce. . 7.00

' choice of single or double shoulder straps
leaves your hands free

fortable web handles
S € B Y We also design cases for any musical instrument or equipment.

roomy optional zippered pouch - or flat Please call or write for color samples and brochure.
pocke! Rt. 1 Box 298 Elk Creek Va. 24326
add a personal touch of elegance with

machine-quilted artwork 703-655-4218

Mail Order Folk Music Center

Home of Front Hall Records
Personal, knowledgeable,

N D% ‘S dependable and fast service
FRONT FREE CATALOG
Hm (Allow 4 — 6 weeks or send $1 for 1st class mail)

TRADITIONAL & FOLK MUSIC

_ ~ RECORDS, CD’S & CASSETTES
Irish, English, Scottish imports. Ballads, Old-Timey, Blues, New

Age, Fiddlers, Dance music, Songwriters, & More
TUNE AND INSTRUCTION BOOKS
Autoharp, banjo, harp, fiddle, guitar, dulcimers, melodeon,
whiltle, pipes, recorder, concertina, bones . .
SELECTED INSTRUMENTS AND KITS
Telephone orders (MC/Visa) $20 minimum: 518-765-4193
Hours: Mon—Fri 10am—6pm, Sat 10am—3pm EST
PO Box 307, Wormer Rd., Voorheesville, NY 12186

SLIDER"

INSTRUMENT SUPPORT SYSTEM

FEATURES

e SELF BALANCING
e WEIGHT DIST.

© NON RESTRICTIVE
o FULLY ADJUSTABLE

IDEAL FOR

e GUITAR
eBANJO
eBASS
eSAXOPHONE

NTRODUCI

THE SLIDER ARP mobEL
Available In 1/ or 2// Black or Brown

mail check or money order for $20.00 TO:
Performance Group P.O.B.4075 Boulder CO. 80306
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Chord-Bar

Notation

by Lyman Taylor

When I began to play auto-
harp, I assumed that the only
thing my left hand was called
upon to do was to push the
chord-bar buttons, one at a
time. This proved to be true,
as long as I played simple
songs with no more than three
of four different chords. But
as I bagan to play songs with
more complex chord progres-
sions, I found my left hand
doing other things, often with
great inconsistency using
whatever finger seemed easi-
est at the time. But I also dis-
covered that inconsistency is
the enemy of speed, accuracy,
and memorization.So, I was
forced to come to value con-
sistency and adopt a basic
pattern for fingering. (This is
nothing new, the same thing
having been discovered and
taught by a number of leading
autoharpists. But it is basic to
what follows, and so I reiter-
ate it here.) For me (playing
Appalachianstyle on my 21-
chord Oscar Schmidt auto-
harp) the basic pattern is: I
chord with the middle finger;
IV chord with the thumb; V7
chord with the index finger; V
chord with the ring finger.
These are the most commonly
played chords. By resting the
fingers on these chord-bar
buttons, as in "touch typing,"
all one need do is push.

But in the course of 17
years of *harping, I have dis-
covered six "other things" that
I do with my left hand. I have
also discovered that I am
"blessed" with a poor memory.
Having "worked out" the best
moves for my left hand, it is
frustrating to find that in per-
haps as little as a week later, I
must "work them out" again --
a terrible waste of time. To

avoid this affliction, I have
devised a group of symbols
which are easy to write and,
when written, give me the
"memory" and the consistency
that I need.

Five of the symbols identi-
fy which finger to use to push
each particular chord bar.
They are uncapitalized letters
of the alphabet: "t" for thumb;
"i" for index finger; "m" for
middle finger; "r" for ring
finger; and "p" for pinky. I
write the uncapitalized letter
for the appropriate finger at
the "southwest" corner of the
chord symbol. For example,
the middle finger on the "C"
chord-bar button would be
written " ;,C."

The second sub-group of
six symbols identify the
"moves" (other than pressing,
which is taken for granted).
These symbols are as follows:
"X" = Block . . . to stop the vi-
bration of the strings. This is
accomplished by damping all
strings simultaneously, either
by pushing a number of chord
buttons simultaneously (e.g. the
I, IV, & V chords of any key),
or touching all the strings with
the right hand and forearm,
whichever is more conven-
ient. (Note: the final note of
most songs should not be
allowed to "ring" more than
one extra measure of count.)
Occasionally, the strings need
to be stopped in mid-song, as
in "Grandfather’sClock."

All of the subsequent
"moves" are designed to liter-
ally move the hand into a bet-
ter position for pushing the
chord-bar button of the sub-
sequent chord.

"x" = Exchange. . . trading fin-
gers while keeping the same
chord-bar depressed. This
symbol is placed directly be-
neath the chord symbol and
between the letter of the first
finger used (placed at the
"southwest" corner of the

chord symbol).

Example: mg t

That is, the middle finger de-
presses the "C" chord-barand
continues to hold it down
while the thumb is slid onto

the chord-bar button. This
frees the middle finger and
places the hand in a new posi-
tion, ready for the next
"move."

—> = Slide ... sliding the
thumb or finger from one
chord-bar button to an adjoin-
ing one. This arrow is drawn
from one chord symbol to the
next and "catches the eye,"
warning the ’harpist in ad-
vance of the upcoming
"move."

I Example: (F —— tC I

=9 =Curl ... curling the
index finger over and around
the thumb. Again, this up-
ward-curved arrow is drawn
from one chord symbol to the
next.

IExample: tC—" 9,67 |

~——>=Underpass ...pas-
sing the thumb under the
arched index finger (the re-
verse of the Curl). Once more,
the downward-curved arrow
is drawn from one chord sym-
bol to the next.

I Example: j G7~—_—>{C I

—1— = Kneel ... executed
by bending at the first knuc-
kle that finger which is pre-
sently depressing a chord-bar
in order that another finger
may reach farther to depress
the subsequent chord-bar.
This symbol is also drawn be-
tween the two chord symbols.

IExample: mC—1—;Am I

The following version of
"Annie Laurie" (done in waltz
time, to make it simpler) uses
each of the above symbols.
Please note that this arrrange-
ment is for a standard 21-
chord Oscar Schmidt auto-
harp, played Appalachian
style. Playing a 15-bar *harp
and/or playing lap style
would change the fingers used
and the "moves" made. How-
ever, the above symbols may
still be used, and the same
general principles apply.

©1990 by Lyman Taylor



AQ 17

ANNIE LAURIE
William Douglas (Arranged for 21-chord Autoharp) Lady John Scott
'_Q : i i }
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Fingers: Symbols:

t = Thumb Curl Kneel

i = Index Slide Exchange
m = Middle Underpass Block

r =ring

Editors’ Note: This article will be a chapter in the upcoming revised edition of Lyman Taylor’s
book, "Advanced Autoharp Notation and Technique." The first edition is available from Lyman at
340 Wesley Heights, Shelton, CT 06484. Write for details.
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HARPERS-AT-LARGE

On-The-SpotReports from Festivals,

Concerts, Workshops, and other Autoharp Events

Festival: California Bluegrass
Association’s Father’s Day
Bluegrass Festival

Place: Grass Valley, CA

Reporting: Bill Bryant
Grigzgzly Flats, CA

To me, the highlight of this
festival was to watch Judie
Pagter (Country Ham) per-
form! Truly a professional in
every sense of the word! This
festival draws more auto-
harpers each year. Some jams
had 15 to 16 autoharps. The
workshop drew a large crowd,
run by Tina Barr, Hazel Horti
and myself. Picks, tools, hints,
strums and melody picking
rounded out the hour, with
many hand-outs to take home.
Later, a group of us formed a
"brain-picking"session led
by Barbara Larson, which
turned out to be very success-
ful. With beautiful weather to
add to all this, what more
could you ask?

I couldn’t attend the
Snyders 16th Annual Pow Wow,
but have been told that many
did and had a great time.
Taking place usually the first
weekend in May, Snyders
Pow Wow’s only admission is
$5.00 per night for camping,
with the opportunity of get-
ting an early start on jam-
ming.

Festival: California Bluegrass
Association’s Father’s Day
Bluegrass Festival

Place: Grass Valley, CA
Reporting: Laura Newton

Las Vegas, NV

(Editors’ note: We received two
reports on this festival, and de-
cided that since each gave a
different approach, we would
print both.)

The 15th Annual CBA
Bluegrass Festival is my fa-
vorite festival because, in
addition to the setting and the
organization,autoharps were
well represented.

Tina Louise Barr, Hazel
Horti, and Bill Bryant pre-
sented an interesting work-
shop. Each opened with a tune
demonstrating their indivi-
dual styles. Bill displayed the
"tools of the trade" he packs
around with him, from his
unique picks to his spoon.
Spoon?! This tool, as it turned
out, is used to make a very
effective hammered dulci-
mer-type sound by tapping on
the ’harp strings. Tina Louise
demonstrated picking out a
melody. She talked about the
value of beginning with
scales and becoming familiar
and comfortable with them.
Once that is accomplished,
she said, one proceeds by lo-
cating the root note followed
by filling in other melody
notes. Hazel took beginners
through locating appropriate
chords to accompany singing,
with the group participating
on several simple tunes.

Having been a long-time
Country Ham/Judie Pagter
fan, it was a treat to meet her
and see her performance.

There were several auto-
harp jams held throughout the
festival, which was a highlight
of the weekend for me. Besides
the sheer pleasure of hearing
several ’harps together, we
learn so much from each other.

Festival: Original Dulcimer
Players Club Funfest 1990
Place: Evart, Michigan
FFA Fairgrounds

w

Reporting: Carole Spicer
Alpena, MI

This festival officially
runs Thursday to Sunday, the
third weekend of July. Unof-
ficially it starts days before. I
arrived on Tuesday, with my
fellow workshop leaders arriv-
ing later. Louann Jerome and
Carolyn Egelski have been
my friends for a long time.
We play in a group called
"Ladies’ Choice," and feel we
work well together in what we
refer to as an "autoharp sup-
port group." Our workshop was
scheduled for Saturday, from
9:30 to 11:15 AM.

I tried to keep track of
how many autoharps were
around the grounds. I counted
about ten. What a surprise
when 35 people with *harps in
hand came in. We also found
the instruments more in tune
than in other years. That was a
surprise, because all levels of
playing skills were represen-
ted. We had many spectators.

We included handouts of
different songs in different
keys. We kept in mind that
there would be all levels of
playing skills and also dif-
ferent chord bar set-ups.

Only song lyrics and chord
changes were used. There was
no doubt that this was what
our fellow *harpers wanted.
We went over each song sever-
al times. We handed out infor-
mation for the autoharp play-
er, and observed that the



"Everybody Can Play One"
idea still exists in the auto-
harp world. We did our best to
let everyone know that we are
serious musicians, and our
instrument is not a toy. Our
time for technical advice was
limited, but my husband Dick
did show how to silicone a
chord bar.

Represented in the work-
shop were *harp players from
Ind., Mo., N.D., Va., and Can-
ada. After the workshop, we
met again in the afternoon to
visit, exchange information,
play music, and become clo-
ser in our friendships. Next
year we will perform on stage
as a group using the songs in
our handouts.

Following our workshop,
Wanda Degan finished with a
more advanced and most in-
teresting time by explaining
some of her playing tech-
niques and strums. She also
talked about having one of
her autoharps converted to
diatonic and her reasons for
doing so. She sang and played
several songs and we all en-
joyed her input.

In a nutshell, our time
spent at Evart was a most
wonderful and gratifying
time. The numbers of auto-
harp players are growing and
for that, we are thankful.

Festival: Deer Creek Fiddlers
Convention
Place: Westminster, MD

W

Reporting: Sue Lundy
Elkton, MD

Rainy skies did not damp-
en the enthusiasm of the spec-
tators and contestants at Deer
Creek’s second 1990 conven-
tion.

Autoharps competed in the
"Special Instrument” category,
and were judged against ban-
jos, ukes, harmonicas, tipples,
hammer dulcimers, bones,
spoons, and the "Appalachian
trash can."

Donnie (The Ole’ Harp-
weaver) Weaver of Oxford,
Pa. finished second in this
contest with his autoharp.
*Harpist Ron Penix of Bal-
timore, Md. finished fourth
behind a hammer dulcimer.

This is a fun and worth-
while festival, and runs twice
a year -- once in the spring,
and once in late summer.

Workshops: Bryan Bowers
Place: Reid’s Instrument Shop
Mechanicsburg, PA

—1

W

Reporting: Kathy Ferguson
Fairfax, VA

Bryan Bowers gave two
three-hour workshops on July
9th at Reid’s Instrument Shop.
The 2-5 P.M. workshop for
beginners covered how to
tune, the steps to take when
learning a song on the auto-
harp, chord bar arrrangements,
finger picks, putting on new
strings, and using a strap. He
has a real talent for being
gentle and encouraging to
beginners, making sure they
understand each topic before
moving on to the next. For ex-
ample, he had each student
demonstrate they knew the
correct chord changes to "You
Are My Sunshine" by strum-
ming a verse.

In the 7-10 P.M. "Masters’
Class" he compressed the same
material into the first half
and then had the students play
two pieces, one in their "com-
fort zone" and one they were
having problems with. For
each student he had sugges-
tions, and everyone benefit-
ted from his insightful, per-
sonalized critique. He empha-
sized the importance of back-
ing down when a song isn’t
working. First make sure the
left hand is correct, then work
on the right hand at a slow
pace. He gave tips on singing
with the autoharp: ways to set
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the mood with the introduction,
and to keep the *harp from get-
ting in the way of the song.

It’s always a treat to watch
Bryan teach -- his love for the
instrument is infectious, and
his desire to share his know-
ledge so sincere. I recommend
any serious autoharp player
attend any workshops he does
in the future. It will be time
and money well spent.

Campout: Spring Dulcimer
Family Camping Weekend

Place: Cedarville State Park
Brandywine, MD

Saturday’s intermittent
rain didn’t dampen the spirits
or enthusiasm of the Memo-
rial Day Dulcimer Family
Weekend. Workshops were
held in tents, and the evening
open stage and concert were
held in the pavilion. Sunday
was clear and the campers
gathered around a campfire at
one of the sites and sang gospel
songs.

Michael King gave the
autoharp workshop complete
with handouts of his arrange-
ment of "Wild Rose of the
Mountain," "Angeline the
Baker," and "Gold Watch and
Chain." Appalachianand ham-
mered duclimer, banjo, and
guitar workshops were also
offered.

Cedarville is an attractive
park with a caring staff who
enjoy the music as much as the
participants.I look forward to
Labor Day and Memorial Day
weekends each year for these
fine campouts.

Concert: Mill Run Dulcimer
Band

Place; Colvin Run Mill Park
Fairfax, VA

Folk music lovers were
treated again this year to the
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Father’s Day concert at Col-
vin Run Mill Park. The park,
with its large shade trees and
gentle slope, makes an ideal
setting for an afternoon of
relaxing and listening to the
Mill Run Dulcimer Band.
They played their tradi-
tional tribute to fathers, "Sil-
ver Haired Daddy of Mine,"
and "Stern Old Bachelor," for
the unattatched. Woody Padgett
played the autoharp and sang
the gospel song "Going Down
the Valley."

MRDB concerts always
prove to be terrific concerts
by a terrific group of
musicians.

Festival: CTMS

Summer Solstice

Place:
Northridge
campus, UCLA,
Northridge, CA

Reporting: Bob Lewis
Newbury Park, CA

This festival is an annual
gathering of acoustic folk
musicians and dancers. It is
intended as an educational
event, with an extensive
workshop schedule during
each day. Dances and con-
certs are held each evening.

The affair is held on the
campus. Dorm rooms and RY
camping are available.

Autoharp workshops for all
playing levels were led by
Becky Blackley, Charles Whit-
mer, and Tom Schroeder.

Jam sessions representing
all types of folk music are al-
ways a part of the festival.
The heat supressed some of
this activity this year, but the
Friday evening old-time
session was great.

==2e BERy R ==bs

Musicians, craftsmen, and
dancers traveled up and down
Interstate 77 in North Carolina
the last two weekends of May
and the first Sunday in June:

Festival: Fiddlers’ Grove
Place: Union Grove, NC
Reporting:

Mary and Charles Sleight
Falls Church, VA

The first stop was Fiddler’s
Grove at Union Grove, N. C.,
May 25-27. Mr. and Mrs. Har-
per Van Hoy and family hosted
the festival. They have a lake
and over forty acres of shaded
campground to accommodate
the many musicians and spec-
tators. Over three thousand
people were present to enjoy
the entertainment. Watching
children play, making new
friends, and seeing old ones
again added to the friendly
family atmosphere.

The individual competi-
tions got underway Saturday
morning. The judges had a
very tough job. John Hollands-
worth played "Down Yonder"
and took first place. Second
place was won by Betty Wal-
dron, who played "You’ve
Been a Friend to Me." Carol
Outwater took third place with
"Rock the Cradle Joe."

Workshops were conducted
following the competitions.
Although there were more
fiddle, banjo, mandolin, and
guitar players, the autoharp
gathering conducted by 1989’s
first place winner, Jackie
Ferguson, was the largest.
There was much fine playing
and jamming.

Festival: Bluegrass and Old
Time Fiddlers’ Convention
Veterans’ Memorial Park,
Mount Airy, NC

Staff Report

The next weekend took the
van and car caravan up I-77 to
Mt. Airy, N.C. for the Fiddlers’
Convention. Here more jam-
ming and visiting took place.

The autoharp contest was
won by John Hollandsworth,
followed by Evelyn Farmer,
and JoAnn Redd.

This is a fine, comfortable

family festival. Friends sat
around campfires late into the
night.

Festival: Charlotte Folk Music
Society Latta Festival

Place: Latta Plantation Park,
Charlotte, NC

Staff Report

The third weekend found
us driving back down I-77 to
Charlotte. This gem of a fes-
tival unfortunately lasted
only one day. Two stages were
busy with fine entertainment,
which included the Annabelles,
a well-known local group which
features the autoharp, and auto-
harp performer Ivan Stiles.
Two autoharp workshops were
given by Ivan. In the advanced
section, sbout thirty players
worked our way (slowly)
through "Shenandoah Falls."

I have three remember-
ances of this day: the heat (it
was intense); the friendliness
of the participants;and the
smooth hum of an extremely
well-run festival.
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Workshop: Augusta Heritage
Arts Workshops

Place: Davis and

Elkins College,

Elkins, WV

Reporting: Carole Qutwater
Charlotte, NC

Charles Whitmer contra dancing in the
new outdoor pavillion -- John Wend-
ling perched on his car playing his new
song about the Augusta experience --
late night autoharp jams on the dark
back porch of Halliehurst, everyone
swapping music, fitting sounds to-
gether -- Salsa music blaring from the
Ice House until the wee hours -- 50s
music the next night -- all this blends
into the Augusta magic where the
spirit of music, people, and tradition
come together framing the autoharp
workshops.

Leading week four’s inter-
mediate/advancedautoharp
workshop was coordinator
Becky Blackley with instruc-
tor Tom Schroeder, 1985 Win-



field Champion. Joining them
on Monday was Ron Wall,
known for his open chording
techniques and flowing style
and John Hollandsworthon
Friday, demonstrating his un-
canny "thumb flutter" on fid-
dle tunes. Having Ron and
John demonstrateand teach
their unique styles and tech-
niques in such tunes as "Ma-
jestic Waltz" and "Ole Joe
Clark," respectively, was
helpful since many attending
these workshops have moved
beyond the essential basics
and are incorporating dif -
ferent nuances and techni-
ques gleaned from others into
their own emerging styles.

A high point in the week
was Tom Schroeder’s concert
in the Chapel Wednesday
evening. Tom plays "Port
One-Step," "Hundred Pipers,"
and "Suite Liz" among others
with such dynamics that one
sits up on the edge of the seat
and takes notice! Tom is also
quick to share his midwestern
humor and shared many a
joke with anyone who was
ready to listen! Tom’s Thurs-
day morning class, perhaps
the best of the week, capped
the previous night’s concert
for here Tom demonstrated
and taught every dynamic
and technique used in his
performance. Another work-
shop of Tom’s to note was
"Learning Ways to Manage
Pre-performance Anxieties
and Stage Fright." Even
though there were still the
usual jitters during the Friday
Student Showcase, we now
know lots of secret ways to
help ourselves! Becky chal-
lenged us in workshops with
the mechanics of left hand
work and timing, her forte.

And so -- the magic of Au-
gusta lives on in the music
that enriches us and in
friends we hope to see again
next year!

Notice!
January issue deadline

for updates and reports

is
November 15

Festival: The Sixteenth
Carter Family Memorial
Festival

Place: A. P. Carter’s Store,
Carter Fold, Hiltons, VA
Staff Report

A. P. Carter’s store is now a
museum, full of Carter
Family memorabilia. While
standing on the porch of that
store, one can enjoy the view
of Clinch Mountain and the
Carter homestead. About a
mile and a half up the road is
the little Methodist church-
yard where A. P. and Sara are
buried.

Today A. P. and Sara’s
children, Joe, Janette, and
Gladys, keep alive the musi-
cal tradition of their famous
family. Every Saturday night
of the year, the Carter Fold,
which seats 1,000 people, rings
with old-time music.

Once a year, a small, clean,
orderly festival is held here
on the first weekend in
August. The musically tal-
ented local people come to the
Fold and mingle with the "visi-
ters" as well as the profes-
sional performersin a happy
and exciting old-time music
jamming blend. Carter Family
Festivals are great jamming
festivals, especially for the
autoharp, which is welcome
everywhere.

Professionals this year
included John McCutcheon,
autoharpist David Morris, and
The Bill Sky Family. To hear
and meet these outstanding
performers was exciting.

But the real treat of the
Carter Festival for this old-
time music lover, is just to be
there. To hear Janette and Joe
perform in the Fold -- to listen
to stories swapped by life-
long Carter neighbors, friends,
and cousins -- to talk to Joe
under a tree late in the after-
noon -- are experiences which,
in my opinion, cannot be
matched anywhere else.

At this small rural festival,
it is still possible to touch the
living roots of musical history.
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Festival: The 55th Old
Fiddlers’ Convention

Place: Felts Park, Galax, YA
Staff Report

VN

Galax is the oldest and
largest old-time fiddlers’
convention in the world. It is
held the second Wednesday,
Thursday, Friday, and Satur-
day in August. It is a boister-
ous, happy mix of old-time
and bluegrass music and can
be painted in bright, busy
colors. The main thrust of the
Convention is competition.
The competitionsare held
from 7PM until ? (the ? went
on until 5AM one night this
year) each night of the Con-
vention.

The autoharp competition
was held on Wednesday night.
First on the program were 205
old-time fiddlers (at 7PM).
They were followed, in order,
by 51 autoharps, then 161 claw
hammer banjos, 50 dobros,
and at about 4AM, 141 man-
dolins. All listed contestants
do not show, and so the lines
are in fact not as long as pre-
sented in the program. 29 of
51 registered autoharpersac-
tually competed.

Practicing, jamming, and
visiting went on all day and
night long. On Sunday morn-
ing, (about 3:30AM), when the
band competitions were over,
the winners of all contests
were announced. This year’s
autoharp winners included:

Ist, Evelyn Farmer; 2nd, Susan
Frances; 3rd, Tom Lochbrun-
ner; 4th, John Hollandsworth;
5th, Michael King; 6th Robert
Higgins; 7th, Drew Smith; 8th,
Bob Lewis; 9th, JoAnn Redd;
and 10th, Mary Lou Orthey.

An autoharp workshop was
held on Friday morning, with
many of the 29 contestants par-
ticipating, Drew Smith presi-
ding. The well-received work-
shop was a sharing experience,
with no formal plan.

Galax is for night owls who
enjoy jamming and competing
during the long, cool nights in
the Virginia mountains.
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FALL FESTIVALS

Festivals Editor:

Ubi Adams

2659 Kissel Hill Road
Lititz, PA 17543

Code

AC vai i AutoharpContest
AP . . . .AutoharpPerformance
AW ... .. Autoharp Workshop
BG oot win s s Bluegrass
C s e s o w1 w0 Concerts
CA. .. oyl Children’s Activities
CC..... Clog or ContraDance
CSi: v s o seien s oias oo poi Craft Sales
FM.............. Folk Music
OF............. Oldtime Fun
OS.......cn.. Open Stage
S e Storytelling
OCTOBER

The Louisburg Cider
Festival

Date: October 6, 7

Place: Louisburg Cider Mill,
Louisburg,KS

Code: AP (Paul & Win Grace)
Folk Project Weekend
Date: October 13, 14, 15
Place: Brachville,NJ

Code: AW, AP

(Drew Smith)

Contact: Jim King

(201) 782-8656
Tennessee

Fall Homecoming
Date: October 11, 12, 13, 14
Place: Norris, TN

Code: AP, (Judie Pagter, Bill
Sky Family) BG, FM, OF
Turkey Track Farm
Festival

Date: October 13, 14

Place: Waldron, AR

Code: AP (Bill Sky Family)
Carver’s Music Park
Festival

Date: October 19, 20

Place: Atlanta, TX

Code: AP (Bill Sky Family)
Autumn Folk Life
Festival

Date: October 20, 21

Place: Hannibal, MO

Code: AP (Paul & Win Grace)

NOVEMBER

Ozark Folk Festival
Date: November2, 38

Place: Eureka Springs, AR
Code: AP, AW (Paul & Win
Grace)

Stringalong Weekend
Date: November?2, 3, 4
Place: East Troy, WI
Code: AP, AW, OS
Contact: Ann Schmid
UWM Folk Center

PO Box 413

Milwaukee, WI 53201
Friends of Florida
Folk Festival

Date: November3, 4
Place: Pioneer Art
Settlement,
Barberville, FL

Code: AP, FM

Contact: Jan Milner

PO Box 668

Crystal Beach, FL 34681

DECEMBER

Micanope Music

and Dance Camp

Date: To be announced
Place: Ocala

National Forest

North Central Florida

Code: AP, AW, CC, FM
Contact: Bill Paine, Director
PO Box 12135
Gainesville, FL 32604

CLUBS UPDATE

Clubs Editor:

Ubi Adams

2659 Kissel Hill Road
Lititz, PA 17543

The Denver Area
Autoharp and Zither
Club now meets on Sunday af-
ternoon at the Swallow Hill
Music Asso. Hall, 1905 South
Pearl St., Denver, CO 80210. At
this time, it meets the second
Sunday of the month at 4 pm.

RECORDINGS

Recordings Editor:
Mary Ann Johnston
RD 3, Box 187
New Cumberland,
WYV 26047

The following is an up-
date of the full Record-
ings list. If you know of
one we have missed,
please send the informa-
tion to the recordings
editor.

Features autoharp:

THE FAIRHAIREDBOY
Alan Mager

PO Box 1221
Annandale, VA 22003

Includes autoharp.

GALLEYNIPPER

J. P. and AnnadeeneFraley
Dave Peyton, autoharp
June Appal Recordings

306 Madison Street
Whitesburg, KY 41858

PIECES OF HEART
Kate Long

101 Ruffner Avenue
Charleston, WV 25301

SIGNS AND WONDERS
Ginny Hawker & Kay Justice
Tracy Schwarg, autoharp
June Appal Recordings

PRO-FILES

If you are a profession-
al autoharper and wish
to be featured, please
send your picture, bio-
graphy, and schedule to:
Mary Ann Johnston

RD 3, Box 187 New
Cumberland, WV 26047

BRYAN BOWERS
c/o Scott O'Malley & Asso.
PO Box 9188

Colorado Springs, CO 80932
Pro-File: AQ Jan. 89
Performance Schedule:
October 2

Johnny D’s
Sommerville, MA

October b

Watch City Coffeehouse
Waltham,MA

October 6

First Encounter
Eastham,MA

October 7

Godfrey Daniels
Bethlehem,PA
October9-13

TBA

Remus, MI

October 15-17

Goose Acres

Cleveland, OH

October 19

Carnegie Library of
Lawrenceville
Pittsburgh,PA

October 20

Hogeye Folk Arts

Evanston,IL
November9

Cheaha State Park
Anniston, AL

November 19

Foothills Bluegrass Club
Calgary, Alberta
Canada

MARCIA BOWERS

10 South Broad Street
Mechanicsburg,PA 17055
Pro-File: AQ Jan. 89
Performance Schedule:
October13

Indiana Arts Council
Family Arts Workshop Day
October 22

Altoona Area Public Library
Altoona,PA

November13

Erie Public Library

Erie, PA

November17

Hemlock Girl Scout Event
Harrisburg, PA

PAUL and WIN GRACE
Route 1, Box 182

11990 Barnes Chapel
Columbia,MO 65201
Pro-File: AQ Oct. 88
Performance Schedule:
October6, 7

Louisburg Cider Fest,
Louisburg, KS

October 20, 21

Autumn Folk Life Festival
Hannibal, MO

November2, 3

Ozark Folk Festival

Eureka Springs, AR

BILL SKY FAMILY

PO Box 3496

Batesville, AR 72503
Pro-File: AQ April 90
Performance Schedule:
October 3-5, 7-10 .
VA/TN Piggly Wiggly Promos
October 6

Kingdom Come Swappin’ Meetin’
(Southeast KY Comm. College)
Cumberland,KY

October 11,12

Tennessee Fall Homecoming
Norris, TN

October13, 14

Turkey Track Farm Festival
Waldron, AR

October19, 20

Carver’sMusic Park Festival
Atlanta, TX

October 26

American Legion Building
Newark, AR

October 27

Old High School Gym
Ravenden Springs, AR



YOU ARE INVITED
TO PARTICIPATE IN AN
INTERACTIVE LESSON

WITH

IVAN
STILES

STUDENT
ORDERS
LESSON TAPE

AND SENDS
REPLY TO
STUDENT

INSTRUCTOR
SENDS TAPE
TO STUDENT

INSTRUCTOR
CRITIQUES
TAPE

STUDENT
RECORDS
LESSON

AND
SENDS TO
INSTRUCTOR

van Stiles is known in autoharp circles across the
country as an autoharpist of unique ability; not just
as a performer, but also as a recording artist, instruc-
tor, author, and co-editor of Autoharp Quarterly.

He performs nationally at festivals, fairs, coffee-
houses, colleges, and clubs. Stiles incorporatesa blend of
music from traditional American folk, jigs and reels of
the British Isles, gospel, ballads, original songs, and more.

He has conducted workshops nationwide, most notably
at the Walnut Valley Festival, the Philadelphia Folk Fes-
tival, the Augusta Heritage Arts Workshops, the Cranberry
Dulcimer Gathering, and the California Traditional Music
Society Summer Solstice Festival.

His first album, Rounding Pickering Bend, and first
book, Jigs & Reels for the Autoharp, were introduced in
1986. He is also included on the recording Music from
Autoharp Quarterly, released this year.

Ivan won first place in the 1987 World Autoharp
Championshipand has been a four-time finalist in the
International Autoharp Championships, taking third place
in 1987 and second place in 1989.

Are you interested in becoming an Interaction instructor?
We'd like to hear from you. For information, write to:
Alan F. Mager, PO Box 1221, Annandale, VA 22003.
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Interaction is your opportunity to have a personalized lesson
with a top-notch performer.

I HERE’S HOW INTERACTION WORKS |

1. Send your $15.00 lesson fee to the instructor. In about two weeks, you will receive,
by first class mail, a cassette tape with the instructor’s rendition of the tune and com-
ments about playing it.
2. Record your rendition of the lesson on the reverse side of the tape and mail it back

to the instructor.

3. The instructor will listen to your recording and, on the same side of the tape, will cri-
tique your playing, answer your questions, and (if necessary) provide further demon-
stration of how to play the tune -- no less than 15 minutes, and mail the tape back to you.

I YOU WILL RECEIVE YOUR PERSONALIZED REPLY IN 3 -4 WEEKS |

THE INTERACTION LESSON: "Si Bheag Si Mhor"

Ivan Stiles
Route 29, RD2
Phoenixville, PA 19460

Purported to be the first tune ever written
by Ireland’s famous harper, Turlough O’Carolan,
this piece is possibly his most beautiful as well.
Translated from Gaelic, it means "Big Hill,

Little Hill" and supposedly commemoratesa
battle between the big people and the "little
people" (the leprechauns).

This lesson deals with the addition of "trills"
to embellish the melody. This action is a very
quick triple action that falls immediately before
an on-beat. I have done this arrangementin 3/4
time which you should countas 1 & 2 & 3 &. To
give an idea as to how fast the trill should be, it
would fall between the "uh" and the on-beat if
you were counting this as 1 uh & uh 2 uh & uh 3
uh & uh. The other tricky part about the trill is
that many times you must change chord bars
between the trill and the on-beat immediately
following it. It is best to practice the trill first
and then incorporate it into the tune.

Learning the Trill

The trill is a triple action composed of (1) a
downscratch with the index finger followed by
(2) a short thumb strum followed by (3) another
downscratch with the index finger. (A tighter
action will change the downscratches and
thumb strums to finger and thumb plucks.)

The trill is then followed by a pinch which will
fall on the on-beat for the next melody note. It
is important to start the trill a split second be-
fore the on-beat so that the melody note will
fall on the on-beat.

Start by practicing an exercise doing the
downscratch, strum, downscratchas explained
above. Do this over and over until you can do
it very quickly. It will help if you rotate (roll)
your wrist as you execute the strokes. After

you feel comfortable with the trill, add the
pinch following the trill.

Now, using the exercise below, put the trill/
pinch to the count 1 & 2 & 3 &. Make sure the
trill falls well after the "&" and immediately
before the on-beat. Make sure you keep the
pinch on the on-beat.

In this lesson, the symbol “2X represents the
trill/pinch.

E )(f\l/‘\lr\ S O \/\Lr\

B /
1 & 2 & 3 & 1 & 2 & 3 &

Once you feel comfortable with the exer-
cise above, try moving the trill around so that
it will fall immediately before the "2" or "3"
on-beat. You will find that you may want to
place it in any one of those positions within
the measure. Have fun, and practice!

Tab Symbols In This Lesson

* Pinch (usually middle finger and thumb)
O Pluck (usually index finger)
l Strum (with thumb)

Strum/Pluck (strum up to pluck melody
with middle finger, in one action)

1’—* Trill/Pinch (as described)

~ Sustain (no action taken here)
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Si Bheag Si Mhor

Turlough O’Carolan

Count: 1 &2&3 &
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Although usually played in the key of D, this arrangement isv transposed to the key of C in order to make use of the A minor. If you
have a B minor on your 'harp, you can transpose this to D. Arrangement copyright 1990 by Ivan Stiles. All rights reserved.



SOUND JUDGMENT ﬁiﬁ

by James R. Adams, Esq.

Patent, Trademark,
and Copyright Law

The following is a continuation
of the last quarter’s discussion
of copyright issues.

There is good news and bad
news as we go through this pro-
cess of copyrightinga song.

The good news is that the
Copyright Office sent out
Copyright Package No. 105 to
me the next day after I made
my call requesting it. To get
that material and any other
forms, call Copyright Hotline
(202 707-9100 -- 24 hrs). This is
an answering machine. You
simply leave the information
as to what you need and where
it should be sent -- no charge. I
had my material three days
after I made the phone call.

The bad news is that the
package contains 15 pages of
information which really
should be read and understood
before you file the applica-
tion. If you do something even
slightly wrong, your material
will be sent back and you will
be told to try again, delaying
registration of your copyright.

Let’s walk through the pro-
cess of how to copyrighta song.
We will assume that you have
written both words and music.
11. You need to put the song
into "hard copy" of some sort.
This can be sheet music, re-
cord, tape, or CD.

2. Get a copy of Form PA, or
even better order Copyright
Package 105. You can use a
photocopy of Form PA, provid-
ed the copy has the same ap-
pearance as the original -- that
is, it is printed on both sides

of the paper with the tops of
the sheets back-to-back.

] 3. Complete and send the
following to the Copyright

Office, all in a single enve-
lope: Form PA, $10.00 in a
check or money order (no
cash) payable to the Register
of Copyrights, and a non-
returnable copy of the work
which is to be deposited with
the Copyright Office. As in-
dicated above, this can be
written, printed or recorded.

That sounds easy enough.
Right? Well, it really is not
very difficult, but there are
nuances which you should
know about before you com-
plete the application and send
it in. To be sure that you do it
right, you need to learn the
special meanings given to
words such as collection, pub-
lication, best edition, author,
phonorecord, sound recording,
and derivative work, among
others. On the other hand, the
instructions accompanying
Form PA are very clear and
explicit.

If you just want to copy-
right an unpublished song you
have written, you should be
able to do that yourself. First,
be sure you are using the cor-
rect form. Form PA is to be
used if you want to copyright
the original work itself -- the
song, not simply your version
of someone else’s song. This
would be appropriate if the
work is either completely ori-
ginal or derivative. That is,
use Form PA if you wrote the
music or the lyrics, or if you
have taken someone else’s
work and have done your own
arrangement, such as arrang-
ing "Go Tell Aunt Rhody" to
be performed by flute and
string quartet.

On the other hand, if you
did not originate the work, but

want to copyright your perfor-
mance of someone else’s work,
you would use Form SR. Ob-
viously, this requires deposit-
ing a recording of some sort,
by record, tape, or disc. I will
not be discussing this in great
detail just now, but if you want
to pursue this, you should call
the Copyright Hotline and ask
for Circular 56, Circular 56a,
and Form SR.

If you are the author of
the song and you also have re-
corded it yourself, you can
simultaneously copyright both
the original work and the par-
ticular recording of it, by using
Form SR. This can only be
done, however, if the same
person (or group) is both
"author" and performer.

Second, it is possible for
the copyright to be registered
as being authored by a group,
e.g., The Happy Harpers. In
that case, you list the names of
each member of the group,
identifying each of them as
being a member of The Happy
Harpers on the form. If you
are the only author, just say
that at Box 2(a) on the form.

Once you get the proper
form and you complete it in
accordance with the instruc-
tions, what you will get back is
a certification that your copy-
right claim has been registered
with the Copyright Office.
They do not "issue" you a
copyright. Under the Copy-
right Act of 1976 (effective
January 1, 1978) your original
work is protected by copyright
from the time it is first crea-
ted in a fixed form. You do
not need to register with the
Copyright Office in order to
protect your copyright, unless
it has been placed in the pub-
lic domain by "publishing"
without using a proper copy-
right notice.

Although registration with
the Copyright Office is not
necessary to give you your
copyright, registration does
have very definite advan-
tages. It establishesa public
record of your claim to the
copyright. Also, registration
generally is necessary if you
need to file a lawsuit against
infringementat some point in



the future.

Third, if the registration is
made no later than five years
after the work has been pub-
lished, the registration itself
can be accepted in court as
proof of the validity of the
copyright -- it is not determin-
ative, but it is prima facie
evidence. Finally, if the work
is registered no later than
three months after it has been
published (or at least regis-
tered prior to anyone having
infringed the copyright), then
if someone does improperly
use your song, you may be en-
titled to recover statutory
damages.

How about that little "©"
that you see stuck on so many
works? That is a notice of
copyright, which is optional
now, but used to be mandatory
on any work that was "pub-
lished." "Publication" for
copyright purposes means dis-
tributing it, whether or not for
money. It would include sale
of copies, leasing, or even
lending copies. However, "a
public performance or display
of a work does not of itself
constitute publication,"accord-
ing to the Act.

To use the copyright notice
properly, you need to include
three pieces of information:
(a) a symbol such as ©, the
word "copyright," or "copr.;"
(b) the year that the work was
first published; and (c) the
name of the copyright owner.
For example, a proper form of
copyright notice would be:
Copyright 1990 Ann White.

The notice needs to be put
on all copies of the work in a
way that will "give reasonable
notice of the claim to copy-
right." For more information
as to what this means, particu-
larly since there are specific
regulations that have been is-
sued about the form and the
position of the notice, call up
the Copyright Hotline and ask
for Circular 3. If you prefer,
regarding this or any other
forms, you may make your
request in writing to:
Publications Section, LM-455
Copyright Office
Library of Congress
Washington, DC 20559

Although the copyright no-
tice no longer is mandatory,
an important reason to consi-
der using it, if you decide to
"publish," is that it may elimi-
nate a possible defense of
"innocent infringement." If
someone does improperly use
your original material, but
they had no reason to believe
that they were infringing any-
one’s copyright, the amount of
any damages may be reduced.

If you have questions about
specific problems that you en-
counter, you should consult
with your own attorney. You
should not rely simply on the
general informationin this ar-
ticle. However, do not be inti-
midated about doing your own
copyright application. If you
order the package of informa-
tion I mentioned above, it
should take you about an hour
or so to read through every-
thing and complete your first
Form PA. After having gone
through it one time, the next
one should take you about
five minutes.

When you send in your
form, do not expect to get an
instant response. In fact, it
can take between four and six
months to get back your Certi-
ficate of Registration. If there
is a problem with the applica-
tion, you probably will hear
from them much sooner than
that.

Please be patient, because
the Copyright Office receives
more than 650,000 of these ap-
plications each year. With two
8 1/2" x 11" pieces of paper for
each application, that works
out, stringing them end to end,
to a little over 225 miles of pa-
per each year -- roughly the
distance from Albany to Mon-
treal. You can share that piece
of information with anyone
who tells you creativity is dy-
ing in the United States! =

Editors’ note: We have received
the following question.

Do I need to send in a separ-
ate copyright application and
fee for each song, or can I send
in a group of them all at one
time?
Jim’s answer:

You can register several
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songs at one time, with one ap-
plication. Section 408 (c) (1) of
the Act authorizes the Register
of Copyrights to permit "a single
registration for a group of re-
lated works." In accordance
with the statutory authority, the
Register does permit registra-
tion of a collection of several
musical works with a single ap-
plication and a single fee, but
you must be careful to follow
the instructions, particularly of
Circular 50. The pieces of music
all need to be by the same au-
thor, or have one author who has
contributed to all of them. Also,
your collection of music needs to
be bound together in some neat
package with a single title be-
cause the title of the collection
is the only thing that will appear
in the Copyright Of fice with
reference to your application.
The names of the individual
songs will not appear. So, put
together your "Favorite 500" in

a single package and send it in.

Support
The Advertisers
Who Support
Autoharp Quarterly

GOING DIATONIC
A Comprehensive Guide To
Autoharp Conversion

¢ Advice on choosing a key.

é Instructions on retuning, se-
lecting the chords, and per-
sonalizing your diatonic harp.

@ Charts for all necessary chords
and chord-bar layouts.

¢ Designs and working patterns
for eight diatonic harps.

$10.00
George Foss
Rt. 1, Box 243-A
Edgemont, AR 72044
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TO THE £

A SUMMER /VISIT
“CARTER FOLD,

HILTONS,Y} VIRGINIA

by Mary Lou Orthey

Joe Carter

Joe, son and youngest child of A. P. and Sara, lives a few miles from the Carter Fold. He told the
following story one sunny afternoon while sitting in the AQ booth. Joe has wriiten and recorded many
fine songs. "Could I Just Hold Your Baby" is one of his new songs.

"When I was growin’ up, we
owned a farm about two miles
over that hill. We had tenant
farmers, and they had cows.

So we got milk from them, and
sometimes my chore was to go
fetch it with a pail.

I remember, one time I
took the pail over to that farm,
and got to playin’ with the
kids -- they had kids on that
farm -- and I forgot what time
it was. I always had to be
home before dark, and I

antte and Joe Carter p)ay eery Satrd(;y nzht at the Carter Fold

started home too late. I had a
time findin’ my way on that
dark road, and I was hurryin’
as fast as I could with my pail
of milk. I knew I was gonna
get it good when I got home.
I got all the way as far as
that tall green tree right over
there when I saw the shadow
of a big man a’comin’ down
the road with a switch. I knew
that was my daddy. I just
stepped off the road into the
bushes and let him pass me.

I went right home and
started pilin’ on the britches --
layer on layer -- and stuffed
the back pockets, cause I knew
what was comin’ next.

Daddy went all the way two
miles to that farm and back on
that dark road, lookin’ for me.
When he came home, he gave
me the switchin’ of my life. I
was ready for him. I remem-
ber jumpin’ all around and
yellin’ when he switched me,
-- but it didn’t hurt much."



Moderate Swing
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Could I Just Hold Your Baby

Words and Music by Joe Carter

Chorus
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Could 1 just, hold your ba -- by
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For a while, a lit -- tle while
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No one knows how long Dve wait --ed
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Just to look in --to  her Mo --na Li--sa eyes.
Verse D A7 D D A7 D G D
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1. Par -- don me, I know DI'm sta -- ring
2.Long a -- go, it was the first love,
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At your wife, for --give me, please
Back school, oh what a fool,
~
D AT D AT D A7 G G
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You walked in with  her be -- side you,
I can see you’ve made her hap -- py,
A7 D D D AT AT D AT D
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It sure brought back a  lot of me --mo -- ries. D.C.
But down in - side you know I en --vy you. D.C. al Fine

Copyright 1990, Joe Carter. All rights reserved. Used by permission.



Janette Carter

Janette is the middle child of A. P. and Sara. Her home is on top of a hill overlooking the
Carter Fold. She is a busy mother, grandmother, hostess, and musician. The following is an excerpt from
the book she wrote about her life, "Living With Memories." This charming and informative book may be
ordered by writing to: The Carter Fold, Box 111, Hiltons, VA 24258.

My daddy learned music
from Uncle Fland Bayes. He
sang songs in church, so it
came naturally for him and
my mother to sing well. May-
belle Addington was Mother’s
first cousin; they grew up to-
gether. They were born and
raised in and around Nickels-
ville, or Midway, Virginia.
Mother and Daddy sang to-
gether before Maybelle mar-
ried Uncle Ezra and joined
them. I’ve heard Mother tell
about their first personal ap-
pearance. They had been to
Charlottesville, Virginia to
visit Aunt Mae Hartsock, her
sister. The car broke down,
and they had no money to fix
it. Daddy asked, "Sara, what
can we do?" and she replied,
"All T know to do is sing." So
he booked a school for a mu-
sic show that night and told a
storekeeper to tell all who
stopped by. They got money
to have their car fixed and get
home.

It was in August of 1927
that an ad appeared in the
Bristol paper for artists to try
out for a job to record songs --
an unheard-of venture spon-
sored by a man named Ralph
Peer from New York City.
Daddy talked Maybelle and
Mother into trying out for this
job -- there must be more mon-
ey outside of Poor Valley,
surely! So away they went in
Uncle Eck’s car -- they had a
flat on the way, Daddy said.
There were several groups

there, but the two chosen were
the Carter Family and a young
man by the name of Jimmy
Rogers.

It was a very long, tiring
day, waiting for them to come
back from Bristol. Joe cried --
he screamed for his mother
and his milk. He wanted at-
tention! Poor Gladys walked
up and down State Street with
him. Mrs. Peer tried to help.
She fed him ice cream, and
Joe’s tears stopped, but he
took the stomach ache from
licking the ice cream. He
couldn’t understand this set-
up at all. It was a day in which
history was being made in the
music world. Aunt Maybelle
was expecting her first child
in September, and today Hel-
en will say, "I was there, too."

Uncle Lish Carter (Grand-
pa’s brother) had his doubts
about Bob and Molly’s oldest
son! "Doc" had done strange
things, usually right back-
wards to other people. He
never made plans but just
rushed to different jobs
head-on. He was an adven-
turous young man. For in-
stance, "Doc" (Daddy) built
the house where Joe was born.
Uncle Lish walked up the
road to look it over when there
was one room built and a
fireplace outside the house.

He never knew Daddy was
going to add on another room
-- only Daddy knew this.
"Well, A. P. is going crazy,"
Uncle Lish said. "His fire-

place is in the wrong place."
So when Daddy calmly an-
nounced, "I am going to make
records if Ralph Peer in Bris-
tol likes our act," he said,
"Send him out to Marion, Vir-
ginia (the mental hospital).
He’s completely gone this
time. His family will starve,
no doubt!"

But they were accepted
and Daddy started out on a
new adventure -- writing,
collecting, and getting songs
for a session about every
three months. They took on the
name, the "Carter Family."
They had to practice, which
was hard because A. P. and
Sara had to drag three child-
ren along, and Uncle Ezra and
Aunt Maybelle had three, too
-- Helen, June, and Anita.
They had to work out music
leads, time out a song to a cer-
tain second (not over three
minutes), and try to keep
Daddy still to sing bass when
he was supposed to. Then
there came the trips to the big
cities. We stayed at Ma and Pa
Carter’s to wait until they re-
turned. They had their songs
ready, though, and sang so
beautifully. In all their re-
cords, I never heard a mis-
take.

I remember listening to
Daddy play the fiddle and the
jew’s-harp. He played them
well, though never on a re-
cord.. ...

Reprinted with permissionfrom "Living
With Memories" by Janette Carter.
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Chords: G GG G G G
‘/' Words: Out in the west Tex - as
Strokes: P P P F P P

Chords: Am Am Am Am Am /
Words: town of El Pas -o,
Strokes: P P P F P P

Chords: D7D7D7C D7
Words: I fell in love with
Strokes: P P P F P

Glenwood L. Jordan

Glenwood Jordan is a fine autoharp player. And well he should be.
He has been a life-long neighbor of the Carters, and remembers
when Maybelle taught him to play the autoharp. Glenwood got an

instrument just like Maybelle’s, and spent many long evenings on the
Carter porch learning to play "Just like she did.”

I play as close to Maybelle
as anyone I have ever seen. I
use picks on all four fingers,
plus a thumb pick. This is how
she taught me how to use the
picks: There are three octaves
on an autoharp. When I want to
play in the lower octave, I use
all of my fingers to pick the
melody. When I want to pick
the melody on the high notes, I
only use two fingers.

Sometimes Maybelle used
picks, and sometimes she
didn’t. When she did use picks,
she always used metal ones.
She put them on so that the
pick tips just barely covered
the ends of her fingers, but
did not stick out beyond the
ends.

Because the picks did not
stick out beyond the ends of
her fingers, she used a "flick"
stroke along with her pinching
strokes. The flick was just
like making a fist over the
strings, and flicking out all of
your fingers on the strings at
one time. This causes your
fingernails to hit the strings.
Maybelle used this technique
not only to make rhythm, but
also to play melody.

Let me show you how to use
her technique for rhythm.
Here is "Wildwood Flower" the
way I play it. Notice that the
flicks only come when there is
a pause in the melody. This is
using flicks as rhythm.

(Note: P = Pinch, F = Flick)

Chords: D7G D7D7G [/ /
Words: a Mex -1i - can girl.
Strokes: P F P P FPP

** DREW SMITH'S *****************

; W an,o X
: Mp@mmfg

* * 5
. TIlowEsSTcCOST 5’"??' E4
(Lively!)

Chords: CG7 C / F F C [/ GT7
Words: I will twine and will min - gle

Strokes: PP P F P P P FP

Chords: C G7 / C G7 C /
Words: my wav - ing black hair
Strokes: P P F P P PF

: LONG HANDLE TUNINGWRENCH 0o
& FoR EASIER, EXACT TUNING! 8% #2:

¥ "WINFIELD WINNERS I'HR TAPES
* VOL.1andVOL.2. #9%a[2}0i]72°41.0°

"Plaz-grEar AUTOHARP WORKSHOP
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> REFELTING STRIPS...15[402/21[405 +2 .00
Now I’'ll show you how that % ¥(Add shipping for Mighest cas{'ﬁ:’;‘cmonly)
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Right Brain On,
Left Brain Off.

An Approach To Playing By Ear

by Alan F. Mager

Music and Your Brain

The two halves of your
brain function in distinctly
different ways. The left side
of the brain deals with things
that have distinct names, de-
fined shapes, and measurable
sizes -- things that can be
dealt with precisely, logically,
or mathematically. The right
side of the brain deals more
with the quality of things --
sounds, colors, spatial rela-
tionships, feelings -- without
necessarily assigning names
or values to them. In short, the
right side of the brain is crea-
tive, and the left side is
logical.

Playing music is essential-
ly a right brain activity. It is
the putting together of a se-
quence of tones to create a
sensation for the listener of
pleasure, sadness, confusion,
uneasiness, or any of an end-
less list of other emotions. The
names and values of the tones
in the music are absolutely ir-
relevant to the desired result.

Written music was devel-
oped so that people could pass
their musical creations on to
others. Of necessity, the pro-
cess of writing music gives
names and values to indivi-
dual sounds. If you are one of
the many people who have
learned to play the autoharp
or another instrument by us-
ing written music, you may
have the notion that you can’t
play by ear. This is because
you have transformed music
into a left brain activity. To
play by ear, you must turn
off the left brain and let the
sounds, rather than their

names and values, guide you.

The process is a lot like
learning to drive a car. When
you first learned to drive, you
and your instructor verbal-
ized (assigned values) to all
the actions needed to make
the car do what you wanted.
"Depress the accelerator."
"Shif't into second gear." "Turn
on your left directional sig-
nal." Your instructor said
these things to you and/or you
said them to yourself. But
once you gained experience,
you performed these tasks
without expressing them ver-
bally, and you were able to
drive without "thinking" about
it. Actually, the right brain
took over the activity and al-
lowed you to drive better than
you ever could if you had
continued to let the left brain
analyze every move before
you let yourself perform it.

You can learn to play mu-
sic in the same way -- by
learning to shut off the left
brain and letting the right
brain do what it does best.
You may be surprised to
know that you can already
play flawlessly by ear. Take a
moment and sing or hum
"Happy Birthday" or some
other familiar song to your-
self. Did you make a mistake?
Probably not. Did you think
of the names or values of the
notes as you sang them? Def-
initely not! You have just
played music by ear using
your vocal chords as the
instrument.

Now let’s try to do the same

thing with the autoharp. Find a
recorded version of a piece of
music you’d like to learn.

AR

Start with something simple --
most folk songs, fiddle tunes,
and Carter Family songs fall
into this category. First you’ll
have to play the recorded song
over and over until you have
it in your head, that is, until
you can hum or sing it on your
own. Then you’ll be ready to
transfer the tune to the auto-
harp. Here are my suggestions
for accomplishing this.

STEP 1
Determine the Rhythm

Push down two or three
chord bars that block out all
the strings on your instrument.
Then strum along with the re-
corded song as it plays over
and over. Almost all music is
based on a system of two or
three beats (or multiples there-
of. Keep strumming along note-
lessly until you have worked
out a nice, comfortable rhythm
accompanimentto the song.

STEP 2
Determine the Key

As the recording plays over
and over, listen for the chord
sound at the end of the piece
and at the end of sections of
the piece (such as the A and B
parts of a fiddle tune). Try to
match this sound to one of the
major chords on your autoharp.
Most music in major keys ends
on the tonic chord, the chord
that has the same name as the
key in which the music is
played. If you determine, for
example, that your song ends
on a G major chord, then the
tune is probably in the key of
G major.



The vast majority of folk
tunes can be played using
only three chords -- the major
chords based on the first,
fourth and fifth notes of the
scale. These chords are often
designated by the Roman nu-
merals I, IV and V. Very of -
ten the V7 chord can be used
interchangeably with the V
chord -- it’s usually just a mat-
ter of personal preference,
depending on which sound
you like better. The chart be-
low shows the I, IV and V
chords for the most common
autoharp keys. (Please excuse
this little excursion to the left
side of the brain. We won’t
stay long! You could find the
chords you need by matching
sounds, but the chart makes it
easier. It’s really OK to use
the left brain for the things
it’s best at doing. Just be care-
ful that it doesn’t try to organ-
ize, label and calculate the
whole process.)

CHORDS:
I IV V (V)

KEY

Qo>

C G (G7)
F b C(C7)
Bb b b  F(F7)

STEP 3
Work Out the Chord Changes

Position three fingers on
the buttons of the chords
you’ll be using, so you won’t
have to go hunting for them.
Now play along with the re-
cording. Start by using the
I chord. Conveniently, the
I chord is usually the first as
well as the last chord in a
piece of music. When you hear
a change in the sound of the
music, switch to one of the
other two chords (IV or V) and
try to match the sound on the
recording. At first you may
have difficulty hearing the
changes the instant they oc-
cur. What you will more likely
notice is that, at some point,
the chord you’re playing
sounds wrong. This means that

a chord change has occurred.
Change quickly to one of the
other chords and try to match
the sound. If you miss a chord
change, don’t worry, and don’t
stop the recording. Let it play
on through, while you play
along as best you can. As you
replay the song again and
again, you will work out the
problem areas one by one.

It may go slowly on the
first few songs you try, but
keep at it and you will soon
find that you will hear the
chord changes more easily.
Eventually, you’ll be able to
anticipate changes before
they occur. One day, when
trying to learn a new song,
you’ll surprise yourself by
not only anticipating the
changes, but by knowing
which chord will be needed
next.

Song lyrics can often be
helpful in working out chord
patterns and in pinpointing
places where changes occur.

In "Happy Birthday," for ex-
ample, the first chord change
(to V or V7) takes place on the
first occurrence of the word
"you." If you get used to mak-
ing the chord change on that
word, you’ll never miss it as
long as you sing the song to
yourself as you play.

Before going on to the next
step, keep playing the tune
until you’re comfortable with
its entire chord pattern. At
this point, you will be playing
what are called "rhythm
chords,” which are the mini-
mum chords needed to accom-
pany voice or another instru-
ment that is playing the
melody.

STEP 4
Finding the Melody

In most folk tunes, the mel-
ody notes can all be found in
the I, IV and V (or V7) chords.
While playing along in one of
the rhythm chords, you’ll fre-
quently have to switch to ano-
ther chord to get a melody
note. The process for working
this out is virtually the same
as the process for determining
rhythm chords. It starts with
trial and error, but fortunate-
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ly the possibilitiesare very lim-
ited. If the note you need isn’t
in the rhythm chord, there are
only two other choices.

As a first experiment in melo-
dy playing, take a simple song
you already know well and for
which you have worked out
the rhythm chords. (Songs like
"Happy Birthday" and "Twin-
kle, Twinkle, Little Star" are
good choices because their
melodies are second nature to
you.) Find each melody note
and play the tune over and over
until the pattern is etched in
your brain. Here again, the
words to a song can be used as
powerful cues to chord changes
needed for melody notes.

Remember that the pattern
you are learning is simply the
relationship of the fingers
pushing the chord buttons. Do
not learn the pattern by as-
signing chord names or num-
bers to the buttons as you
push them -- this tends to
force the learning experience
back to the left side of the
brain.

After working out several
songs by tedious trial and er-
ror, you should begin to see
patterns developing for melo-
dy playing. Eventually, you
will be able to anticipate the
correct chord to use to obtain
a specific note.

Finally, it’s not magic. It
takes lots of practice. But it is
possible for everyone to play
by ear. Once you’ve begun to
master the basic skills, your
musical ability will grow many
times faster than it would
have by sticking solely to the
confining world of written
music. H
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More
Thoughts
On
Carpal
Tunnel
Syndrome

by Mark Fackeldey

A friend of mine purchased
a Guitaro with the bar mecha-
nism Dr. Norris described.
[See Housecalls by Richard
Norris, M.D., AQ April 1990.] It
was cumbersome, clumsy, and
awkward to adjust and oper-
ate. We replaced this mecha-
nism with aluminum (15-
chord) *harp bars, cut to size,
placed buttons in the center
and tuned diatonically. This
Guitaro has a resonator and
produces a friendly humming
sound -- great for rhythm and
fill-in licks. Melody picking
leaves something to be desired
-- namely, an extra octave.
Ironically, the Guitaro was de-
signed to be played upright
like a guitar, but is easier
played lap style. When holding
it across the chest I prefer
holding it upside down and
playing high to low (instant
Kilby Snow effects!).

I find two specific pro-
blems with the Guitaro. First,
it requires excessive pressure
to operate the bar mechanism.
Second, due to the shape of the
instrument (the distance be-
tween the chord buttons and
the side) there is no place to
rest the upper forearm com-
fortably when applying pres-
sure to the chord buttons. The
result is loss of control when
playing anything faster than a
painful dirge.

Although, to a lesser extent,
these problems also occur with
the autoharp, it would be nice
if we could play our chord
buttons like the light-to-the-
touch keys on an accordion.
The tendency on the *harp is to
rest the upper forearm and/or
wrist on the instrument for
stability. Bringing the buttons
closer to the edge will only in-
crease flexing of the wrist and
increase the pressure needed
to play unless the buttons
work very lightly to the touch.

Perhaps the answer lies in
Dr. Norris’ statement, "The
acutely-flexed wrist (to clear
the chord bars)" . . . Since he
brought it up, I checked and
indeed, I flex my wrist more
when playing on a 15-chord
Oscar Schmidt *harp than on
my Dulci-harp, which is equip-
ped with a chord bar cover.

Here are some of my thoughts
on helping reduce the chances of
developing carpal tunnel syn-
drome.

Use a harness strap! [See AQ,
July 1990, page 31.]I attach
the strap buttons (one on each
side) about a half to one inch
up from the bottom.This works
for me providing I don’t
let go of my *harp with
both hands to take a
bow. Otherwise, I'd
have tuning pegs
O slamming into my
kneecaps. There
are players who
have placed the
buttons in the tra-
ditional location and it’s
worked quite well.
Before you make
up your mind, se-
cure the strap to
the *harp with tape
and try out differ- O
ent locations.

Shorten and ad-
just the strap so
that the top of the
*harp is about even with the
top of your ear and the *harp
hangs as straight as possible.
(See the photo of Evo Blue-
stein, AQ, October 1988, page
31 and also the front covers of
AQ, July 1989 and April 1990.)

Memorize and remove
chord button labels so you're
not tempted to slant you *harp
sideways to read the chord
labels.

Use a strap even when you
sit down to play!

Look at the illustration in
I'll Buy That (AQ, July 1990,
page 31). The ’harp is posi-
tioned a tad low (this may be a
personal preference). How-
ever, look at the left arm.
Holding your left elbow that
close to your body makes you
a prime candidate for carpal
tunnel syndrome. It forces
your wrist to be flexed "acute-
ly" in order to push the chord
buttons. Don’t play that way;
you’re inviting trouble. Raise
your elbow up and bring it
forward slightly so that your
wrist is straighter and more
relaxed.

Also, try to keep your fin-
gers relaxed. Don’t bend your
fingers to push the buttons




Play like this.
Flex mainly from this joint.
—

with the tips. I also use the
side of my thumb on the chord
buttons. Some players advise
against this, but I haven’t en-
countered any problems.

Make sure your strings and
felts are aligned evenly. Lower
the action and reduce the
spring tension. You should be
able to produce a chord by
merely resting a finger on a
chord button (while picking
strings, of course). On faster
tunes, light tapping on the
buttons should suffice. If you
have to labor over pushing the
buttons down, you’re over-
stressing your hand
unnecessarily. m

Editors’ Note: Now that Mark has
told us how important it is to
lower the action and lessen the
spring tension, we are going to
hold him to his promise to write
an article on this subject! And
while he’s at it, we’ll ask him to
include a bit about getting rid
of the click and clack of the
production’harp actions. It just
doesn’t seem right to get the
action perfect and still have it
make all that noise.

A word about strap button
placement: Placing the buttons
on the side of a ’harp may pre-
vent it from nesting properly in
a hard shell case. Check case
tolerances first. Buttons can al-
so be placed on the face of the
‘harp about one half inch in
from the edge. Make sure the
strap does not lay across any
strings and damp them.

AQ 35

New From
Carol Stober
Box 1275
Talladega, AL 35160

REBEKAH

Call For
Workshop
L eaders!

The 1st Annual
Mountain Laurel
Autoharp Gathering
is accepting proposals
for autoharp workshops
to be held on
July 5, 6, & 7, 1991,
If you are interested,
send a brief outline of
your workshop idea(s)
for consideration, or for
more details, contact:

DOWN HOME
FAMILY BAND

lvan Stiles
Mountain Laurel
Autoharp Gathering
PO Box A
Newport, PA 17074

A cassette recording
especially for
children (& adults).
$8.00 + $1.50 s. & h.
(205) 362-6471

%%%%%%%%%%%%%%%@%%@%%%%%%%%%
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Jean’s Dulcimer Shop

P.0. BOX #8, HIGHWAY 32
COSBY, TN 37722 Phone:(615)487-5543

AUTOHARPS ® PSALTERIES & DULCIMERS
Specializing in handcrafted folk instruments and everything for them --
FINISHED INSTRUMENTS, KITS, BUILDERS' SUPPLIES,

CASES, ACCESSORIES, BOOKS, RECORDINGS AND INSTRUCTIONAL VIDEOS.

Our catalog offers a uniquely diverse selection for your musical needs.

Handmade Musical
Wooden Spoons

‘€ Perfect accompaniment to jigs & reels, Irish music, bluegrass, childrens songs, etc.
‘€ The illustrated instruction booklet will have you playing in minutes.
€ Unique, one-piece design is carved from solid Appalachian Cherry.

To Order: Send $16.95 (free shipping)
Steven Catania - Inventor & Craftsman
R.D. 1, Box 225-D - Millmont, PA 17845

\ (717) 922-4487

Enjdyment guaranteed or your money back/
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When Christmas Morning Glimmers

When Christmas morning glimmers, I want to go to the stable.
There, God in the hour of the night, rests upon the straw.
There, God in the hour of the night, rests upon the straw.

This traditional Swedish folk song was sent to us by one of our readers in Skarholmen,
Sweden. He sent us a tape with the music saying, "It is a most beautiful Christmas song."
We think so, too, and are sending it along to you with best wishes for a happy holiday season.
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EVELVI
FARMER

by Amy Winslow

When Evelyn Farmer of
Fries, Virginia, realized her
calling, it wasn’t through a
life-long dream or even divine
intervention. She found it in a
mail-order catalogue.

"I was looking through this
book and saw a picture of an
autoharp,"” Farmer said. "Turns
out it was my instrument all
along and I just didn’t realize
it."

Farmer, who won first place
in autoharp at the Galax Old
Fiddlers’ Convention last year,
taught herself to play about
five years ago and has played
largely by ear since. And from
the look of her winnings col-
lected this year, her self-help
methods are working.

Racking up 11 awards from
five conventions just this sum-
mer -- including two best all-
around performance trophies
-- Farmer, 71, is gearing up to
retain her title at the pinnacle
of old-time and bluegrass con-
ventions, the Galax competition.

"It was the biggest thrill of
my life when I won last year,"
she said. "I had won second
and third before, but never
first."

Before she picked up the

*harp, Farmer was no stranger
to old-time music, fiddler’s
conventions, or winning. For
21 years, she and her nephew,
Jesse Lovell, have been back-
ing each other on the guitar
and folk song competitions.
The duo also performs regu-
larly for churches, colleges,
barbeques, and dances.

"I don’t know what I
would’ve done without Jesse,"
she said. "He’s been like a son
to me."

Farmer, who lives in the
outskirts of Fries, inherited
her love of mountain music
from her father, Glenn Smith,
one of the great old-time fid-
dlers. She also credits her
grandmother, who played the
claw hammer banjo, with be-
ginning the musical genes
which have been passed down
with each generation.

"I started playing with my
daddy when I was about 12,"
she said, "but I quit every-
thing for about 35 years."

When she got married and
went to work in the Fries Tex-
tile mill, Farmer said she
didn’t even pick up an instru-
ment. After her husband died
in 1971, however, she needed

to find something to fill her
time. "Music filled in the gaps
for me. It gave me something
to be interested in."

But besides simply enjoy-
ing the music as a hobby,
there is a fierce competition
and dedication underneath
that calm, loving exterior.

"You betcha bottom dollar I
try to win. It takes a whole lot
of guts to get up there in front
of all those people," she said.
"I want to get something back,
and that’s what it’s all about."

Although she still feels a
twinge of nervousness before
she performs, Farmer said she
always says a prayer before
stepping on stage. "I don’t ever
ask to win. I just ask to do a
good job." Someone is undoubt-
edly listening, as she continues
to play well and improve her
talents as the years pass.

"I thought as I got older, I
would drop off, but I seem to
keep getting better," she said.
"I guess age doesn’t have much
to do with it." |

Reprinted with permission from The
Gazette, Galax, Virginia.

Editors’ note: This article was published
the day of this year’s competition. Evelyn
won again! She is now the 1990 champ!
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Lavender’s Blue (2)

{

F/ F ' Bb F/ [CTF][C7T F] Bb/C7 Bb F///
La - ven - der’s blue, dil - ly dil - ly, la - ven.- der’s green

Call up your men, dilly dilly, set them to work

Some with a rake, dilly dilly, some with a fork,

Bb/ C7Bb F/ [C7 F] [C7 F]C7/ C7F C7///
WhenI am king, dil -ly dil- ly, you’ll be my queen

F/ F Bb F/ [C7 F] [C7 F] Bb/ C7 BbF///
Who told me 8o, dil - ly dil - ly, who told me so?

Some to make hay, dilly dilly, some to thresh corn
While you and I, dilly dilly, keep ourselves warm.

Lavender’sblue, dilly dilly, lavender’s green
When I am king, dilly dilly, you’ll be my queen

Who told me so, dilly dilly, who told me so?

Bb/ C7 Bb F/ [C7T F] [C7 F|Bb Bb/ CTF///

I told my -self, dil -ly dil -1y, I told meso.

Salty Dog (2)
J

G G GG C GETE7TA A AA G D7D7/
Let me be your sal -ty dog or I won’t be your man at all

[DT D7] D7/ C G C G D7G///]]]/
Ho -ney, let mebeyour sal -ty dog.
Standin’ on the corner with hat in hand
Wishin* for a woman what got no man,
Honey, let me be your salty dog.

Repeat 18t verse.

Standin’ on the corner with low down blues
Gosh darn mud all over my shoes

Honey, let me be your salty dog.

Repeat 1st verse.

”Q’

Bury Me Beneath the Willow (2)

2
G// ¢Gg// D7 C¢// D7C ¢C// G// G G G D7 G D7////]/]

Bur -y me be - neath the wil - low, 'neath the weep - ing wil - low tree

G// ¢ G// D7 Cc// D71C
When he hears his love

c//G//] G G DT G D71G///]]]/
is sleep - ing, may - be then he’ll think of me.

My heart is sad and I am lonely, thinking of the one I love
When will I see him, oh, no never, unless we meet in heaven above.
Repeat 1st verse.

He told me that he dearly loved me, how could I believe him untrue.
Until the day some neighbors told me, he has proved untrue to you.
Repeat 1st verse.

Tomorrow was to be our wedding, I pray, Oh Lord where can he be?
He’s gone, he’s gone to love another, he no longer cares for me.
Repeat 1st verse.

I told myself, dilly dilly, I told me so.

Little Rosewood Casket (2)

J

(6] c c//c a7/ g1/ Cc c////
There’s a lit - tle rose - wood cas - ket

C ¢C c¢//C F/
Ly - ing on

G7/. ¢/l

a mar - ble stand

c Grc/ ¢/ F/ F/ C c////
And a pac -ket of love let - ters

C c G7// C G7/ G171/
Writ - ten by

c/l11]

my true loves’s hand.

Come and sit beside me, brother,
Come and sit upon my bed,

Lay your head upon my pillow,
For my aching heart falls dead.

Last Sunday I saw him walking
With a lady by his side

And I thoughtI heard him tell me
I could never be his bride.

When I'm dead and in my coffin

And my shroud’s around me bound,
And my narrow grave is ready

In some lonesome churchyard ground.

Take his letters and his locket,
Place together o’er my heart,
But the golden ring he gave me
From my finger never part.

" W
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Wait Till the Sun Shines, Nellie (2)

c/// c// GT F/ F/ Cc <¢// G1// AT G7// € ¢C/ F/ ¢C///
Wait till the sun shines, Nel- lie When the clouds go drif-ting by

F//] G1/F/ ¢/ ¢/ G1/ C/D7//]D1//] G1/[]]]]]
We will be hap - py, Nell -ie, Don’t you cry

¢/// c¢//GeT ¥/ F/ C C// G/ A1/ G/ F1/ E7////

Down lo -ver’s lane we’ll wan - der, Sweet - hearts you and I

E7 E7 E7 F/// A7// AT A7/ D7/ A7/ D7/ C/// G1///C///]]]]

So won’t you wait till  the sun shines, Nell -ie Bye and bye.

Bringing In The Sheaves (2)

N
G GGCG/ G/ C CcC C F c/ ¢/
Sow - ing in the mor - ning, sow - ing seeds of kind - ness

G G GC G/ G G G D7 GD7///
Sow -ing in the noon - tide and the dew -y eves

G G GC G/ ¢/ ¢ ¢ccCc Foc ¢
Wait - ing for the har - vest and the time of reap - ing

G G G D7G/ G/D7 G G D7 G///
We shall come re - joi - cing, bring - ing in the sheaves.

Chorus:
G G GC G/// ¢ CcC C C GJ//
Bring - ing in the sheaves, bring - ing in the sheaves

GG G D7IG/ G/ DI D7 D7G D7///

We shall come re - joi - cing, bring -ing in the sheaves.

G G GC GJ//] ¢ cC CcCC GJ///
Bring - ing in the sheaves, bring - ing in the sheaves

G G G D7G/ G/ D7 G G D7 G///

We shall come re - joi - cing, bring -ing in the sheaves.

Sowing in the sunshine, sowingin the shadows
Fearing neither clouds nor winter’s chilling breeze
By and by the harvest and the labor ended,

We shall come rejoicing, bringing in the sheaves.
Chorus

Going forth with weeping, sowing for the Master,
Tho the loss sustained our spirit often grieves
When our weeping’sover, He will bid us welcome,
We shall come rejoicing, bringing in the sheaves.
Chorus:

Sweet Sunny South (2)

N2
DGD/ GGD/D A G/G G A/
The - path to our ca - bin they say has grown green

D G D/ DD D/ AD G/////
And the stones are quite moss - y a - round

D GD/ D G D/D A G/ G GA//
And I know that the fa - ces and forms that I love

A D/DD A/ A/ D///]]
Now lie in the cold, cold ground.

Chorus:
D G D/ GG D/ D AG/G G A/
Take me back to the place wherel first saw the light

DG D/ D D D/ A D G/////
To my sweet sun - ny south take me home

D G D/ D G D/D A G/ G G A//
Where the mock - ing birds sing me to sleep ever -y night

A D/D D A/ A A D////]
Oh, why was I temp - ted to roam?

Take me back to the place where the orange trees grow
To my place in the evergreenshade

Where the flowers on the river’s green margins do grow
And share their wet scent with the glade.

Chorus
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issue after receipt. FORM: Ads must be
legibly printed or typed.

PRODUCTS/CATALOGS

FINELY DETAILED HAND-CRAFTED
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Note-Ably Yours, 6865 Scarff Road,
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AUTOHARPS, books, tuning pins,
strings, and cases. Please specify. Bucks
County Folk Music Shop, 40 Sand Road,
New Britain, PA 18901. 215 345-0616

BODHRANS (hand drums). Quality-
made, one-piece oak steam-bent body.
Unique adjustable design. Carrying
bags, beaters & instruction books. Buck
Musical Instrument Products, 40 Sand
Road, New Britain, PA. 215 345-9442

CASSETTE: Music From Autoharp
Quarterly, Vol One. 14 songs played in
same key and manner as shown in
AQ. For play-along and/or listening.
Send $9 ppd. to Limberjack Productions,
PO Box A, Newport,PA 17074.
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Go With The Pros!

Introducing the new Professional
Series Autoharps by Oscar Schmidt.
Tobacco sunburst finish with a bird's eye \
configured back and your choice of Solid
Spruce (Adirondack) or Bird's Eye
configured (Smokey Mnt.) top. Abalone
inlay around the body and soundhole
adds to the beauty of these instruments.

Our Brass Fine Tuner system adds the

final touch to these handsome harps.

A beautiful instrument for the serious e e L]

player by the only Autoharp company, e
idt! — i —
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éy Oscaf 5 Chmidt Autoharp is a registered TM of Oscar Schmidt, Int.

230 Lexington Dr. Buffalo Grove, IL 60089 708-541-3520
Call: 1 800 877-6863 for the dealer nearest you.
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Newport, Pennsylvania.

Joe Riggs, Ivan Stiles, and Marty Schuman play a three-on-one tune during the Dulci-harp Gathering in




