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or us, we had as much time to be young and carefree, and 
having a wonderful time. That sort of life. We had as much 
of it as anybody could possibly want, and it was really 
great. It really was. It was also enough time to develop the 

skills that you need in life. For me, being able to spend enough time 
working on my playing, so that it wasn’t developed in a frenzy, it 
was developed out of love, my own personal love for it.”

Jerry Garcia 
Taken from Jerry Garcia interview by John McLaughlin/Silicon Valley Historical Society April 28, 1995
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his collection presents some of the earliest steps in Jerry Garcia’s journey from novice to master musi-
cian. There is no recorded trace of The Chords, his first band during his high school rock and roll days. 
And just as he left high school, the rock of the 1950s imploded, with Elvis in the army, Chuck Berry in 
jail, and Little Richard in the pulpit. 
 

So when he gratefully exited the army in January 1961, Jerry had developed—along with a sizable slice of his gen-
eration—an interest in a kind of music that felt deeper and more authentic than the Brill Building production pop then 
dominating the airwaves—namely, folk music. 
 
As you go through this progression of songs, you will hear him grow from the mostly simple strums of the first 
“group,” the 1961 duo with Robert Hunter known as “Bob and Jerry,” to an extremely adept bluegrass banjo picker 
with the Black Mountain Boys in 1964. It’s a fascinating arc, and will tell you a great deal about what he brought to 
the Warlocks, the band he started with his friend Ron “Pigpen” McKernan in late 1964. We’ve decided to omit the 
material from Mother McCree’s Uptown Jug Champions both because it’s already been released (though currently 
out of print) and because it’s in some ways a direct precursor to the Warlocks.
 
In this folk, old-timey, and bluegrass material lie the roots of his development as one of the great guitarists in the 
history of rock and roll—the questing mind that looked for more and more interesting material, the willingness to take 
risks, and a terrific sense of humor. 

You’ll learn, as we did, that the surviving recordings hold many stories, just as the songs do. We could not include 
every available song, but tried to choose what we felt were the best. Some of the recordings will be familiar to 
hardcore collectors, but there are also some remarkable surprises. We also did our best to ensure that we had the 
cleanest possible recording sources, and among them are several master tapes. 

One caution. All of these songs, even the ones at the KZSU radio station studio, were recorded by amateurs. In fact, 
one exceptional show, the College of San Mateo Folk Festival in November 1962, was so badly recorded that we 
could not in good conscience share it. The first sides (Brigid Meier’s birthday party and the Boar’s Head) are in 
small rooms in which the audience sound is at times overwhelming. So we invite you to consider their sound quality 
the way Jerry thought of some of the cruder Folkways material he studied—as less important than the music buried 
beneath the fuzz. 

Because even if the musicians were young and still growing, we can promise you that there’s some truly superb music 
here, which we’re confident you’ll enjoy. Even as a relative beginner, Jerry was somebody people wanted to listen 
to. Some things never change. 
 

- Dennis McNally

TEARLY DAYS
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raduating from Berkeley High School in 1957 (although they did not know each other, one of his classmates was Phil Lesh), 
Neil attended Oberlin College in Ohio. Already a folk player, he heard bluegrass, at first on records—first on the very first 
bluegrass album (and not a 78), the Folkways LP American Banjo Scruggs Style, and then most amazingly, on Flatt and 
Scruggs’s Foggy Mountain Jamboree—and then live, in New York City on a visit. It mesmerized him. On his return to Berkeley 
for the summer of 1959, he joined with his friends Mayne Smith, Scott Hambly, and Pete Berg to form the Redwood Canyon 

Ramblers, which would serve as a bluegrass beacon for a slightly younger generation of players like Jerry.
 
He remains involved in bluegrass. Since 1968 he has lived in St. John’s, Newfoundland, Canada. Now retired after teaching folklore and 
ethnomusicology at Memorial University for 37 years, Dr. Rosenberg writes about listening to these newfound old gems:
 
My primary goal in writing for this set has been to learn about the musical development of Jerry Garcia. He’s a legendary figure, but I’d 
heard relatively little of the music he performed at the beginning of his career.

I met Jerry and hung out with him in May 1964, when he and Sandy Rothman 
visited me in my Indiana home for a week or two. We jammed a lot, and went 
to bluegrass shows in Bean Blossom and Dayton, Ohio. We had a lot of fun. 
I have a memory of him as a pleasant person and a skilled and enthusiastic 
musical artist.
 
But at the time we spoke only briefly of his recent musical history. I learned 
a bit more at the time via a flyer from The Offstage in San Jose that came 
my way in 1964 not long after Jerry’s visit. His name was on it as a teacher, 
and so was the name of another person, whom he identified as a great blues 
guitarist, Jorma (then known as Jerry) Kaukonen. Sandy told me Jerry was a 
good blues guitarist. Back then I was also doing a lot of blues guitar, but I 
don’t think either of us played anything except banjo. He was really into Bill 
Keith’s banjo style, doing it very well.  
 
I needed to get better acquainted with Jerry’s early music. I listened to each 
of the ten sides of this set and made notes on what I heard. Then I drafted 
brief essays about each side.
 

I approached these performances asking the question: how would I have perceived the music at the time? Again and again, I found myself 
thinking—for whatever the date, let’s say ‘62—he’s ahead of the game. He was playing Dock Boggs-style banjo before Mike Seeger “re-
discovered” Boggs and recorded him. He was recreating complicated arrangements of the New Lost City Ramblers and then adding stuff.

Many of the songs and tunes he performed were covers of recordings familiar to me through a lifetime as a performer and student of 
bluegrass and old-time music. I was struck by the way in which he worked to emulate not just the instrumental techniques and textures but 
also the vocal nuances of the men and women whose songs he was singing. He was clearly doing a lot of woodshedding, singing along 
with Carter Stanley, Jimmy Martin and the others.
 
After reading Brian’s and Dennis’s contributions to this collection I now understand that, except in May 1964, Jerry and I passed through 
the same East Bay universe—Lundberg’s, KPFA, the Cabale, etc.—at different times.
 
This set chronicles a period in an artist’s development that’s not usually documented so publicly. While we hear him covering, we also 
discover him mixing, improvising, extending; drawing on what he’s learned to create his own take. Truly the beginnings of a long strange 
trip….

 
~ Neil Rosenberg

ROSENBERG'S NOTES AN INTRODUCTION
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The Redwood Canyon Ramblers 
performing at The Cabale in 

Berkeley August 1963.  
L to R: Mayne Smith, Neil Rosen-
berg, Scott Hambly, Sandy Roth-

man (Photographer unknown, 
Neil Rosenberg collection)

Events flyer for The Offstage in 
San Jose for September 1964 
(Geoff Levin collection)

Jerry and Sandy Rothman performing at 
The Offstage in San Jose 
December 1964 
(Photo and collection credit - Rob Levin)



SIDE ONE 
BOB AND JERRY 
Spring 1961

IN THE BEGINNING…
 
Jerry Garcia’s fundamental life path appeared before him one day in the summer of 1957 when his painting teacher at the California School 
of Fine Arts (which in 1961 became the San Francisco Art Institute), Wally Hedrick, played a Big Bill Broonzy record for the class. Ironically, 
when Jerry subsequently received an accordion for his fifteenth birthday and then engineered a switch to a guitar, it would be a Sears Dane-
lectro, and it would be several years before he explored acoustic guitar.
 
In the meantime, he’d played the electric in a high school dance band, The Chords, dropped out of school and entered the army, and there 
encountered a friend who tutored him in fingerpicking. By 1961 he’d managed to depart military service and landed in Palo Alto, where he 
quickly became friendly with a young lady named Diane Huntsberger. Diane was working on the lights for a local production of Damn Yan-
kees, and when Jerry saw the show he incidentally met one of her old boyfriends, Robert Hunter by name. 
 
A couple of nights later, Jerry and Bob ran into each other at Palo Alto’s primo coffeehouse, St. Michael’s Alley, and instantly became fast 
friends, even after Garcia grabbed the guitar out of Hunter’s hands at a party…and never gave it back. It wasn’t long before they formed a 
folk duo, “Bob and Jerry.” Their first gig was on May 5 at a Stanford freshman dorm called Arroyo Hall, and they earned $5, followed by a 
last public show in early June at the Peninsula School’s graduation ceremony, also for $5. But they’d already begun to attract followers, and 
the two of them soon had a close mutual friend, a lovely fifteen-year-old named Barbara “Brigid” Meier. 
 
Brigid would have a considerable impact on Garcia’s acoustic career. When they met in early 1961, he was eighteen years old and playing 
a borrowed guitar. She’d received a gut string Mexican guitar with pretty inlay the previous Christmas, and Jerry began borrowing hers…until 
she decided that it was rightly his, and gave it to him. On May 26, 1961, she had her sixteenth birthday party, and her choice of entertain-
ment was an easy decision.    

TALES OF THE TAPE

 
Brigid’s father worked at Stanford Research Institute and 
fortunately for us had access to their rather good Wol-
lensak reel-to-reel tape recorder. So when his daughter 
had her sixteenth birthday, he was happy to bring it 
home and record the day’s music, a mix of Jerry Garcia 
and Robert Hunter’s earliest recorded performance and 
a group sing-along. There’s all the evidence of a party, 
with people coming and going, gifts being unwrapped, 
and tea being made. At one point, a woman announces 
that “Barbara’s mother would like to know if anyone 
wants any more food.”  
 
It was journalist Blair Jackson’s previous interview with 
Brigid which revealed that she still privately held onto 
this tape. A snippet was first unveiled in Amir Bar Lev’s 
documentary film Long Strange Trip, but there was a 
45-minute tape recorded that day. We’re thrilled that 
she chose to share it here, so we can present the best 
pieces of this rarely heard moment of Jerry’s first musical 
steps as a young man.    

ROSENBERG’S LISTENING NOTES
The audience at Brigid’s birthday party are friends to whom some of the music is familiar—particularly the first four songs. 
One is a request, another a sing-along.
 
These are songs people had been singing in the folk revival for nearly a decade. Folk music, popular within tiny worlds 
of urban bohemian culture since the twenties, entered pop music in the forties. By the end of the fifties, the Weavers and 
the Kingston Trio had put it on the charts, and hip teens were into it. 
 
Although it was believed to be more vital and organic than the mainstream 
pop music of the era, almost all of this music was filtered through the main-
stream music business. The Weavers from New York set a style followed in 
the Bay Area by The Gateway Singers and the Kingston Trio. It was eclectic 
music that encouraged communal involvement.
 
Some of the songs at the party, certainly the first three here, were popular old 
favorites known to all. But others begin to show Bob and Jerry’s increasingly 
skilled and professional take on things. And some reflect their deadly serious 
study of what was the more esoteric end of the folk spectrum.  
 
These songs came from a growing pool of recordings on the market at this 
time. East Coast folk music record companies sold nationally to college stu-
dents and other young fans and performers of the music. By 1959, business 
insiders, like collector-author Alan Lomax and Greenwich Village folklore 
entrepreneur Izzy Young, were calling these people “folkniks.”
 
That was a back-east response to a Bay Area coinage by San Francisco Chronicle columnist Herb Caen the year before: 
“Beatnik.” And that, in turn, came from the shock of 1957, when the Russians beat the U.S. into space with “Sputnik.”
 
A coinage that could still shock folk fans in 1961 was rock and roll, which Jerry references with a smirk after playing 
“Trouble in Mind,” a widely-known blues song.
 
Connecting rock and roll with the blues is significant—rock and roll was supposedly anathema to folkniks. But in the Bay 
Area many of the folkniks, particularly Jerry, had spent their teen years listening to rhythm and blues radio stations like 
the black-owned-and-staffed KWBR in Oakland. They’d heard the rock and roll hits played on air there within the broad 
stream of R&B: Fats Domino and Elvis Presley floated in the company of Ray Charles, B.B. King, and a host of others.

 Birthday doodle for Brigid by Jerry 1961
(Brigid Meier collection)

Jerry and Brigid Meier at 
Disneyland, Summer 1962 
(Brigid Meier collection)

BOB AND JERRY
May 26, 1961
Brigid Meier’s Sixteenth Birthday Party 
Menlo Park, California

Original Recordings by Dick Meier
Provided by Brigid Meier

PERFORMERS:
JERRY GARCIA guitar, vocals
ROBERT HUNTER vocals 

1. SANTY ANNO [2:15]
(Traditional Sea Shanty)
This arrangement of a sea shanty collected in 1935 by Alan Lomax and published in his 1941 book 
Our Singing Country was created by Odetta, who recorded it in 1956 on her first album. It was cov-
ered by many folk acts, including the Kingston Trio in 1958.

2. I GOT A HOME IN THAT ROCK [1:46]
(Traditional Spiritual)
Lee Hays brought this spiritual, performed by many African American quartets and jubilee groups (also 
recorded by a number of early hillbilly acts) to the Weavers. They featured it on their 1957 album, The 
Weavers at Carnegie Hall, and it became a folk revival favorite.   

3. OH, MARY DON’T YOU WEEP [3:31]
(Traditional Spiritual)
Another popular African American jubilee song, this was often performed in the late 19th and early 
20th century, and also in the repertoire of several early hillbilly acts. Huddie Ledbetter (“Lead Belly”) 
recorded it several times, and by the time of his death in 1949 it was on its way to becoming a favorite 
sing-along in the folk revival—everyone knew it.

4. ALL MY TRIALS [4:01]
(Traditional Spiritual)
Associated with Joan Baez, who had it on her first album. Very much part of the Civil Rights Movement. 
The first three songs and their performance were part of the common stock of the American folk revival. 
But here Bob and Jerry, as budding musical professionals, began to bring in personal touches—care-
fully arranged vocal and instrumental parts—to the music. This is a haunting song, and their rendition 
delivers an appropriately somber intensity.  

5. I WAS BORN TEN THOUSAND YEARS AGO [2:12]
(H.C. Verner/Harry C. Clyde)
H.C. Verner and Harry C. Clyde’s 1894 vaudeville pop hit quickly entered tradition; it was recorded 
18 times in the first decade of country music, often under other titles such as “I’m The Man Who Rode 
The Mule Around The World.” In a tasteful stylistic and emotional contrast to the preceding song, Bob 
and Jerry deliver a professional touch to this comic song, too.  

6. BLOW THE CANDLES OUT [2:02]
(Traditional, Celtic Origins)
Associated with Cisco Houston, this is a Jerry solo. In contrast to something like “Michael, Row the Boat 
Ashore,” this is a more unusual “folknik” tune that reflects Jerry’s seriousness about finding interesting 
material, as does the next song.

7. RAKE AND A RAMBLING BOY [1:31]
(Trad. Arr. Joan Baez) Chandos Music Company (ASCAP)
This ballad began life on an English broadside in the middle of the 18th century. It was still being sung 
in England and in the U.S. two centuries later. The Carter Family’s 1941 recording was influential, but 
as with “All My Trials,” Jerry was also paying close attention to the first Joan Baez album released on 
Vanguard in 1960.

8. TROUBLE IN MIND [3:10]
(Richard M. Jones) Universal Music Corp. (ASCAP)
This Jerry solo effort is a popular and successful eight bar blues.  

Jerry Garcia c. 1963 (Photo and collection credit - Rick Melrose)

Robert Hunter c. 1963 (Photo and collection credit - Rick Melrose)

Handwritten tablature by 
Jerry for Brigid (Brigid 
Meier collection)



SIDE TWO
JERRY GARCIA & FRIENDS
Summer - Fall 1961

JOINING THE FOLK REVIVAL
 
One charming aspect of the folk revival was the do-it-yourself nature of some of the clubs. The Ash Grove in Los Angeles, Club 47 in Cam-
bridge, the Cabale in Berkeley, and the Bitter End in Greenwich Village were part of the entertainment business, but lots of lesser-known 
clubs popped up, presented music, and went their way. The Boar’s Head was a prime example. Conceived by Rodney Albin, a College 
of San Mateo (CSM) student and a “Gyro Gearloose” (an amusing and highly inventive Disney character) luthier and player, it was 
primarily a place for friends to come together. 
 
His friend and fellow CSM student George “the Beast” Howell worked in a metaphysical bookstore, the Carlos Book Stall, at 1107 San 
Carlos Avenue in the Peninsula town of San Carlos, and persuaded his boss, Carl Houtchens, to allow them to put on hootenannies in 
the loft above the store. On Friday and Saturday nights they upended an unused bookcase for a makeshift stage, but they had no PA 
system, so the performers would raise their voices to be heard. It was primitive—the stage lighting consisted of regular light bulbs masked 
by cut-up coffee cans—and small, seating no more than forty people. But it became Jerry’s and a widening circle of players’ first perfor-
mance home base. 

Rodney had approached Jerry at Garcia’s daily hangout, Kepler’s Bookstore in Menlo Park, and he’d brought his younger brother Peter 
(later the bass player for Big Brother and the Holding Company), and Peter’s buddy David Nelson, who would go on to play in many 
bands with Garcia, including the New Riders of the Purple Sage. Later, Nelson would remark, “If it wasn’t for the Boar’s Head, none of 
the rest of this would have happened. I credit Rodney for starting it all and giving us a place to play.”
 
There was one other significant new element in Garcia’s musical life by the time we get to this show from the Boar’s Head. Jerry’s fiendish 
devotion to the guitar made him desire a more challenging ensemble than “Bob and Jerry,” which had been largely his guitar along 
with his and Bob’s vocals. In June 1961, a friend of Jerry’s from the 7th grade, Marshall Leicester, returned to Jerry’s life. Marshall had 
just finished his sophomore year at Yale, where he’d been a significant member of the coolest collegiate folk scene in America, a circle 
descended from the New Lost City Ramblers (NLCR), whose founders Tom Paley and John Cohen had met each other there some years 
before. Marshall would widen Jerry’s musical horizons exponentially.
 
With Hunter on bass and occasionally mandolin, Marshall on banjo, and Jerry on guitar, they debuted at the Boar’s Head in July 1961. 
 
The demise of the original Boar’s Head is a particularly sad story. One of Jerry’s friends, a black man named David “X” McQueen, sang 
the blues and was a Boar’s Head regular. At some point, the San Carlos Police Department got a call from an affronted local citizen 
that “Negroes had been seen” at the store. Peter Albin recalled that “word got to the city council and they basically shut us down. We 
went and protested, but to no avail.”   

 

TALES OF THE TAPE

 
Rodney brought his reel-to-reel tape recorder and a microphone 
to capture the first sounds of their new venture at the Carlos Book 
Stall. We are fortunate that Dennis made cassette copies of these 
tapes during a research interview he conducted with Rodney in 
the early 1980s, because since Rodney’s death in 1984, the orig-
inal reels appear to be lost.
 
The surviving Boar’s Head recordings reveal several different in-
formal performances, with the musicians in various configurations. 
Presented here is a portion of a set from Jerry Garcia, Marshall 
Leicester, and Robert Hunter. Another segment features Rodney 
and Peter Albin performing folk songs along with recent high 
school graduate David Nelson in front of a raucous crowd.            

The third and final portion of this early Boar’s Head material fea-
tures a solo Jerry performance switching between six- and twelve-
string guitar, and we are pleased to offer the entire existing por-
tion of this tape. From the confident, charming banter preceding 
“Railroad Bill,” it appears that Jerry had performed at the Boar’s 
Head on several previous occasions. 
 
Tracing this particular piece of tape to its roots has to date proven 
to be impossible, and even though Rodney most likely recorded it, 
it was not on Dennis’s cassettes. It has circulated among collectors 
with curious claims of Burlingame as hosting the venue, but all ev-
idence seems to point to the Boar’s Head. We sourced this piece 
on cassette from collectors Paul Scotton and Joani Walker. For 
the rest, we thank Dick Latvala, David Lemieux, and the Grateful 
Dead vault for preserving McNally’s copy of these rough but his-
toric Boar’s Head recordings. 

ROSENBERG’S LISTENING NOTES
 
The two recordings excerpted on this side, both from the Boar’s Head coffeehouse and provisionally dated six months apart, are rather 
different in musical character. But both reveal an appreciative and knowledgeable audience, able to sing along, listen attentively, and 
respond warmly to things they liked.
 
The two tracks from the first tape take us into a small room. This set’s repertoire was a mixture of the fairly new and the pretty familiar. 
Before an audience filled with friends, Jerry and Marshall speak each introduction in the fashionable style of the era, adding wry irony to 
Seeger-esque didactic presentations of a set of old-timey and bluegrass tunes and songs. That’s clear from their mention of the New Lost 
City Ramblers—Mike Seeger, John Cohen, and Tom Paley—before they launch into one of the most popular tracks from their first album, 
“Brown’s Ferry Blues”—the only NLCR tune in this 8-song set.
 
The second set of recordings—songs 3 - 7 —differs considerably from the first. Except for “Down In The Willow Garden,” it’s neither old-
timey nor bluegrass, but mainstream folk revival repertoire of the early sixties. Three of the pieces come from the first album by Mike 
Seeger’s younger sister Peggy, an LP that established and defined the “girl folksinger” sound heard in the sixties from Joan Baez and 
other sixties folk stars.
 
Most of the tracks we hear feature Garcia’s solo vocals and guitar; many of these pieces were well-known—”chestnuts” as Garcia calls 
“Railroad Bill”—which every folknik played.

JERRY GARCIA, MARSHALL LEICESTER, 
AND ROBERT HUNTER 
July 1961
Boar’s Head Coffeehouse, Carlos Book Stall
San Carlos, California

Original Recordings by Rodney Albin
Provided by Dennis McNally and Dick Latvala

PERFORMERS: 
JERRY GARCIA guitar, vocals
ROBERT HUNTER mandolin
MARSHALL LEICESTER banjo, guitar, vocals 

1. BROWN’S FERRY BLUES [2:51]
Alton Delmore/Rabon Delmore) BMG Platinum Song o/b/o Vidor Publications, Inc. (BMI)
The Delmore Brothers’ 1933 hillbilly hit was covered by the New Lost City Ramblers. This is a vocal duet: Jerry adds 
the baritone harmony to Leicester’s lead. It’s a guitar duet too, with parallel lead lines an octave apart. Hunter’s man-
dolin can be heard in the background. 

2. JESSE JAMES [4:13]
(Traditional)
A very widely known folk ballad from the1880s. This was one of two songs that Mayne Smith, Scott Hambly, and 
Neil Rosenberg played in folk concerts during the summer of 1958 in the East Bay as an example of bluegrass. The 
following summer they formed the Bay Area’s first bluegrass band, the Redwood Canyon Ramblers. Here, Marshall, 
who’s frailing the banjo, sings a tenor part the first time through before the audience is invited to join in on this well-
known song, which they do with enthusiasm. In the background, Hunter can be heard again playing melodic fills on 
the mandolin. 

JERRY GARCIA AND UNKNOWN MUSICIAN
Summer or Fall 1961
Boar’s Head Coffeehouse, Carlos Book Stall
San Carlos, California

Original Recordings by Rodney Albin
Provided by Joani Walker and Paul Scotton

PERFORMERS:
JERRY GARCIA guitar, vocals
UNKNOWN MUSICIAN bass (tracks 4 and 5) 

3. DOWN IN THE WILLOW GARDEN [1:48]
(Traditional)
Well-known in Appalachia, this murder ballad—possibly of Irish origin—was recorded by Bill Monroe’s brother Charlie 
in 1947. Red Allen and the Osborne Brothers recorded it in 1957. 

4. LONG LONESOME ROAD [2:39]
(Traditional)
By 1955, when Peggy Seeger recorded it for Folkways on her first album Songs of Courting & Complaint, this piece—
drawn from folk tradition—had been heard on Broadway in the musical Show Boat and become popular with swing 
bands. Jerry’s version is based on Seeger’s, but he adds a couple of verses from another source, probably one of the 
swing records from the 1930s. He is playing a twelve-string guitar on this song and the next. Even though the twelve-
string was well-known as the instrument of choice for Lead Belly and Jesse Fuller, it was a relatively exotic instrument 
until 1962 when the Rooftop Singers’ “Walk Right In” popularized it and, in late 1962, Gibson started manufacturing 
twelve-strings. Before that, if you were a guitar picker and managed to find a twelve-string, it was a treat, something 
different. He seems energized by it, as he reveals before digging into “Railroad Bill.” 

5. RAILROAD BILL [3:17]
(Traditional)
Morris Slater (“Railroad Bill”) terrorized Florida and Alabama in the 1890s. African American folksingers made this 
song after his death in 1897, and by mid-century it was popular in southern white traditions. Virginian Hobart Smith’s 
singing and guitar picking on a Disc label 78 rpm record introduced it to the folk revival. This is the song that Rodney 
Albin remembered as the one Garcia was playing when Rodney first approached Jerry in Kepler’s with his brother 
Peter and David Nelson in tow. 

6. THE WAGONER’S LAD [3:00]
(Traditional)
This performance is a close copy of Peggy Seeger’s 1955 Folkways recording of the old Appalachian folk song, 
sometimes known as “My Horses Ain’t Hungry,” which had been recorded frequently in the twenties and thirties 
by hillbilly artists and folk song field collectors. Contrasting with his earlier instrumental virtuosity, Jerry here deliv-
ers the song in the manner of many older ballads on Library of Congress field recordings—a cappella.

7. KATIE CRUEL [3:40]
(Traditional)
Based on the Scottish folk song best known as “The Leaboy’s Lassie,” this song was documented in America from 
singers in New England and recorded in 1947 for the Library of Congress by Sam Hinton. It was included on 
Peggy Seeger’s first album, and is another folknik “chestnut.”

Jerry and Marshall Leicester 
in the Leicester family home 
December 1962 (Marshall 
Leicester collection)

Peter and Rodney Albin c. 1958 (Peter Albin collection)

The Albins’ Boar’s Head Coffeehouse in its original location above the 
Carlos Book Stall 1961 (Photo credit Rodney Albin,  Peter Albin collection)

Original sketches by Rodney Albin c. 1962 (Peter Albin collection)



SIDE THREE
SLEEPY HOLLOW HOG STOMPERS
Summer 1962

GARCIA TAKES THE OATH OF THE BANJO
 
Early in 1962, the Albins found a man named Marvin Bienstock, who liked folk music, played guitar, and was a 
director at the Peninsula Jewish Community Center in San Carlos at 1143 Cherry Street, just a few blocks from 
the bookstore. The Boar’s Head’s new quarters at the Center featured a real stage and a PA system, and they 
were happy with the move. They even began booking regionally successful performers like Jesse Fuller along 
with local acts, which included a version of the Hart Valley Drifters that David Nelson would recall seeing when 
he was still in the audience.   
 
As summer rolled in and students came home for vacation, Jerry brought multi-instrumentalist Marshall Leicester 
and a young man named Dick Arnold on fiddle to the JCC under the name Sleepy Hollow Hog Stompers, a 
tribute to one of the greatest band names of all time, Fisher Hendley and his Aristocratic Pigs, whose radio show 
was sponsored by Armour Ham. Their style even extended to snazzy red vests, which Marshall’s girlfriend Suzie 
had sewed for them.
 
The new summer brought another major change. Leicester returned from Yale with one suitcase and six instru-
ment cases, and before long, he was covering the guitar parts and Jerry had picked up the banjo, which for the 
next two-plus years would utterly entrance him. Later he’d speak of “that incredible clarity…the brilliance” of the 
banjo. He claimed Earl Scruggs as his master, and began the mesmerizing—at least to him—study by playing 
Scruggs at slow speeds, seeking the key to the vault of his playing.   
 
The banjo was the final step in his absolute commitment to music. The first had been encountering the guitar as 
a 15-year-old, but discipline was never his strongest suit, and his aspirations as a painter sometimes conflicted 
with music. Then in early 1961, very soon after arriving in Palo Alto, Garcia was involved in a car accident that 
killed his new friend, Paul Speegle, and literally blew Jerry out of his shoes and through the windshield. It gener-
ated a new seriousness in him; he called it the “slingshot” that whipped him into something resembling adult life. 
 
That was the second step; the banjo was the third, the vehicle for what became a slavish devotion. It would cost 
him his girlfriend, Brigid, but it would take him deep into the heart of the mystery that is playing music.

TALES OF THE TAPE

           
Rodney brought his reel-to-reel recorder to the new Boar’s Head and on June 
11, 1962, captured a rare opportunity to hear Garcia frailing on the banjo 
with his old-timey Hog Stompers trio. Although we weren’t able to include it 
all here, the recorder ran for two thirty-minute sets and gives us a well-rounded 
view of this act, as well as a song from Ken Frankel and a brief glimpse of a 
sixteen-year-old Ron McKernan playing harmonica and guitar with and with-
out David McQueen’s vocal. 
 
As with the earlier Boar’s Head recordings, Rodney’s master reel has not sur-
faced. But it turns out that Marshall made a copy from Rodney at some point. 
And in May 1983, having come to the Bay Area for some Grateful Dead 
shows at the Greek Theater in Berkeley, the New York-based veteran Dead 
audience taper Barry Glassberg made a tape-trading date with a buddy in 
the East Bay. Along with other goodies, this reel from Marshall was in Barry’s 
queue.

1. CANNONBALL BLUES [3:02]
(A.P. Carter) Peer International Corp.
Maybelle Carter learned this from Leslie Riddle, the African American singer who accompanied A.P. Carter on 
song collecting trips. The Carter Family recorded it twice. Jerry opens with the first of two vocal solos. This song 
features lead finger-picked guitar a la Mother Maybelle of the Carter Family. The NLCR and Bill Clifton had both 
recorded it recently—and both featured Mike Seeger’s guitar picking.

2. LITTLE BIRDIE [3:17]
(Traditional)
Among those who recorded this Southern banjo tune in the 1930s were Wade Mainer and Zeke Morris, and the 
Coon Creek Girls. It was one of the first songs Ralph Stanley recorded, and he performed it regularly for the rest 
of his life. This was one that almost everybody seemed to have in their repertoire in the early 1960s. Jorma Kau-
konen once told co-producer Brian Miksis that it was the only bluegrass song he did back when he was known as 
Jerry. Here Garcia sings it solo and plays an older style of banjo, frailing, recreating the Coon Creek Girls’ 1938 
recording.  

3. SALLY GOODIN [2:06]
(Traditional)
Many old-time fiddle tunes originated as military fife-and-drum marches; the Confederate army used “Sally Goo-
din” during the Civil War. Over two dozen country recordings of it were made before 1943, and it continues to 
be a favorite with fiddlers today. Here Marshall frails the banjo, and Jerry sings the verses.

4. HOLD THAT WOODPILE DOWN [3:32]
(Edward Harrigan/Tony Hart)
Premiered in Harrigan and Hart’s 1887 Broadway musical Pete as “Haul The Woodpile Down,” this song was 
revived on record by Uncle Dave Macon in 1927. The NLCR covered it on an early 1960s Folkways album. It 
was particularly popular in the old-time music scene because it was in Doc Watson’s repertoire. Here Jerry plays 
guitar.   

5. LEGEND OF THE JOHNSON BOYS [3:10]
(Traditional)
This Southern rewrite of an old Irish broadside ballad was a popular folk dance tune. The NLCR’s early 1960s 
Folkways version was covered by Flatt & Scruggs. The Stompers gave this song and the preceding one full trio 
harmonies on the choruses.  

6. SHADY GROVE [2:49]
(Traditional)
Another popular folk dance tune, “Shady Grove” was known under other titles—”Fly Around My Pretty Little Miss,” 
for example. Bill Monroe performed it frequently during the early 1960s. Here Marshall and Jerry on guitar and 
banjo respectively do an expert job of picking it.

7. SWEET SUNNY SOUTH [3:13]
(Traditional)
This pop song from the 1850s was popular with early hillbilly artists. It features Jerry and Marshall on two banjos, 
as does the NLCR recording (itself a cover of Charlie Poole’s 1929 recording) from which it was learned. This 
version is such a joy to reflect on if you’re familiar with the version that Jerry revived faithfully with David Grisman 
in the 1990s. David’s daughter Gillian showcased it beautifully in her film about their relationship, Grateful Dawg.

 
8. MAN OF CONSTANT SORROW [2:26]
(Traditional)
In 1913 Richard Burnett, a blind minstrel from Kentucky, published this under the title “Farewell Song” in his song-
book. His friend Emory Arthur recorded it in 1928 and again in 1931 under the present title. The Stanley Brothers 
popularized it in the 1950s. This version is a strong indicator that Jerry was no poseur in the revival. He lived and 
breathed this music and was very comfortable being musically naked to honestly reflect the a cappella version 
that he first heard from Roscoe Holcomb, who’d recently been recorded for Folkways by the NLCR’s John Cohen.

SLEEPY HOLLOW HOG STOMPERS
June 11, 1962
Boar’s Head Coffeehouse, Peninsula Jewish Community Center
San Carlos, California

Original Recordings by Rodney Albin
Provided by Barry Glassberg and Adam Egert

PERFORMERS:
JERRY GARCIA banjo, guitar, vocals
DICK ARNOLD fiddle, vocals
MARSHALL LEICESTER banjo, guitar, vocals 

ROSENBERG’S LISTENING NOTES

This June 1962 performance comes from the Boar’s Head, now in a different 
venue but with a similarly warm audience ambience. Jerry is very much at 
home on the mic. Almost all the eight numbers we hear in this compilation 
come, as do most of the eighteen numbers in the two sets recorded at this time, 
from the New Lost City Ramblers. The NLCR was the first popular folk revival 
group to feature the fiddle. Having Dick Arnold on fiddle here was a stylish 
new touch, one that enabled this band to cover the latest NLCR numbers very 
closely. Other growing musical skills on Jerry’s part are in evidence for the first 
time in this set. He plays the banjo in two different styles, and joins the other 
band members to create three-part harmonies.

Members of the Boar’s Head crowd performing at the 
Camp Meeker folk festival August 1963.  L-R, Joe Novak-
ovich, Mike Fisher, Lars Bourne, Cheri Brownton, George 
Metzger, Page Brownton, Peter Wernick, Eric Thompson, 
Rodney Albin, Jerry Garcia, unknown hidden, Peter Albin 
(Photo credit Carolyn Loomis, Peter Wernick collection)

Handmade promotional poster by Peter Albin for the Boar’s Head Coffeehouse at its second 
location in the Peninsula Jewish Community Center 1962 (Peter Albin collection)

Performing old-timey music in an unknown location c. 1962.  L-R: Mike Cosgrove, Dick Arnold, Worth 
Handley, Jerry, Brooks Otis, Eric Thompson  (Photographer unknown, Sara Katz collection)

Top of the Tangent events flyer 
August 1963 (Stu Goldstein 
collection)

Kepler’s Bookstore July 1962 (Dawn Kepler collection)



L-R: Ken Frankel, Jerry, Joe Edmiston, Jim Edmiston. (Photo and collection credit – Jim Hessler)

Thunder Mountain Tub Thumpers performing in Monterey County 
May 1962.  (Photo and collection credit – Jim Hessler)



THE HART VALLEY DRIFTERS IN THE STUDIO
 
As 1962 arrived and with the original Boar’s Head gone, Jerry invested more time looking for people that he and Hunter could play with. His 
listening had opened up to include bluegrass records, and he began studying the Country Gentlemen and the Stanley Brothers. One of his 
favorite hangouts was Lundberg’s Fretted Instruments in Berkeley, where he began to meet new players. 
 
One of those players was Ken Frankel, who connected there with Jerry over trading bluegrass tapes. One day Ken asked Jerry if his band 
could use another musician. Ken could play some fiddle, but was very good on banjo and mandolin. He became a staple in Jerry’s perform-
ing groups for the next year.
 
The Thunder Mountain Tub Thumpers was the first group to come out of this new friendship, and at times included others like Marshall Leicester 
or Brooks Otis. Most of the time, Hunter was on bass. He later recalled that he “had a great washtub with f-holes cut in it, painted white.” Jerry 
had also recruited Jim and Joe Edmiston, multi-instrumentalist brothers who also spent time at Lundberg’s. Some version of the Tub Thumpers 
opened the Stanford Folk Festival on Friday night May 11, 1962, and the next night they shared the bill with Guy Carawan, who was known 
for introducing “We Shall Overcome” to the Civil Rights Movement. A less glamorous gig later that month consisted of playing bluegrass on 
a flatbed truck in support of Hugh Bagley, who was a write-in candidate for sheriff of Monterey County.   
 
Having come from Los Angeles, Frankel was familiar with the Ash Grove, the major West Coast folk club. Jerry began going there to hear the 
likes of Clarence Ashley, Doc Watson, and Sonny Terry and Brownie McGhee. When he could scrape together enough gas money, he took 
road trips with Marshall, Brooks, and others to sit at the feet of these legends. He was also blown away by a young guitarist named Clarence 
White (later the lead guitarist for the Byrds), who played with the Country Boys, soon to be renamed the Kentucky Colonels. The Ash Grove 
was also the source for a lot of important tapes that these guys were getting their hands on. 
 
Trying to live above the musical poverty line, Garcia was teaching guitar and banjo at Dana Morgan Music in Palo Alto, where he met a 
young fingerpicker who had just moved to the area from the Midwest. His name was Norm Van Maastricht and he remembers that when he 
first shook Garcia’s hand that his “chopped middle finger kind of poked me in my palm and it kind of felt like he was passing me something.” 
Norm was just getting his bearings and was thrilled when Jerry was impressed enough with his guitar work that he offered to play with him. 
Norm also had access to a dobro, so with Jerry’s guidance, he began to learn how to play it.

By the fall, with Marshall once again back in New Haven and the Edmistons having moved on, Jerry had a new band in the Hart Valley 
Drifters. Jerry was settling in on the banjo. Rodney and Peter’s young friend David Nelson had become quite good on guitar, and took that 
seat. Norm played dobro, and Hunter held down the bass.
 
The Hart Valley Drifters performed at an art show opening at San Francisco State on the afternoon of November 10, 1962. It was David’s first 
paying gig, and he was nervous. “Garcia’s got my banjo. I’ve got his guitar,” Nelson recalled. As they stepped to the mic, “the banjo string 
gets caught inside the fingerpick and took it off—boi-oi-oing! Garcia starts doing expressions like Oliver Hardy and puts it back on indignantly. 
It was sensational.”
 
Later that same evening at the very first College of San Mateo Folk Festival, produced by the Albin brothers, Garcia performed three times: 
first as a solo folk banjoist, next in an old-timey duo with Nelson on guitar, and finally as part of the Hart Valley Drifters bluegrass quartet. 
Since a large part of the audience wanted to hear variations on the Kingston Trio, it was a bit much for them, but for Jerry and David, the day 
would mark the beginning of a serious musical journey together over the next 18 months.
 
Around that time, a friend of Jerry’s named Phil Lesh was an engineer at KPFA radio in Berkeley, working on a show created in 1956 by Barry 
Olivier (also the producer of the Berkeley Folk Festival since 1958) called The Midnight Special which featured mostly live folk revival music 
by locals. Each week, players would sit in chairs arranged in a circle around an Altec microphone. Lesh convinced the current host, Gert 
Chiarito, to give Garcia a chance and recorded a tape of him performing for her to check out. Jerry passed the test and appeared on KPFA 
several times, and he would soon debut on Stanford’s KZSU radio as well.
 
Although the CSM festival is the only documented live performance of the Hart Valley Drifters, we now know that shortly afterwards they went 
into KZSU to record material for student host Ted Claire’s radio show Folk Time. Although Ken Frankel didn’t play at CSM, he joined the group 
for this historic, if primitive, studio date. The group’s musicianship and three-part harmonies were becoming quite polished. Even though the 
Hart Valley Drifters didn’t last beyond the end of the year, the bluegrass ride they were on was about to get even more interesting. 

 

TALES OF THE TAPE

          
Tracking down recordings of the Tub Thumpers turned out to 
be the story of the one that got away. I’d learned from Ken 
Frankel that the Edmistons recorded some rehearsals and 
gigs, and the trail led me to Jim Hessler, who’d taken guitar 
lessons from Garcia and introduced him to the Edmistons in 
early 1962. “Sure,” Jim said, “I recorded them all the time. 
But I gave the tapes away to a guy who bought my record-
er.” Other recordings are still with Jim Edmiston’s family, but 
they remain uncirculated.

If that news wasn’t disappointing enough, no tapes of Jer-
ry’s appearances on The Midnight Special have ever been 
found. And although Rodney Albin did record the Drifters’ 
biggest show, the College of San Mateo Folk Festival in 
November, the recording is so distorted at times that we 
couldn’t include it here.
 
Luck changed when I located Ted Claire, who’d moved to 
Palo Alto from Chicago in 1960 to attend Stanford. He met 
the Albin brothers at one of the well-known parties at Suzie 
Wood’s house. Suzie was a central figure in the folk scene—
and her family’s large home was party central. Peter Albin 
fondly recalls her as quite a character who “could play great 
five-string banjo. Didn’t use picks. But she could be playing a 
banjo while smoking a cigarette, and then take the cigarette 
out of her mouth with her foot. She was very athletic.”
 
Ted began hosting KZSU’s Folk Time in the fall of 1962. 
Wanting to branch out from familiar recordings, he tried to 
find local musicians to feature on the show, and would soon 
record the Hart Valley Drifters in the station’s studio A. No 
one remembers much about the session, except that Ted was 
new to the Ampex 350s tape recorder that he used to make 
this single microphone mono recording and started running 
the machine late, which is why “Handsome Molly” is faded 
in here.
 
KZSU studio A still exists, but the station is in a different build-
ing on campus now. Somehow this tape was never copied 
and didn’t circulate among friends or collectors, and we are 
most fortunate that it survived the years in fantastic condi-
tion—a rare early gem in the Garcia collection.

 

ROSENBERG’S LISTENING NOTES
 
The Drifters begin this session with bluegrass tunes—Ken Frankel is playing the five-string banjo in the three-finger bluegrass style, doing three 
instrumentals—“Clinch Mountain Backstep” by Ralph Stanley, and two by Earl Scruggs.   
              
Garcia and Hunter sing duet harmonies in four of the Drifter’s six bluegrass songs and are joined by Nelson in a trio on two others. Three of 
these songs—“Handsome Molly,” “Standing in the Need of Prayer,” and “Roving Gambler”—come from recent Country Gentlemen Folkways 
albums. What’s most striking and different about this as a group of bluegrass performances is that Garcia takes lead guitar breaks on every 
track. In doing so he takes the place of mandolin, fiddle, and/or dobro, the instruments that would have been heard on the original recordings 
of these performances.
 
Lead guitar was relatively unusual in bluegrass at this time. From time to time banjoists Scruggs and Reno would play the guitar, generally for 
gospel numbers. In the early 1960s King Records talked the Stanley Brothers into using the lead guitar sound, but it was still unusual to hear, 
as we do here, both lead guitar and banjo in most bluegrass bands.
 
Jerry is the lead singer on the last tracks here on side five, all except the last of which have him playing his own banjo accompaniment. These 
pieces came mainly from the New Lost City Ramblers. Jerry’s banjo is a picking style much like that of Dock Boggs, who at this time could only 
be heard on one recording, the Harry Smith Anthology’s track of “Sugar Baby.”  

HART VALLEY DRIFTERS
Fall 1962
KZSU Radio Studio A, 
Stanford University 
Stanford, California

Original Recordings by Ted Claire

PERFORMERS:
JERRY GARCIA banjo, guitar, vocals
KEN FRANKEL banjo, fiddle, guitar
ROBERT HUNTER bass, vocals
NORM VAN MAASTRICHT dobro
DAVID NELSON guitar, vocals 

SIDE FOUR
1. BAND INTRODUCTIONS [1:12]
Although probably recorded as simple identification for radio listeners, Hunter leads the group in a lively introduction that 
reveals a quick and sharp sense of humor. Ken Frankel recalled that his comment about his own singing was intended as a joke, 
since he doesn’t. 

2. ROVING GAMBLER [3:46]
(Traditional)
Widely known in folk song traditions and often recorded by early country artists, “Roving Gambler” was on the Country Gentle-
men’s first Folkways album.

3. GROUND SPEED [1:29]
(Earl Scruggs) Peer International Corp. (BMI)
Earl Scruggs composed and recorded this with Lester Flatt and the Foggy Mountain Boys in 1959.

4. PIG IN A PEN [2:15]
(Fiddlin’ Arthur Smith [traditional] arr. by J. Garcia) Universal Music Corp. o/b/o Ice Nine Publishing Company (ASCAP)
Fiddlin’ Arthur Smith’s 1937 version of an older folk song often titled “Hard To Love” or “Little Turtle Dove” was widely emulated 
by bluegrass musicians. 

5. STANDING IN THE NEED OF PRAYER [2:09]
(Traditional)
This early twentieth century gospel favorite was included on the Country Gentlemen’s second Folkways album.

6. FLINT HILL SPECIAL [2:00]
(Earl Scruggs) PeerMusic III Ltd. o/b/o Scruggs Music Inc. (BMI)
Earl Scruggs composed and recorded this with Lester Flatt and the Foggy Mountain Boys in 1952. Neil recalled: “When I sud-
denly became the Redwood Canyon Ramblers’ banjo picker in the summer of 1959, I borrowed a Gibson Mastertone banjo 
with Scruggs pegs and we began featuring “Flint Hill” in our shows. The different sound heard in this tune is that of the Scruggs 
tuners, which Ken Frankel here introduces. In Earl Scruggs and the 5-String Banjo, Earl explains his invention: “My brother, Hor-
ace, and I used to sit around home working with ideas. One idea was to attempt to re-tune the banjo while playing a melody. 
I would re-tune my banjo, perhaps from a G into an open D.” In 1951 he composed and recorded “Earl’s Breakdown,” an 
instrumental that included a section in which he tuned the second string down and back, producing a distinctive slurred sound. 
“I began receiving requests for this number on almost all of our performances,” he recalled. To alleviate the challenge of re-tun-
ing accurately so frequently, he drilled a hole in the peghead between the first and second string and installed a tuning peg 
with a cam that pushed the second string in and out. At the same time, he installed a similar peg between the third and fourth 
string pegs enabling him to retune the third string. He used this in 1952 along with the first peg when he recorded his “Flint Hill 
Special,” another instrumental that featured the slurred sound of strings plucked while being re-tuned.

7. NINE POUND HAMMER [2:42]
(Traditional)
This Southern miner’s song was on one side of Bill Monroe’s first recording, made in 1936 with his brother Charlie. 
Smiley Hobbs’s version on Mike Seeger’s 1959 Folkways anthology introduced it to folk revival bluegrass pickers. 

8. HANDSOME MOLLY [2:19]
(G.B. Grayson/Henry Whitter) Peer International Corp. (BMI)
This folk song was popularized on record first by the North Carolina duo of Grayson and Whitter. The Stanley Brothers 
recorded it later, and it was on the Country Gentlemen’s second Folkways album.  

9. CLINCH MOUNTAIN BACKSTEP [1:18]
(Ralph Stanley/Ruby Rakes) Fort Knox Music, Inc./Trio Music Company, Inc. (BMI)
Ralph Stanley based this tune on the old-time fiddle tune “Lost John.” He and brother Carter recorded it in 1958 for 
their first King album. Here, Ken Frankel duplicates and then embroiders Ralph Stanley’s banjo breaks.

SIDE FIVE 
1. THINK OF WHAT YOU’VE DONE [2:41]
(Carter Stanley) Fort Knox Music, Inc./Trio Music Company, Inc. (BMI)
Carter Stanley composed this song and recorded it with brother Ralph in 1958 for their first King album.

2. CRIPPLE CREEK [1:24]
(Traditional)
This is a very widely-known traditional Appalachian fiddle tune, here played as a banjo piece.

3. ALL THE GOOD TIMES HAVE PAST AND GONE [3:07]
(Traditional)
The Monroe Brothers recorded this old-time song in 1937, and it became a favorite in bluegrass repertoires during the 
late fifties through recordings by Jimmy Martin and Earl Taylor. This was in the repertoire of the Redwood Canyon Ram-
blers in 1963. For the Drifters, Frankel uses the Scruggs tuners again, getting as close to Earl Taylor’s Stoney Mountain 
Boys version as he can even though he doesn’t have the extra tuning peg that Walter Hensley had when he recorded 
the tune with Taylor. For the chorus on this one the boys put together a trio, with Nelson adding the lower third part. 

4. BILLY GRIMES, THE ROVER [2:42]
(Traditional)
First published in the 1850s, this song was recorded in 1927 by the Shelor Family; the NLCR covered it on one of their 
early 1960s Folkways albums.

5. PADDY ON THE TURNPIKE 
(BOYS, MY MONEY’S ALL GONE) [1:38]
(Traditional)
This version of the traditional fiddle tune “Paddy On The Turnpike” came from the NLCR’s second Folkways album.  

6. RUN MOUNTAIN [4:11]
(J.E. Mainer) Fort Knox Music, Inc./Trio Music Company, Inc. (BMI)
North Carolina hillbilly singer and fiddler J.E. Mainer composed and recorded this for King in the late 1940s; the 
NLCR covered it in the early 1960s on Folkways. Here, Jerry moves smoothly from this finger-picking style to frailing 
and back—a demonstration of his growing comfort with the instrument.

7. SUGAR BABY [3:52]
(Moran Dock Boggs) Boot House of Tunes (BMI)
Dock Boggs’s 1927 version of this song was covered by a number of folk and bluegrass artists by mid-century. This 
arrangement seems to come directly from the Folkways 1961 Old Time Music at Clarence Ashley’s LP where the song 
is listed as “Honey Babe Blues.” As with other songs that Jerry did, this one seems to be a hybrid using Dock Boggs’s 
version as well. 

8. SITTING ON TOP OF THE WORLD [3:37]
(Walter Jacobs Vinson/Lonnie Carter) MPL Music Publishing Inc. o/b/o Edwin H. Morris & Company (BMI)
Composed by Mississippi Sheiks Lonnie Chatman and Walter Vinson. Their 1930 recording of it inspired many western 
swing and country covers. Jerry sings the tune while Ken Frankel accompanies him on a guitar tuned to an open D 
chord, a tuning often used with bottleneck or knife-style slide guitar. Ken had learned this arrangement from Doc Wat-
son, whom he’d recently seen at the Ash Grove, a popular LA folk club. Watson was then playing in the band of newly 
rediscovered East Tennessee singer and banjoist Clarence “Tom” Ashley, celebrated because of his one reissue track 
on Smith’s Anthology of American Folk Music. But in his 1961-62 appearances, it was Ashley’s previously unknown 
blind guitar-picking sideman Doc Watson who wowed the young folk audiences. 

SIDES FOUR

& FIVE
HART VALLEY DRIFTERS
Fall 1962

The Hart Valley Drifters perform on the CSM Folk 
Festival stage November 10, 1962.  L-R, David 
Nelson, Jerry, Robert Hunter, Norm Van Maastricht 
(Photo credit Rodney Albin, Sara Katz Collection)

Jerry and Robert Hunter at KZSU recording session. Late 1962. (Photo and collection credit – Jerald Melrose) Dana Morgan’s Music Store c. 1984 (Photo and collection credit – Mike Kirschner)



COUNTRY BEBOP:  
THE WILDWOOD BOYS PLAY BLUEGRASS
 
The Hog Stompers, heavily influenced by Marshall Leicester and his six instruments, had 
largely played old-time music. But Marshall’s adept guitar had put a new instrument in 
Garcia’s hands, which led him inevitably into the highest realms of the Church of the Banjo, 
namely bluegrass, and that’s what the Wildwood Boys played. 
 
Nelson had become a very good guitar player and Garcia was picking away on his banjo. 
When needed, they could cajole Norm, really a guitar player, onto the bass. What they 
needed for a proper bluegrass lineup was a mandolin player, and Garcia looked around 
and saw Hunter. As Nelson recalled it, “I remember the moment at the Chateau (a boarding 
house where Garcia and Hunter then lived) where Garcia goes, ‘Bob—‘ and Bob goes, ‘I 
don’t play mandolin. I like mandolin.’ Hunter would always counter with logical arguments. 
Garcia was always trying to talk him into something. I remember that moment…”
 
Bluegrass was an interesting and exciting evolution of Southern string band music, created 
by specific people at a specific time, and they were serious professionals. After successfully 
touring with his brother Charlie for years, Bill Monroe went out on his own in 1938 with the 
Blue Grass Boys, and over the next few years, this band created a new music. 
 
The relationship of bluegrass to country was something like that of bop to traditional jazz—
an accelerated, more modern version of an older form. Like jazz, it drew from multiple 
sources. Bluegrass took from old string bands, black and white gospel music, and the blues, 
and reached a peak when Earl Scruggs joined the band in 1945 on banjo. Bluegrass was 
gaining popularity by this time, to the point that there were complaints about the way it 
had seemingly taken over the 1963 Monterey Folk Festival, with Bill Monroe (Bill Keith on 
banjo) headlining. In fact, the Wildwood Boys won the amateur band contest. (The festival 
also included a New York folkie by the name of Bob Dylan). 
 
San Francisco was not bluegrass territory. In fact, our commentator Dr. Neil Rosenberg is 
one of the people who brought it to the Bay Area’s attention in 1959 as a founding member 
of the region’s first bluegrass band, the Redwood Canyon Ramblers.

SIDE SIX
WILDWOOD BOYS
Winter 1963

TALES OF THE TAPE

 
In an early example of cross-platform promotion, the Tangent’s 
owners—more on them later—deemed it mutually beneficial for Ted 
Claire to bring the portable Ampex 601 reel-to-reel recorder from 
KZSU to make tapes of Tangent performers and play them on his 
new Tuesday night show, Flinthill Special. Ted would have fresh ma-
terial to play on his show and the Tangent would have free publici-
ty—everybody won.
 
The Wildwood Boys shared $30 total for playing on February 22 
and 23, 1963. On this surviving tape, we hear Robert Hunter’s 
extended band introduction including that of David Nelson “who 
wants more than anything in the world to be a real boy,” mimicking 
the popular Big Jon and Sparkie radio program of the 1950s. Bal-
ladeer Dave Spence was the headlining act and records show that 
a whopping $5 was paid to a Mr. Ron McKernan, who must have 
been a last-minute replacement for Ken Armstrong, who’d been pro-
moted in newspaper ads. Ron’s songs were recorded, but only two 
survived and have circulated for years.  
 
Many Dead Heads, including myself, first became familiar with the 
Wildwood Boys tape when a doctor friend of Tangent co-owner 
Stu Goldstein named Richard Raffel appeared on San Francisco 
KFOG’s The Deadhead Hour in 1984. He had borrowed the tape 
from Stu, who wound up with the master, and played it on the air. 
Not surprisingly, the Dead tapers had their machines rolling on the 
broadcast, and those tapes soon began to circulate.
 
Miraculously, Stu still holds ownership of this ¼” master tape today, 
and we’re pleased to present an entire set that was recorded on 
February 23. The forensics of the tape reveal that the Wildwood 
Boys and the headlining performer Dave Spence were originally 
recorded full track, but subsequently other Tangent performances 
were dubbed onto portions of the tape. However, these new re-
cordings were done on a ¼ track head, so the performance of the 
Wildwood Boys was still preserved.

ROSENBERG’S LISTENING NOTES
 
With the exception of Norman’s guitar solo on “Saturday Night Shuffle,” one of pioneer 
fingerpicker Merle Travis’s hits, this is a set of performances by a full-blown bluegrass band.  
 
Nelson holds down the guitar and Hunter is mostly a rhythm mandolin player. Garcia’s 
banjo playing does not yet show the impact of Bill Keith, for at this time Keith had not begun 
playing with Bill Monroe and was known only to banjo pickers on the East Coast and a few 
intrepid bluegrass tape traders.  
 
The set’s repertoire shows a deepening of bluegrass sources, bringing out older material 
like Bill Monroe’s signature piece, “Mule Skinner Blues,” while also venturing into compo-
sition. “Jerry’s Breakdown” seems a favorite title; it uses a bluegrass banjo tune name tem-
plate that Garcia used again later with another banjo tune he wrote for Old & In The Way. 

Club listings from the 
San Francisco Chronicle 
February 23, 1963 
(Stu Goldstein Collection)

The Wildwood Boys perform during the amateur 
band competition at the Monterey Folk Festival May 
1963.  L-R, Ken Frankel, Jerry, Robert Hunter, David 
Nelson (Photo credit - Sherri Nelson)



 n 1962, Dave Schoenstadt and I were residents at Stanford University Medical Center 
in Palo Alto on the San Francisco Peninsula. One day we met Dave’s wife Julie near the 
campus at a deli called the Tangent, run by Max and Bertha Feldman. To the left of the 
counter was a stairway, and we asked Max what was up there. “An unused room. You’re 

welcome to take a look.” We loved folk music, and when we saw that room, we wondered if we 
could make a club happen there.
 
As a kid, I’d sung songs like “Bill Grogan’s Goat” and “Church in the Wildwood” on family road 
trips and around YMCA summer campfires. In 1961, when I was living in Orange County, I attended 
a folk music gathering at Idyllwild in the San Jacinto Mountains; it was my epiphany. The upstairs 
room at the Tangent provided Dave, Julie, and me with a chance to be cultural chameleons, reflect-
ing the colors and energies of the time and place.

Once we decided to open a club—we called it the Top of the Tangent—the next step was to find 
musicians, so we put up posters announcing Wednesday night auditions. Among those who came in 
were the Wildwood Boys—Jerry Garcia, Robert Hunter, David Nelson, and Norm Van Maastricht. 
Jerry became a Tangent regular, playing with the Wildwood Boys, with Ron “Pigpen” McKernan, 
and as a duet with his wife Sara. Other Tangent regulars included Rodney and Peter Albin, Michael 
Cooney, and the Westport Singers with Herb Pedersen and Butch Waller. The farthest table was 
maybe twenty feet from the stage. There was a feeling of community and it was all about affection 
for the music.
 
I saw Jerry often in those days. I remember when he and Mi-
chael Cooney dueled in the ’63 Monterey Folk Festival banjo 
competition. It took several playoff rounds for the judges to de-
clare Cooney the winner. I had a banjo that I built from a kit and 
I took a few lessons from Jerry. It didn’t take him long to figure 
out that both me and my banjo were hopeless.
 
Rodney Albin introduced me to Ted Claire, who I invited to re-
cord some of the Tangent’s performers. He borrowed the sta-
tion’s Ampex reel-to-reel tape recorder and set it up in our green 
room. In June ’63 when I was drafted into the Army and sent to 
Korea, I left the Tangent in the care of Ron Zaplawa who had 
been the stage manager. Some of those tapes went with me, 
and the music, along with letters from Sara and Cooney, and 
the Zaplawa zeitgeist, helped sustain me during my deployment. 
Fifty-four years later, I still have those tapes.
 
A year or so after I got back from Korea, Jerry, Sara and little 
Heather visited Annie and me at our place in San Benancio Can-
yon. We had a big dog named Jelly Roll who had a deep hound 
voice. I remember Garcia standing on our deck declaring, “that 
dog fills the whole canyon with brown sound.” There are people 
who hear colors in sound—I still wonder if Jerry was synesthetic.
 
Annie and I saw Garcia several times afterward at his place in Marin. He was intensely studying 
Django Reinhardt records. We seldom saw Jerry without a musical instrument in his hands. He 
carried an instrument the way a high school quarterback carries a football around—embracing it, 
making it part of him.
  

~ Stu Goldstein

I
ZAPLAWA!—SIX MONTHS THAT HAVE LASTED A LIFETIME

THE WILDWOOD BOYS
February 23, 1963
Top of the Tangent
Palo Alto, California
  
Original Recordings by Ted Claire
Provided by Stu Goldstein

PERFORMERS:
JERRY GARCIA banjo, guitar, vocals
ROBERT HUNTER mandolin, vocals
DAVID NELSON guitar, vocals
NORM VAN MAASTRICHT bass, guitar, vocals
  
1. ROLL IN MY SWEET BABY’S ARMS [3:25]
(Buster Carter/Preston Young)
Flatt and Scruggs’s 1949 recording of this song, composed and recorded by Carter and Young in 1931 
and covered by the Monroe Brothers in 1936, is a much-emulated bluegrass standard.

2. JERRY’S BREAKDOWN [2:08]
(Jerry Garcia) Universal Music Corp. o/b/o Ice Nine Publishing Company (ASCAP)
This is the only known Jerry Garcia instrumental composition from this era, and even though he and Hunter 
were focused on performing folk music with authenticity and not in writing new material, Hunter shared that 
“We even wrote a song together, ‘Black Cat.’ It never occurred to us to write any more, the idea of being 
songwriters wasn’t current, it wasn’t happening. In terms of serious music, it was Dylan who gave us the 
idea of writing songs.”

Tell you a story about my old man’s cat
A cat whose hide was uncommonly black
Fame and fortune and good luck hath
The man who would cross the black cat’s path
 
My old man’s cat went out one night
The moon and stars were shining bright
Crossed the path upon his way
Of the man who’s president today

3. STANDING IN THE NEED OF PRAYER [2:39]
(Traditional)
This early twentieth-century gospel favorite was included on the Country Gentlemen’s second Folkways 
album, the Wildwood Boys’ source for the song. Interestingly, the Country Gentlemen’s version did not 
include a guitar break—Jerry was already beginning to add his own touches to bluegrass covers. His guitar 
is in the style of Earl Scruggs.

4. MULE SKINNER BLUES [3:23]
(Jimmie Rodgers/George Vaughn) Peer International Corp. (ASCAP)
In 1930, “Father of Country Music” Jimmie Rodgers recorded his composition “Blue Yodel #8 (Mule 
Skinner Blues).” Bill Monroe’s cover recordings of Rodgers’s solo in 1940 and 1950 reshaped it into a 
bluegrass showpiece. He performed it at every show. Here, Hunter’s mandolin combines with his high tenor 
vocal.

5. SATURDAY NIGHT SHUFFLE [2:05]
(Merle Travis) Unichappell Music Inc. (BMI)
Recorded by Travis in 1955, this is a classic hill country guitar tune. Norm does this instrumental solo, 
introduced by Hunter’s joke that he wouldn’t play bass if he didn’t get to play the song. 

 

6. PIKE COUNTY BREAKDOWN [1:44]
(Rupert Jones) BMG Platinum Songs o/b/o Bill Monroe Music, Inc. (BMI)
Bill Monroe composed this tune and played it with Lester Flatt and Earl Scruggs when they worked for him 
in the late 1940s. He recorded it only after Flatt & Scruggs’s 1949 recording of it was released. This tune 
was a regular in the repertoire of the Redwood Canyon Ramblers—Scott emulated Bill Monroe, Neil went 
after Scruggs. Here, Robert Hunter takes his only lead on a mandolin break.  

7. THE LITTLE SPARROW [3:25]
(Traditional)
Often titled “Come All Ye Fair and Tender Ladies,” this well-known Southern mountain lyric of the lovelorn 
was on the Country Gentlemen’s first Folkways album in 1960. Though Jerry mostly focused on speed in 
this set, his take on Eddie Adcock’s slow chordal style here is spot on. 

8. WE SHALL NOT BE MOVED [2:41]
(Traditional)
Based on an earlier gospel hymn, this song originated with the West Virginia Miner’s Union Singers in 
1931. Popularized by Pete Seeger with the Almanac Singers, who included it on their 1955 Folkways 
album Talking Union, it was widely sung in the folk revival.  
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David Nelson c. 1963 
(Photo and collection 
credit – Rick Melrose)

Norm Van Maastricht in Jerry’s teaching studio at Dana Morgan’s 
c. 1963. (Photographer unknown, Sara Katz collection)

Program for the San Francisco State Folk Festival May 1963 (Peter Albin collection)



A MUSICAL MARRIAGE:  
JERRY AND SARA AT THE TANGENT
 
Stanford resident doctors Stu Goldstein and Dave Schoenstadt remarkably found themselves with time on their 
hands, and decided to start a folk club they called The Top of the Tangent (more commonly just the Tangent) 
in a loft above the Feldman family’s deli at 117 University Avenue. It was a perfect addition to Jerry’s life, and 
a superb example of great timing. Just a couple of months before it opened in January 1963, Palo Altan Joan 
Baez had been on the cover of Time; in April 1963, ABC would begin broadcasting their folk music show 
Hootenanny. 
 
And just down the road in San Jose, a small group that included folk musicians Paul Kantner (later Jefferson 
Airplane) and David Freiberg (Quicksilver Messenger Service) and future Merry Prankster Paul Foster were 
running a folk club called the Offstage. Things were looking up. 
 
From the beginning, the Tangent was Jerry’s musical home, what he called “a little community…a sweet scene.” 
Starting with the Wildwood Boys in February on Side Six, the music in this collection was all performed there.
 
There was another new presence in Jerry’s life. Right around the time of the Wildwood Boys show, a lovely 
young Stanford coed named Sara Ruppenthal was working at the coffee bar at Kepler’s Bookstore. As she 
recalled it, “I’d been into folk music, of course, for a number of years, and especially Joan [Baez]’s music be-
cause I kind of idolized her. We all did. But these guys were playing old-timey music and bluegrass, and that 
was my first experience really of those genres. And they 
were just such fun. I remember the tall, dark one with the 
goatee came over. I was making coffee at the little coffee 
bar. He came over and started flirting with me, and I gave 
him half of my tangerine, and we looked longingly into 
each other’s eyes, and that was kind of it. That was Jerry. 
And he was playing that night with David Nelson and Bob 
Hunter. And they were just, ahh, they were hilarious. They 
were just sweet and cute and adorable and funny. And 
I kind of just gave my heart to Jerry, right there, with the 
tangerine.” Late in April, they married, with the Wildwood 
Boys picking away after the ceremony.
 
Soon after the wedding, they pooled their gifts and head-
ed to Lundberg’s to invest in Jerry’s first professional banjo. 
Named “John” because the previous owner’s name was 
inlaid in pearl on the peghead, it was an ornate 1930s-era 
Weymann. No longer would Jerry need to borrow David 
Nelson’s Paramount or use his first banjo, for which he’d paid $15 when he answered an ad in the Palo Alto 
Times. As fate had it, the seller had a son in high school, an aspiring rock drummer by the name of Bill Kreutz-
mann.  
 
Sara had a lovely voice and a deep love for the music Garcia was playing, and it seems almost inevitable that 
they would perform together. They were regulars in the Wednesday night hoots, but this weekend (May 4 & 5, 
1963) seems to be their only two formal duo gigs, although they also did some four-part a cappella shows with 
Marshall Leicester and Suzie Wood at the Tangent and in San Francisco coffee houses. Since Sara was not a 
proficient guitarist, Jerry’s eternal drive, as Sara put it, “to find and master the most challenging music” led him 
away from this duo as a major musical concern.

SIDE SEVEN
JERRY & SARA
Spring 1963

ROSENBERG’S LISTENING NOTES
 
Jerry is an adept multi-instrumentalist here, following in the footsteps of the NLCR’s Mike Seeger. He plays two songs each 
on mandolin, guitar, and banjo (he also played fiddle and autoharp on this set); and sings five of the six lead vocals. In fact, 
with the exception of “Long Black Veil,” everything included on this side almost certainly came from the NLCR.  

TALES OF THE TAPE

 
For their only Tangent booking, Jerry and Sara earned $25 sharing the 
bill with new local favorite Michael Cooney, whose folk banjo style ex-
cellently reflected Pete Seeger’s approach. Cooney would return to the 
Tangent to play weekly that summer for his growing audience, and Jerry 
would also return with Marshall and Dick in the Hog Stompers trio.
 
The KZSU tape recorder was present on May 4, but this time operated 
by Tangent co-owner Dave Schoenstadt—Ted Claire had left for overseas 
study in March and had been grooming Dave to take over his Stanford 
radio show and recording ritual. That tape containing one complete set 
(they played three sets each night) eventually made it into Stu Goldstein’s 
hands and stayed there.
  
This master tape shares the same history of being broadcast in 1984 on 
KFOG along with the Wildwood Boys, and it survived the years in won-
derful condition. We now know that the first verse of “Deep Elem Blues” is 
lopped off on the master tape, just as Dead Heads had heard on lousy cir-
culating cassettes for decades. But what a joy to finally scrape away the 
layers of sonic crud and listen as though you’re sitting in that small room 
above University Avenue only a few feet away from these newlyweds.

Jerry and Sara’s wed-
ding April 25, 1963 
(Photo credit – Hank 
Kranzler, Sara Katz 
collection)

Accounting ledger for the 
Top of the Tangent 1963 
(Stu Goldstein collection)

Advertisement from The Stanford 
Daily May 3, 1963



inging choral music and campfire songs — this was my musical start. Then the Kingston Trio came along when 
I was in high school, and their music took me to the Weavers, Pete Seeger, and Joan Baez, and studying Sing 
Out! magazine.  When I first met Jerry, Hunter, and Nelson early in 1963 they were playing old-time and 
bluegrass music, and I was enchanted: it was like opening the door to full-color Oz, going to the source of 
traditional folk music.  They assumed that because I knew Joan Baez I must be able to sing, and they talked 

me into performing with Jerry at the Tangent.  I could strum the six chords necessary to get by in the songs, but never 
did really play the guitar.  But I was good at studying, so that’s what I did. 
      
When I brought Jer’s treasured records home to learn from Doc Watson, Jean Ritchie, the Carter Family, Clarence 
Ashley, the New Lost City Ramblers, Mike Seeger, and Harry Smith’s Folkways collection of American ballads, my 
mother was horrified, because she recognized some of these sounds from her childhood.  Growing up in Ohio and 
West Virginia, she’d heard the twangy, plaintive ballads associated with people she called “Hoopies,” a derogatory 
regional term like “Hillbilly” that her poor Finnish immigrant com-
munity used to label the even poorer, “backwards” folks of the 
hills and mountains.
 
I was caught up with idealized notions of a pure “down-home” 
folk who lovingly tended the ballads they’d brought over from 
England.  My mother was appalled at this new passion of mine— 
how could I stomach the violence and cruelty to women in some 
of these songs?  Murdered brides, faithless lovers, home wreck-
ers, submissive sweethearts, the pitfalls of marriage—why would 
an independent young woman like me want to learn such songs? 
She felt threatened by my passion for this music, and the musician 
I ended up marrying.  I was thrilled to think that I had this wispy 
auditory connection, through my mother, to actual people of the 
hills.       
 
When Jerry and I got up on stage to play traditional music, we 
did joyfully glorify those old ways.  The fifties were barely over 
and although we rejected the repressive social values of the time, 
we were living this contradiction without knowing it.  We felt free 
to laugh off the sexism in mountain music as we sifted through 
the tracks looking for good songs, for something pretty, or most 
importantly, something challenging musically for Jerry to play.  

~ Sara Ruppenthal Katz

S

FALLING FOR OLD-TIME MUSIC 
(AND THE GUY WHO PLAYED IT)

JERRY AND SARA
May 4, 1963
Top of the Tangent
Palo Alto, California

Original Recordings by Dave Schoenstadt
Provided by Stu Goldstein

PERFORMERS:
JERRY GARCIA banjo, guitar, mandolin, vocals
SARA GARCIA guitar, vocals 

1. DEEP ELEM BLUES [3:17]
(Joe Shelton/Robert Shelton) BMG Platinum Songs o/b/o Trio Music Co./Fort Knox Music, Inc (NA/BMI)
In 1935 the Shelton Brothers (Bob & Joe) composed and recorded this song about the Dallas, 
Texas, entertainment neighborhood known as Deep Ellum. Their song was a hit, covered by Les 
Paul (recording in 1936 as “Rhubarb Red”) and many others since then. Here Jerry plays his new 
Gibson F-12 mandolin, which he’d just gotten at a bargain rate from Dana Morgan’s, where he 
worked. He probably hadn’t had it long, as the licks are pretty basic. It’s a prime example of a 
song that remained in Jerry’s songbook for the rest of his life from the moment he first heard it. It 
was beautifully crafted to fit into the Grateful Dead’s repertoire and a perfect fit into his duo with 
John Kahn and other side projects. Lyrically, it fits seamlessly alongside the bulk of the Hunter/Gar-
cia Americana blues body of work.

2. WILL THE WEAVER [3:14]
(Traditional)
Originating in the British Isles in the 1700s, this song was popularized on country records by Char-
lie Parker and Mack Woolbright in 1927; the NLCR did a cover for Folkways in the early 1960s.

3. I TRULY UNDERSTAND [3:20]
(Traditional)
George “Shortbuckle” Roark recorded this traditional song with his family for Victor in 1928. The NLCR covered it on their 
first Folkways album. Jerry frails the banjo here. Sara recalls that “I felt like when we got married, we sang all these songs 
that were about unrequited love.” This sure fits that bill and is the only tune on this set to feature Sara’s sweet vocal.

4. LONG BLACK VEIL [4:28]
(Danny Dill/Marijohn Wilkin) Universal - Songs of Polygram International Inc. (BMI)
Written in Nashville, this was a country hit for Lefty Frizzell in 1959. It was covered by the Country Gentlemen on their 
first Folkways album. Jerry has multiple sources here for this performance. His introduction makes clear that he knew the 
original, and his singing echoes Lefty’s at points. The guitar playing reflects a bluegrass connection, since Jerry certainly 
was familiar with pretty much everything the Country Gentlemen put out. Soon after their version, the Kingston Trio, Joan 
Baez, and many others followed suit. It was an audience favorite by 1963, which is why it came as a request here. Jerry’s 
often-discussed appearance on KPFA’s Midnight Special was named for this song, which was undoubtedly performed there 
in this same troubadour style.

 

5. THE MAN WHO WROTE HOME SWEET HOME NEVER 
WAS A MARRIED MAN [3:38]
(Traditional)
This is another one of Charlie Parker and Mack Woolbright’s 1927 recordings that the NLCR covered for Folkways in the 
early 1960s. Jerry’s banjo break draws from Earl Scruggs’s 1960 recording of “Home Sweet Home,” which Scruggs had 
learned as a child after seeing Woolbright perform.

6. FOGGY MOUNTAIN TOP [3:13]
(A.P. Carter) Peer International Corp.
The Carter Family introduced this song in their 1929 recording, which the Monroe Brothers covered in 1936. Flatt & 
Scruggs used it as a theme song. It was covered by many later groups, including the NLCR. Jerry’s furious mandolin licks 
here are mostly early Bill Monroe stylings.

Jerry and Sara perform at the 
Top of the Tangent May 1963 

(Photo credit – Joe Novakovich, 
Sara Katz collection)

The Wildwood Boys jam at Jerry and Sara’s wedding recep-
tion April 25, 1963 L-R: Robert Hunter, David Nelson, Jerry 
(Photo credit – Hank Kranzler, Sara Katz collection)



SIDE EIGHT
BLACK MOUNTAIN BOYS
Fall 1963 - Winter1964

JERRY’S BEST BLUEGRASS BAND:  
THE BLACK MOUNTAIN BOYS
 
By the fall of 1963, Jerry was a seriously absorbed banjo player. At some point in August, he had re-met a gifted local guitarist 
named Eric Thompson who’d been attending UC Berkeley. David Nelson had become a very good and getting-better-fast mandolin 
player. The musical potential of the band had increased exponentially, except there seemed no role for Hunter. As he later put it, he 
was “dropped due to the evolving high professional caliber of the musicianship. I did it for fun, was essentially a writer, and didn’t 
put in the practice time to compete, whereas the others lived and breathed bluegrass. Fair enough. But while it was still loose and 
fun, I had the time of my life.” 
 
Aside from being an increasingly good banjo player, something had happened in 1963 that very much changed what bluegrass 
could mean to Jerry. William Bradford Keith—“There’s only one Bill in my band,” said Bill Monroe, so Keith became known as “Brad” 
inside Monroe’s band—had become a Blue Grass Boy. Bill was a New Englander and a graduate of Amherst College, the first mid-
dle-class outside-the-culture convert to this Southern-based music to ascend to the highest level of bluegrass, namely employment with 
Bill Monroe. And that meant that someone like Jerry Garcia could perhaps play at the very highest level of the music too. One of the 
many tapes that Eric Thompson shared with Jerry at this time was one of Bill Keith with Jim Rooney, made shortly before Bill joined 
Monroe; Keith’s melodic style would have an enormous impact on Jerry’s playing. 

As a result, the band that would become the first edition of the Black Mountain Boys worked very hard. Eric Thompson recalled that 
he’d been playing while at Berkeley but not in a band. In Palo Alto, they rehearsed every day. “We just played and played and 
played because we were really into it and we wanted to get better and we were driven to do it, so that was very exciting.” It was 
a very good band, and did not suffer when, early in 1964, Eric followed his heart and a lady to the East Coast, and was replaced 
by Berkeley guitarist Sandy Rothman.

The first version of the BMB had ambitions, and they briefly thought they’d scored when they signed up with a would-be manager 
named Stan Llead, who was a folk DJ on San Jose’s KSJO radio. Stan took the boys and several other acts on a brief tour of the 
Northwest as part of a package show that he called the Bay City Minstrels. With local favorite Sherry Snow as the main act, they 
were booked for several dates in early November, including one in Eugene as the post-game entertainment for the San Jose State 
football game against the University of Oregon. These would be Jerry’s first concerts on the road. Llead soon split town owing the 
band money, so that opportunity vanished quickly. 
 
Christmas brought a measure of opportunity when Jerry went to see Bill Monroe at the important Los Angeles folk club, the Ash 
Grove. In some fashion, Jerry was able to perform—possibly with his friend from the Kentucky Colonels, Clarence White—and Bill 
Monroe was able to hear him do so. Sara wrote a friend afterward that there had even been talk of an audition for Jerry to join 
Monroe. And because Bill Keith was leaving the Blue Grass Boys, that was a big deal. 
 
Heady stuff to dream about. At this point, Jerry was not only married, but early in December 1963, Sara had given birth to their 
daughter Heather. It was a more serious world for him, now. One more complication: at the same time, on New Year’s Eve ‘63, 
Jerry fell in with a young folk guitarist named Bob Weir and before long they were planning a jug band. Actually, this diversion from 
bluegrass wasn’t all that unusual. Several times that summer he’d played bass, of all things, with Troy Weidenheimer’s Zodiac rock 
band, which occasionally included Pigpen and Bill Kreutzmann.       
       
To top it all off, on February 9, 1964, the Beatles performed on the Ed Sullivan show, rekindling the energy of rock and roll in Amer-
ica. Jerry was initially unimpressed, dismissing them as a pop fad. That would change.

TALES OF THE TAPE
 

The Tangent was now run by Ron Gale (nee Zaplawa), a friend 
of Stu and Dave’s who had been groomed to take over from the 
beginning because of their impending military service in July. Ron 
favored non-local acts, but Garcia’s new Black Mountain Boys 
caught his attention and delighted the crowds. 
 
There’s no evidence that Tangent shows were broadcast on KZSU 
that fall, but various people made sure that the tapes kept com-
ing. Fellow banjoist and future capo innovator Rick Shubb (later 
Garcia’s housemate) kept a reel copy of this undated tape of a 
performance by the Black Mountain Boys. He has since discarded 
his old reels, so again we’re fortunate that Dennis copied it onto 
cassette some thirty years ago. This set has circulated among col-
lectors for decades with the dating of March 6, 1964, but that’s 
impossible, since Eric Thompson was not then in California.
 
Our second look at the Black Mountain Boys comes from a dub 
reel in Eric Thompson’s collection, compiled from Tangent perfor-
mances on January 10 and 11, 1964. We don’t know what mas-
ter tape he copied it from, but most of this reel contains his own 
vocals, so it may have been a study tape.         
  

BLACK MOUNTAIN BOYS
Fall 1963 
Top of the Tangent
Palo Alto, California

Recordings Provided by 
Dennis McNally, Joan Baylie, and Jim Mullins

PERFORMERS:
JERRY GARCIA banjo, guitar, vocals
ROBERT HUNTER bass, vocals
DAVID NELSON mandolin, vocals
ERIC THOMPSON guitar, vocals 

1. BAREFOOT NELLIE [3:41]
(Don Reno/Jim Davis) Fort Knox Music, Inc./Trio Music Company, Inc. (BMI)
Recorded by Don Reno and Red Smiley in 1954. Reno was a prolific songwriter, and the Reno & Smi-
ley band did a lot of comedy. The song was on one of their best-selling King albums. The BMB’s take 
hams up the comedy even more than the original. Jerry’s vocal emulates Reno’s, and his banjo breaks 
include the signature lick that Bill Keith had invented while playing “Noah’s Breakdown.”

2. SHE’S MORE TO BE PITIED [3:26]
(Carter Stanley) Peer International Corp. (BMI)
This song was included on the Stanley Brothers’ first King album in 1958. Jerry here plays a second 
rhythm guitar and focuses on singing, building on the style of Carter Stanley.  

3. NOAH’S BREAKDOWN [2:18]
(Noah Crase)
Composed by Ohio banjoist Noah Crase, this tune was released under Dave Woolum and Crase’s 
names on a Sage label 45 in 1957. Jerry introduces it with the remark, “This is a hard one here. All of 
my students cannot listen to this one.”

4. WHO WILL SING FOR ME? [2:07]
(Thomas J. Farris) Capitol CMG Paragon o/b/o Bridge Building Music
Written in the 1940s by gospel songwriter Thomas J. Farris, this piece was included on Jimmy Martin’s 
first album on Decca in 1960. The BMB’s tightly arranged gospel arrangement is a close copy of 
Martin’s recording, lacking only the banjo licks of J.D. Crowe.

BLACK MOUNTAIN BOYS
January 10, 1964 
Top of the Tangent
Palo Alto, California

Recordings Provided by Eric Thompson

PERFORMERS:
JERRY GARCIA banjo, guitar, vocals
ROBERT HUNTER bass, vocals
DAVID NELSON mandolin, vocals
ERIC THOMPSON guitar, vocals

5. SALT CREEK [2:19]
(Bradford Keith/Bill Monroe) Songs of Universal, Inc. (NA/BMI)
Bill Keith brought this traditional tune to Bill Monroe and recorded it with him for Decca in 1963. It’s an old West Virginia 
fiddle tune which Don Stover, who taught it to Keith, called “Salt River.” Having heard Keith with Monroe in Los Angeles at 
Christmas time, Jerry had quickly snapped up “Salt Creek,” which had not yet been released as a Monroe single. Here and 
elsewhere Jerry and Eric are both playing at the top of their speed capacities and sometimes beyond—really pushing the 
tempo, pouring it on.

6. MONROE’S HORNPIPE (JODY’S HORNPIPE) [1:51]
(Bill Monroe) Songs of Universal, Inc. (BMI)
Bill Monroe composed this tune and recorded it in 1958 as “Monroe’s Hornpipe.” It was not released until 1965 on Dec-
ca. Meanwhile, Jim Rooney and Bill Keith included a version of it with the title of “Jody’s Hornpipe” on their 1963 Prestige 
album—Jody was the name of fiddler Tex Logan’s daughter.

7. ROSA LEE McFALL [2:31]
(Charlie Monroe) Peer International Corp. (BMI)
Charlie Monroe composed and recorded this song for Victor in 1947. In 1962 RCA Victor put out a budget Monroe Broth-
ers album, which contained several songs Charlie had recorded after his split with brother Bill, including this one. Jerry’s 
performance, both vocal and instrumental, follows Charlie’s nuances, albeit at a faster clip. It would, of course, resurface in 
Jerry’s Grateful Dead repertoire in later years; here is where he learned it.

8. JOHN HARDY/CLOSING THEME [1:26]
(Traditional)
John Hardy was an African American man from West Virginia who was convicted of murder in 1893. The song about 
his exploits was well-known in early twentieth-century folk song traditions. The Carter Family’s 1928 recording made it a 
country standard, and the BMB closed each set with it, just as Bill Monroe closed his sets with “Y’all Come.” They’d gotten 
it from a Country Gentlemen Starday LP, where the tune was titled “Country Concert.” The Gents and others used it as a 
closer, too. This version has Jerry’s personal touch—the final chorus is frailed, then capped off by one of Bill Keith’s more 
adventurous endings.  

BLACK MOUNTAIN BOYS
March 6, 1964  
Top of the Tangent
Palo Alto, California

Original Recordings by John Clayton

PERFORMERS:
JERRY GARCIA banjo, vocals
GEOFF LEVIN bass 
DAVID NELSON mandolin, vocals
SANDY ROTHMAN guitar, vocals

9. KATIE KLINE [3:17]
(Traditional)
L.V.H. Crosby’s 1853 “Kitty Clyde” was the source for the many versions of Katie (or Katy) Kline (or Cline) in southern musi-
cal traditions. Don Stover and B. Lilly sang this on Mountain Music Bluegrass Style, Mike Seeger’s influential 1959 antholo-
gy. Because Sandy focuses more on his singing than guitar breaks, this leaves plenty of room for Jerry’s banjo breaks. The 
lead-in to this tune includes David Nelson’s mock band introduction which has him naming the members George, John, Paul 
and Ringo, a reminder that the Beatles had first appeared on the Ed Sullivan show just a month earlier. They were certainly 
aware of what was happening in pop music, although they were not yet ready to embrace it as something truly important.
  

10. WALKIN’ THE DOG [2:10]
(E.M. Grimsley/W.C. Grimsley) Unichappell Music Inc.
Grand Ole Opry star Webb Pierce’s recording of this song by Shreveport’s Louisiana Hayride fiddling star Tex Grimsley 
and his brother Cliff was released on a Decca single in 1953. It came to the BMB from hearing Del McCoury sing it often 
with Bill Monroe. Jerry’s banjo break is based on Bill Keith’s, and David Nelson’s mandolin solo is based on Bill Monroe’s.

 

ROSENBERG’S LISTENING NOTES
 
By the fall of 1963 in the Black Mountain Boys Garcia was deeply immersed in bluegrass. He was studying 
the vocal styles of the leading singers in the genre, and responding to the latest in banjo picking, the melodic 
style of Bill Keith. Eric Thompson recalls: “...[Bill] had figured out how to play scale-wise a series of notes but 
using your right hand in rolls like you would do in normal Scruggs-style banjo playing.”
 
Bill learned this from a 1957 45 rpm single by Dave Woolum & Noah Crase, who performed around south-
eastern Ohio from the fifties onward. Bill taped it off a distant broadcast and the sound was very muddy. In try-
ing to figure out the “B” part of the tune, where Noah is working out of a D7 chord lick at frets 5-7, Bill stumbled 
into and developed the melodic arpeggio that Thompson describes, which became a cornerstone of his style.
 
Before joining Monroe, Bill had performed with Jim Rooney, and recordings of their performances were cir-
culating on tape by early 1963. The BMB learned “Noah’s Breakdown” from one such tape. On this and 
“Barefoot Nellie” Jerry’s banjo alternates with Eric’s lead guitar—still unusual to hear so frequently at this time.

Black Mountain Boys rehearsing in La Honda c. 1963 
L-R: Jerry, Robert Hunter, Eric Thompson, David Nelson, 
unknown (Photographer unknown, Stu Goldstein collection)

Club listings from The Stanford Daily February 7, 1964



TALES OF THE TAPE

 
John Clayton was a senior at Woodside High School in 1964 
and learning guitar from Jerry at $2 per lesson. He bought a 
cheap reel-to-reel tape recorder and microphone from a depart-
ment store and brought it to his lessons and to the Tangent to 
capture licks that he could study. The tape that Clayton made 
on March 6, 1964, reveals that it was becoming a popular no-
tion to record Tangent performers. As the band tunes up, David 
Nelson is heard joking, “Help, help, I’m trapped in a sea of 
microphones.”
 
Aside from two nearly complete sets of superb bluegrass, Clay-
ton’s master tape also provides us with a listen to the opening 
act of Reverend Gary Davis-style blues by Jerry Kaukonen, who 
was accompanied by his brother Peter on harmonica for a few 
songs. The guitarist had recently moved from Ohio to attend San-
ta Clara University, and we would soon come to know him by his 
given name, Jorma.
 
Clayton recorded the first two sets of both acts on March 6, 
which were at 8:45 and 10:15, but his curfew didn’t allow him 
to stay for the third set at 11:30. Because Sandy Rothman has 
a reel of the second and third sets that night, it completes the 
picture for a unique look at an entire evening’s performance. 

An interesting footnote is that future music composer and produc-
er Geoff Levin was the bass player for these two Black Mountain 
Boys gigs. In 1965, Geoff would be a founding member of the 
rock band People!, but as a young folk bass player, he recorded 
the BMB on a few occasions, although those recordings have 
not circulated.

ROSENBERG’S LISTENING NOTES
  
From later BMB sets on March 6, 1964, comes an eclectic mix of state-of-the-art bluegrass. It’s significant that several of these pieces were audience 
requests; the band was being followed by a small but growing group of bluegrass enthusiasts.
 
All in all, this is a young band, working to recreate the sounds of the latest favorite recordings. They stayed close to the original arrangements, working 
on harmony parts, break sequences, and, within the breaks, working to first copy and then improvise personal statements in succeeding breaks. 

A BLUEGRASS PILGRIMAGE DECIDES JERRY’S FUTURE
 
Having met Bill Monroe, the Fountainhead of Bluegrass, and gotten some measure of affirmation from him, Jerry was even more com-
mitted to the banjo and Monroe’s music, which he studied obsessively. The idea of succeeding Keith and playing with Bill Monroe 
was a cherished goal. As spring progressed, Jerry and Sandy began to plan and scheme a bluegrass hejira, a pilgrimage. The scene 
in the Bay Area was modest indeed—not many players and a very small audience. To be professional, they’d have to consider moving 
to where bluegrass thrived. Jerry had never left the West Coast, and if he was really going to commit to professional bluegrass, he 
needed to visit the South and Midwest (Monroe’s base was a park called the Brown County Jamboree in Bean Blossom, Indiana, not 
far from Bloomington). Sandy had visited Bean Blossom the previous summer, which was a comfort, and, handily, Neil Rosenberg 
was in graduate school at Indiana University, in Bloomington.  
 
In May 1964 they packed Sara’s father’s Wollensak tape recorder and set out, traveling first to Los Angeles to hook up with their 
friends the Kentucky Colonels and then caravanned with them to Missouri. Soon they were at Neil’s, and not only did he take them 
to Bean Blossom, but also to Marvin Hedrick’s place. Marvin had a radio and TV store in Nashville, Indiana, just five miles south of 
Bean Blossom. A long-time patron, he had one of the finest collections of bluegrass tapes around. The Wollensak got a serious work-
out, not only at Marvin’s but at live shows at Bean Blossom and the Osborne Brothers in Dayton, Ohio—in fact, it arrived home missing 
the lid, which did not please Mr. Ruppenthal. But the tapes themselves were cherished mementos of an important trip. It was no won-
der that Jerry would be sympathetic to the legion of tapers who, twenty years later, would follow him and the Grateful Dead around.
 
As Sandy Rothman would recall of the trip, “Anyway, there was also an ulterior motive to go down there too, which was that we 
could hear a lot of bluegrass on the radio. And back in those days, when you heard bands on the radio, they were advertising where 
their shows were. And we did that all the way down there. We stopped and heard bands, we heard announcements of where they’d 
be and we’d go. Or we’d sit in motel rooms. Jerry and I sat in a motel room and watched Jim and Jesse’s TV show and taped it… I 
remember when the show came on and we were recording off the television and we were talking. We were like trying not to talk, 
but there’d be such great bluegrass and we’d be saying ‘Oh, man did you hear that!’ And I just know that’s on that tape. Taping a 
TV set with Jerry’s Wollensak sitting on the edge of a bed in a motel room…There was regional bluegrass TV around there. It was all 
exotic to us that you could turn on the TV in a little town in Alabama and watch live Reno and Smiley or live Jim and Jesse or Flatt and 
Scruggs or something like that. Or the Osborne Brothers.”

One thing they failed to do was take pictures—neither brought a camera along. They rambled on, first to visit with Redwood Canyon 
Rambler Scott Hambly, then serving in the military in Florida, before returning to Bloomington to see and record Monroe at the Brown 
County Jamboree on May 24. After an excursion to Dayton, Ohio, to see the Osborne Brothers, they pushed east. They caught a 
Monroe show in Sunset Park, Pennsylvania, where Sandy introduced Jerry to David Grisman, who’d be part of Jerry’s life for years to 
come. Sandy visited with Roland White’s people near Boston, while Jerry went on to catch up with Marshall Leicester in New Haven 
and then Bill Keith in Cambridge.  

It was a triple-strength dose of bluegrass, both taped and live, and after circling back around to Bloomington, they split up. Sandy 
stayed, and would end up playing for Monroe for much of the rest of the summer.

Jerry headed home as fast as he could get there. For whatever reason, be it a failure of nerve or some other explanation, he never 
auditioned for Monroe. Years later, Jerry said that “I played before him, played 
with him just a little bit very informally, but I was not at all assertive. Bill Keith left 
Bill Monroe, and I wanted to—but I was too chicken.”

There was more to the decision. Garcia was a San Franciscan, extremely progres-
sive in his political and racial attitudes, and the segregated South of 1964 came 
as a shock to him. It was, of course, the Freedom Summer of the Civil Rights Move-
ment, and a “Mexican” and a Jew driving a car with California plates across the 
deep South was a magnet for strange looks and weird vibes, even though Jerry 
had carefully shaved off his goatee for the trip. 

In any case, although he’d play bluegrass several times again, he’d spend time 
that summer and fall with jug band music, a looser form that combined the blues, 
double-entendre lyrics, and a rowdy sense of fun. His bluegrass dreams were 
flickering out.

SIDE NINE 
BLACK MOUNTAIN BOYS
Winter1964

BLACK MOUNTAIN BOYS
March 6, 1964
Top of the Tangent
Palo Alto, California

Original Recordings by John Clayton (tracks 1 and 2)
Provided by Sandy Rothman (tracks 3 - 10)

PERFORMERS:
JERRY GARCIA banjo, guitar, vocals
GEOFF LEVIN bass
DAVID NELSON mandolin, vocals
SANDY ROTHMAN guitar, vocals 

1. PADDY ON THE TURNPIKE 
(BOYS, MY MONEY’S ALL GONE) [3:12]
(Traditional)
Composed during the 1730s in Ireland, this tune remains a favorite with fiddlers. Bill Monroe was performing it 
in shows during the sixties, and recorded it in 1966 when Richard Greene was playing fiddle in his band. The 
song was also enjoying new fashion as a banjo instrumental; on one LP, the Country Gentlemen had retitled it 
with their banjo player’s name: “Eddie on the Freeway.” Rothman’s joke in the song introduction had also come, 
via the Redwood Canyon Ramblers, from the Country Gentlemen.  

2. LOVE AND WEALTH [2:19]
(Ira Louvin/Charlie Louvin) Sony/ATV Acuff Rose Music (BMI)
Composed but never recorded by the Louvin Bros., it was finally recorded by Red Rector with Carl Story for 
Columbia in 1955. It was often performed by Flatt & Scruggs, who also never recorded it. Jerry and his peers 
learned it from circulating tapes.

3. SOURWOOD MOUNTAIN [0:45]
(Traditional)
A very popular Southern mountain song frequently recorded by early hillbilly bands, this tune was a popular 
bluegrass banjo jam piece at this time, featured in live shows by Sonny Osborne, Allen Shelton, and Bill Keith.

4. IF I LOSE [2:16]
(Ralph Stanley) Fort Knox Music, Inc./Trio Music Company, Inc. (BMI)
Traditional in North Carolina, this song was first recorded by Charlie Poole in 1927 for Columbia and covered 
by Mainer’s Mountaineers on Bluebird in 1938. The Stanley Brothers’ 1960 Starday recording brought it to 
bluegrass. Rothman’s lead guitar is heard for the first time as he and Jerry recreate the instrumental breaks from 
the Stanley Brothers version.
 

5. HOMESTEAD ON THE FARM (I WONDER HOW THE 
OLD FOLKS ARE AT HOME) [2:20]
(A.P. Carter) Peer International Corp.
Lambert and Vandersloot’s 1909 pop song “I Wonder How The Old Folks Are At Home” was recomposed by 
A.P. Carter and recorded by the Carter Family twice, in 1929 and 1935. It became a bluegrass standard with 
Mac Wiseman’s 1951 Dot recording. Sandy Rothman recalls learning the song from Del McCoury’s 1963 
version with Bill Monroe.

6. STONEY CREEK [2:24]
(Jesse McReynolds/Jim McReynolds) Sure-Fire Music Company, Inc. (BMI)
Jesse McReynolds composed and recorded this tune with his brother Jim in 1962. It was included on their first Epic 
album, Bluegrass Special.

7. SALTY DOG BLUES [2:28]
(Zeke Morris/Wiley Morris) Peer International Corp. 
The Morris Brothers’ 1938 Bluebird recording of their composition “Let Me Be Your Salty Dog” was covered by Flatt & 
Scruggs on Mercury in 1949 as “Old Salty Dog Blues.” It became a bluegrass standard. It was also covered by Keith 
and Rooney.  

8. LOVE PLEASE COME HOME [2:21]
(Leon Jackson) Fort Knox Music, Inc./Trio Music Company, Inc. (BMI)
Leon Jackson’s song, recorded by Reno & Smiley in 1960 for King, was one of their most successful numbers, covered by 
many bluegrass bands, including Monroe’s.

9. MAKE ME A PALLET ON THE FLOOR [2:27]
(Traditional)
The Country Gentlemen’s 1963 recording, originally on a Design album (reissued on Rebel), made their version of this 
Southern folk song with English roots into a bluegrass favorite. Jerry’s banjo solo is based on Eddie Adcock’s blues 
guitar-based banjo work. 

10. DARLIN’ ALLALEE [2:08] 
(Traditional)
The Country Gentlemen’s first Folkways album of 1961 made their cover of this song from the Blue Sky Boys’ 1937 
recording another bluegrass favorite. The piece was composed in the mid-nineteenth century under the title “Ella Rhee.” 

Black Mountain Boys at the Tangent reel box (Sandy Rothman collection)

Promotional ad in KPFA radio program folio Vol. 14, No. 27 April 6, 1964 (© 1964 Pacifica Foundation)

Black Mountain Boys at the Tangent reel box (Geoff Levin collection)



TALES OF THE TAPE

With Nelson in Los Angeles and Sandy playing with Monroe, blue-
grass bandmates were scarce. The Mother McCree’s jug band was 
easier to keep together since it was loose and didn’t demand the 
precision of bluegrass. They played periodically throughout the rest 
of the year, and were recorded in mid-July at the Tangent by Pete 
Wanger and Wayne Ott for their KZSU show called Live from the 
Top of the Tangent, taking their lead from Ted Claire’s earlier pro-
grams. These performances would be immortalized on a Grateful 
Dead Records release when the master tapes were rediscovered 
in the 1990s.

The first six tracks on this side are taken from Sandy Rothman’s 
Black Mountain Boys reel, and the balance comes from a record-
ing of  Jerry’s trio with Eric Thompson and the visiting Jody Stecher, 
the Asphalt Jungle Mountain Boys. The undated tape we have is 
believed to have been recorded live at the Tangent in the summer 
of 1964 and has the same Shubb/McNally cassette lineage as on 
side 8. It reveals that the audience included Herb Pedersen and 
Butch Waller from Berkeley bluegrass band the Pine Valley Boys, a 
group David Nelson would soon join. Jerry invited them on stage 
to provide vocal harmony on a few gospel tunes, and we open with 
the quintet’s version of “These Men of God.”

SIDE TEN 
BLACK MOUNTAIN BOYS
ASPHALT JUNGLE MOUNTAIN BOYS

Winter1964 - Summer 1964

BLACK MOUNTAIN BOYS
March 6, 1964
Top of the Tangent
Palo Alto, California

Recordings Provided by Sandy Rothman

PERFORMERS:
JERRY GARCIA banjo, guitar, vocals
GEOFF LEVIN bass  
DAVID NELSON mandolin, vocals
SANDY ROTHMAN guitar, vocals

1. IN THE PINES [3:25]
(Slim Bryant/Jimmie Davis/Clayton McMichen) Peer International Corp. (BMI/BMI/NA)
Bill Monroe’s 1941 and 1953 recordings of this well-known Southern folk song made it a bluegrass standard. We hear 
Jerry playing steel guitar licks for backup, and Nelson’s mandolin is prominent.  

2. RAW HIDE [2:32]
(Bill Monroe) BMG Platinum Songs o/b/o Bill Monroe Music, Inc. (BMI)
Bill Monroe composed and recorded this mandolin tour-de-force for Decca in 1951; it was a giant challenge for the 
other musicians. Bill Keith developed some great banjo licks to go with Monroe’s work, and Jerry had learned them 
well. The brief tremolo chords that the BMB are fooling around with before the tune starts come straight from the 1963 
Monroe & Blue Grass Boys—Bill would do this on the mandolin before starting “Raw Hide” every time he played it; it 
was a way of checking to see if everybody was ready to go. They’d all answer him back on their instruments. So, this is 
in-group humor about an authentic performance, basically.

3. BLACK MOUNTAIN RAG [2:12]
(Traditional)
Historian Charles Wolfe tells the story of the fiddle tune “Black Mountain Rag” in his book The Devil’s Box (1997). Doc 
Watson added a new chapter when he introduced it to the guitar. David Nelson tells us how the song came to him: “The 
phone rings and I answer. ‘David? This is Jerry.’ He says, ‘Listen to this.’ Puts the phone by a record player and plays Doc 
Watson doing ‘Black Mountain Rag.’ You see, before Doc Watson recorded ‘Black Mountain Rag,’ you couldn’t find 
a guitar solo in bluegrass. Are you kidding me? A bluegrass guitar player has way too much work to be doing a solo. 
Before bluegrass, Charlie Monroe would do it with Bill. But that was the only thing you would hear in bluegrass. Garcia 
and I had talked about this, and then he plays this for me and I went nuts. The next day I think I hitchhiked over to Berke-
ley to the college record stores. I had to have it right now. I found that record.” Fiddler Leslie Keith is widely credited 
with originating this piece, but it was Curly Fox’s 1947 King recording that popularized it. Doc Watson’s first album on 
Vanguard introduced the guitar version in 1964. Prior, Clarence White had learned it from Doc when he played at the 
Ash Grove in 1962. Sandy’s playing is inspired by Doc and Clarence.

 

4. TRUE LIFE BLUES [2:21]
(Bill Monroe) BMG Platinum Songs o/b/o Bill Monroe Music, Inc. (BMI)
Singer Pete Pyle, a former member of Bill Monroe’s Blue Grass Boys, wrote and gave this song to Monroe, who record-
ed it several times and kept in his repertoire throughout his career. 

5. MEDLEY: DEVIL’S DREAM—SAILOR’S HORNPIPE [1:45]
(Traditional)
Favorites in fiddling traditions from the mid-nineteenth century onwards, these two were combined by Bill Keith and Jim 
Rooney on their 1963 Prestige album. 

BLACK MOUNTAIN BOYS
Spring 1964
Top of the Tangent
Palo Alto, California

Recording Provided by Sandy Rothman

PERFORMERS:
JERRY GARCIA banjo, vocals
DAVID NELSON mandolin, vocals
SANDY ROTHMAN guitar, vocals
 

6. DRINK UP AND GO HOME [3:05]
(Freddie Hart) BMG Platinum Songs o/b/o Vidor Publications Inc. (BMI)
Jimmy Martin’s second Decca album in 1962 credited LA country music stalwarts Johnny Bond and Joe Maphis as com-
posers of this song. Bear Family’s 1994 discography lists the composer as Alabama songster Freddie Hart, who recorded 
the song in 1956 when he was — like Bond and Maphis — a regular on Town Hall Party in LA. Bond also recorded the 
song, in the late 1960s. Jerry works hard to build on Martin’s vocal style while also playing the banjo parts associated 
with Martin’s banjoist J.D. Crowe. The real focus here is on the singing, especially the trio ending of the chorus, which is 
repeated several times. 

ASPHALT JUNGLE MOUNTAIN BOYS
Summer 1964
Top of the Tangent
Palo Alto, California

Recordings Provided by Dennis McNally, Joan Baylie, and Jim Mullins

PERFORMERS:
JERRY GARCIA banjo, vocals
HERB PEDERSEN vocals (track 7 only)
JODY STECHER mandolin, vocals
ERIC THOMPSON guitar  
BUTCH WALLER vocals (track 7 only)

7. THESE MEN OF GOD [3:14]
(R. Ellis/P. Williams/J. Williams) Fort Knox Music, Inc./Trio Music Company, Inc. (BMI/NA/BMI)
This was the title song of a 1960 Starday EP by Jimmy Williams & Red Ellis. It’s generally credited to Williams, a pioneer 
bluegrass sideman who worked with the Stanley Brothers, Mac Wiseman, and many others. However, Starday listed it as 
his co-write with partners Red Ellis and Paul (Humphries) Williams. Leading bluegrass bands always included one or two 
gospel songs in their shows. Often their albums would end each side with a religious song—frequently a quartet.   

Jody Stecher heard the Country Gentlemen perform it several times, and brought out his close study of John Duffey’s 
vocal and mandolin work when the Asphalt Jungle Mountain Boys invited their East Bay friends, Herb Pedersen and 
Butch Waller of the Pine Valley Boys, to join them at the microphone. Not many fledgling bluegrass bands could master 
all the harmony parts required for a good quartet. It took two bands for this one. Stecher sings the high lead part. Below 
him in the vocal harmonies is Pedersen—a gifted singer whose resumé reads like a history of bluegrass and country 
music (Flatt & Scruggs, Dillards, John Denver, Emmylou Harris, Desert Rose Band, etc.). Jerry sings the part below that, 
and Butch provides the bass with its responsorial lines. When Jody listened recently to the old recording, he said: “This 
is good quartet singing! Herb Pedersen sure knew how to blend as a vocalist even back then. Pretty impressive for a 
buncha kids.”

8. ROLL ON BUDDY [2:11]
(Traditional)
This obscure Southern folk song was popularized on record by hillbilly bands in the twenties and thirties and by Roy 
Acuff in the forties. The Monroe Brothers’ 1936 Bluebird version was quite popular. Monroe had recorded it again 
earlier in 1964, but that wasn’t released until 1967, so at this performance it was a rare gem and a vehicle for some hot 
mandolin picking by Jody.  

9. GOODBYE OLD PAL [1:50]
(Bill Monroe) BMG Platinum Songs o/b/o Bill Monroe Music, Inc. (BMI)
Bill Monroe purchased this song from Cliff Carlisle and recorded it on Columbia in 1945. It stayed in his repertoire as a 
yodeling showpiece. Jerry’s second break once again draws from performances by Bill Keith.  

  

10. BACK UP AND PUSH [1:10]
(Traditional)
A traditional tune closely related to “My Creole Belle,” Monroe recorded this in 1941 for Victor. It also goes by the title 
of “Rubber Dolly.” It is played here at breakneck speed, with some very playful mandolin from Stecher. The boys were 
getting hot!   

THE LAST FLING WITH BLUEGRASS
 
Jerry had an entirely unofficial retirement ceremony/goodbye to bluegrass around Christmas 1964 when he joined Sandy Rothman, 
Geoff Levin, and Scott Hambly as part of a  last hurrah of the Black Mountain Boys at the Offstage in San Jose. Perhaps energized by 
his reunion with Sandy or challenged by such a fine player as Hambly, Jerry said later that it “was probably the best banjo playing I 
ever did on a stage.” And for quite a while, it was his last. By then, he’d already spent the fall primarily playing jug band music and 
then been seduced into rock and roll by two things. 
 
One was the sheer fun that permeated the Beatles’ new movie, A Hard Day’s Night. The other was the relatively simple but powerful 
Chicago blues that filled the Rolling Stones’ first album. When his friend Ron “Pigpen” McKernan told him they could play the material 
just as well as the Stones, he was intrigued. They grabbed friends out of the Dana Morgan Music Store crowd, and by the new year 
they would coalesce as the Warlocks: Jerry, Pigpen, Bob Weir, Bill Kreutzmann, and Dana Morgan, Jr., soon to be succeeded by 
Phil Lesh. 
 
But before all that, all-around string player Jody Stecher came to town in August, shortly after Jerry had returned from the road. Lots 
of Jody’s older family members played mandolin, and he’d grown up in Brooklyn, where from the time he was twelve or thirteen he’d 
taken the train into Greenwich Village on Sundays to join in the Washington Square folk music scene. One day in early 1964, he met 
Eric Thompson at Marc Silber’s Fretted Instruments and soon discovered that while they were guitar/mandolin players, they were both 
listening to pedal steel players and working at transliterating that material onto the acoustic guitar. This being rather advanced stuff, 
they were both convinced that they were the only ones doing such a thing, so it made for a happy encounter. They instantly became 
close friends for life.
 
In 1964, after his freshman year at CCNY (City College of New York), Jody hitched to Berkeley to see his friend Eric, who immediately 
told him that he had to meet his friend Jerry Garcia, only recently returned from his bluegrass pilgrimage. Jody and Jerry hit it off, and 
with Rothman based in Nashville and playing with Monroe, the three of them naturally decided to start another band, the Asphalt 
Jungle Mountain Boys.
 
They played for the rest of the summer, with gigs at the Tangent, the Jabberwock in Berkeley, Kurt’s Copy Cat and the Drinking Gourd 
in San Francisco, and more. It was, as Jody described it, “straight-ahead bluegrass,” playing music by Jim and Jesse McReynolds, 
Ralph Stanley, and Flatt & Scruggs. They even worked in some of Jerry’s recent jug band material. Jerry sang the melody, Jody the 
higher harmony. Eric, this time around, didn’t sing. Jerry played his extremely ornate Weymann banjo, Jody said, and his playing 
matched it; “very ornate filigreed” playing, which “sounded like the banjo looked.” They had a lot of fun, and it was a bit sad when 
September came and Jody went back to school.

Jody was a gifted mandolin player, Eric a hellacious guitarist, and Jerry was at the peak of his banjo chops… there’s some fine music 
here. But this is by and large the last gasp of Jerry’s bluegrass career until he revived it nine years later in 1973 with the band Old & 
In the Way. 
 
The true legacy of all this music, not just bluegrass but the full span of American folk music, would emerge in 1969, when Robert 
Hunter and his girlfriend moved in with Jerry and Carolyn “Mountain Girl” Adams. Hunter and Garcia began to write the songs that 
established the Grateful Dead as more than the world’s most extraordinary psychedelic jazz-rock fusion band, but an ensemble ca-
pable of writing the classic American songs that would appear on Workingman’s Dead and American Beauty. With that evolution, it 
became what Garcia would call a “full range” unit, and as such, an essential part of the history of American music. 

ROSENBERG’S LISTENING NOTES
 
From the final set of the BMB’s March 6, 1964 Top of the Tangent appearance are five 
performances based on the music of Bill Monroe and Doc Watson. Members of the BMB 
saw Monroe and Watson when they performed in California in 1963.  
 
By the summer of 1964 Jerry had been back east and heard more bluegrass performers. 
The Asphalt Jungle Mountain Boys was a short-lived band formed while NYC bluegrass 
whiz Jody Stecher was in town for the summer. Their name reflected the non-Southern 
bluegrass zeitgeist at a time when the young urban pickers were gaining experience and 
acceptance in the bluegrass mainstream. That spring the New York Ramblers, a band that 
included Stecher and David Grisman, had won the prestigious band contest at the World 
Championship old-time and bluegrass competition in Union Grove, North Carolina. Eric 
Thompson also played with that band.

Performing at The Offstage in December 1964. L-R: Scott Hambly, Jerry, Sandy Rothman, Geoff Levin (Photo and collection credit – Rob Levin) Asphalt Jungle Mountain Boys rehearse in the Garcias’ Palo Alto cottage backyard – Summer 
1964.  L-R: Eric Thompson, Jerry, Jody Stecher (Photo and collection credit – Sara Katz)
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ave Grisman found the Warlocks to be the best rock-and-
roll group he heard in California.  He especially liked a 
song written by their lead guitarist, Jerry Garcia, titled 
“Bending Your Mind.” 

Israel “Izzy” Young’s
     Frets and Frails, Sing Out!
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