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Malibu's Shangri-la Studio isn't in the
phone book. It doesn't have to be. Built in
the early '70s for the personal use of the
Band, the southern California studio
remains an intensively private -- and
technologically superior -- recording
haven for the likes of Bob Dylan, Eric
Clapton, Neil Young, and others who
know (and can afford) the difference.

As with its mythological namesake,
magical things happen at Shangri-la. For
two weeks in September 1983, a
remarkable musical event took place.
Nick Reynolds and John Stewart,
formerly with the Kingston Trio, came
together with Lindsay Buckingham of
Fleetwood Mack for an album of, what
else, but "high-tech folk" -- a curious
combination of '50s and '60s folk

harmony and '80s electronic, synthesized,

"drummer on a chip" accompaniment.
The result, 'Revenge Of the Budgie'
(Takoma 7106), is both strikihg and
beautiful.

This alliance of Reynolds, Stewart, and
Buckingham is not nostalgic indulgence.
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It is a relevant incarnation of the stuff --
the pure emotional energy -- that made
the Kingston Trio one of the most
important influences in American popular
music. Lindsay Buckingham summed it
up this way:

"The group [the Kingston Trio] provided
its audience with a sound and image that
was not only original but was also a
reaffrmation of the freshness and
spontaneity that rock and roll was
beginning to lack. For me, although it
may have been Elvis and Buddy Holly
who initially sparked my musical
imagination, it was the Kingston Trio that
brought a far more sustaining influence to
my guitar style and arrangement of
harmony."

Indeed, the Kingston Trio has given a lot
of direction to a lot people in the course of
its 27-year history. The group was the
catalyst to an entire cultural phenomenon
that affected our musical tastes, our
social conscience, even how we dressed
and talked. With the release of "Tom
Dooley" in October 1958, the Trio
reawakened America to its own rich folk
music heritage, paving the way for a
broader acceptance of bluegrass, blues,
country and other indigenous American
musics. Amid  purist cries  of
"bastardization" and criticism of their
apolitical stance, they provided the
perfect musical Whitman Sampler of all
the that was out there to be played and
enjoyed and savored. Musically, they
invented nothing; the Almanac Singers,
the Weavers, Theodore Bikel as role
models, however, the Kingston Trio
invented it all. They were white, witty,
non-controversial -- and damned
talented.
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Here were three young collegiate types,
nattily dressed in their pinstriped shirts,
playing their Martin guitars and having
the time of their lives. They made it look
so easy: Get some guitars, learn a few
chords, throw in some light three-part
harmony, and you and your friends can
be a big hit on campus. And that's exactly
what happened.

As the Kingston Trio became a national
obsession, racking up million-seller like
"M.TA." "Tijuana Jail," and "Worried
Man," and placing five albums
concurrently on the Billboard Top Ten
chart, hundreds of folk groups were
forming in college dorms all over the
country. This was the start of the "folk
boom," a musical and merchandising
mania that totally revitalized a sagging
record and acoustic guitar manufacturing
industry. Among the biggest beneficiaries
of the craze was the C.F. Martin
Company, whose guitars were closely
associated with the Kingston Trio (the
Trio played virtually no other brand, and
were always pictured with Martins on
their alboum covers.) At one time, Martin
found itself three years behind in back
orders, unable to keep up with the
overwhelming demand. Mike Longworth,
Martin's Consumer Relations Manager
and resident historian comments:
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"There's no doubt that Martin benefited
from the popularity of the Kingston Trio.
The Trio started the folk boom and we
really benefited from that. At the time the
Trio became popular, the company was
geared to make about 6,000 instruments
a year, because of the hand construction,
so it's hard to show a dramatic jump in
production totals that parallel the rise of
the Trio. | do know that the company was
at peak production, so that's a parallel. In
the early '60s the demand got so great,
we had to build a new factory. We owe
those boys a lot, and | know that people
around here are especially proud that the
Trio played our guitars because they
wanted to ; they were never given guitars
or asked to endorse Martin which makes
it all that much more special.

With the demand for guitars (and banjos)
came an insatiable demand for folk
performers. Every major record label had
its own version of the Kingston Trio, plus
or minus a few members: Peter, Paul &
Mary, the Brothers Four, the Chad
Mitchell Trio, the Limeliters, the
Journeymen, Bud & Travis, the
Serendipity Singers, the New Christy
Minstrels; the list goes on forever.

While the Trio consciously steered clear
of social commentary, their repertoire
was always highly intelligent, filled with
thought-provoking lyrics and memorable
melodies. Theirs was never background
music; you 'had' to listen to it and be
moved by it, which at that time in
American popular music was no small
accomplishment. As the folk movement
gathered momentum, folk performers --
including the Trio, to some degree --
used their music as a forum for social
change, ushering in the folk protest era of
the early '60s. None of it would've
happened without the Kingston Trio.
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It can be legitimately argued that without
a Bobby Shane there never would have
been a Bobby Dylan. The Trio may not
have delivered the message, but they
definitely delivered the medium.

The Story of the Trio is really the story of
seven men -- Bob Shane, Nick Reynolds,
Dave Guard, John Stewart, Frank
Werber, George Grove, and Roger
Gambill -- who have guided and evolved
the Trio since its formation in 1957.
Evolution is an important concept to keep
in mind when studying the Trio, for there
have been three Trios, each with it's own
sound and viewpoint though retaining
some faithfulness to the founding spirit of
the group.

The original Kingston Trio was formed in
and around Palo Alto, California, by Dave
Guard, a Stanford University graduate
student; and his two friends, Bob Shane
and Nick Reynolds, from Nearby Menlo
College. Guard and Shane both were
born in Hawaii, and had been singing
and playing together since their high
school days at the Punahou School in
Honolulu. Reynolds, from Coronado,
California, was the son of a Navy career
officer and had attended San Diego State
and the University of Arizona.
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Luaus, beer gardens, and the
Kingston Quartet

"I showed up at Menlo not knowing a
soul," recalls Reynolds, "and the first day
| walk into this accounting class and
there's this guy sleeping in the back of
the room during lecture. So | said to
myself, anybody that's got the guts to do
that I've got to get to know. It turned out to
be Bobby Shane, and we immediately
went out and became really tight pals; |
didn't think we showed up for school for
about two weeks afterward."

The mutual attraction of kindred spirits,
which included drinking, carousing, and
other forms of hilarityy, was further
strengthened by an interest in singing,
more as a way of improving their social
life than furthering any professional
aspirations. "Bobby had this tenor guitar
and | had some bongos," Reynolds
recalls. "We'd show up at these local
spots and fraternity parties and get right
in there. | was sort of his driver, you know,
just hanging out, fascinated by this
magnetic person. Bobby's a charmer; he
could play three chords on a tenor guitar
and attract more people than the London
Symphony. Later on, he said 'l've got to
introduce to this guy | know over at
Stanford," which was Dave, and we just
sort of fell together. | kinda mooched my
way into that thing. Bobby and Dave had
been playing together a long time in
Hawaii, and people would want to hire us
to play Hawaiian music at their luaus.
They taught me some real Hawaiian
songs, the third part, which was real easy
considering I'd never been to Hawaii.
After a while, we started working like two
nights a week at these little beer gardens,
one of which had hired me as a
bartender."

=79 (IN\NTARBNER) . ETH—T.
FLTHUT AR AILTYR

MEIZEYEL\DULVEM o= A0 O—KEFIZH
W= 1EL 1/ IV IEIRYRS, TFRRAIID B,
SHED IS A=, BERPICHZEDR
TERIEYLTWAMAL =, 25N ENHE
BHYIEFOTOSMEITEIY ELIZEER
EEEBSf- RT - ox—o 2 MYTCIC
HEEHTERKRALE, TDO%R2:BHHDM
FRICITHEMN T T, |

K[DES2ANDEBENOBEAIL, HBEEER
ATEY BRULNEY 20D XM EE LS HIR
STEANDELTEIZEFE>TUL Vot TNIE
HMRELTOBEEERIML T L&Y BT
LEEDHEEFEHRELTNAEELTT
Hot=, [IRE—FZZDTFH—F42—%FIZL
EIIARTEFITHE-1ELM1 /L XHIRY
&5,

MES LA D IS TOREDREIST DN
—T4IZHEMIITFAS TN T, EIFEE z—
Y DBEFHT=LVEELDTIDHNH S A
[COEDFONTHIZSA5ALTLV =, RE
— (XD N, BIETFH—F2—T3
DHIA—REECTEMNHEKSLL. AVRRE
FEHALYELEIZELDAREVDEDIFTBHIEN
HED, BTRIZE o=, [RE T4+ —RTH
YEST=RAERBNALESTIE - IZn T4
TTICIZERERAL BEBESOPIZAL
TWIHEL TNz IRE—ETATIE/NTAT
RUOE—#IESLTLV=. ZLTALXDE
ETBNERIBETN\IATUEEELT IV,

2 NFLDODDEDINT AT %A TL
Nz ThEERNTAIZ—FEHiTof=2 &N
BWIEEEZ TN O R LI HEL T
27z, LIESKL T, #ESIELK DD DINSEE
TH—TUoTRIZ2BMEBEDHEEZT HL5IC
Hotze ZDHD—FIIN—FoF—LLTE
FESI-AT]




FRETS magazine June 1984

While this group of Guard, Shane, and
Reynolds was indeed to become the
Kingston Trio, the group went through
several personnel and name changes in
the process. Shortly after introducing
Reynolds to Guard, Bob Shane returned
to Hawaii to work in his father's wholesale
sporting goods and toy firm while
pursuing a solo singing career as
'Hawaii's Elvis Presley." Reynolds and
Guard kept at it, adding Barbara Bogue,
biling themselves as "Dave Guard and
the Calypsonians.”

Reynolds, too, was to leave after
graduation, to be replaced by Don
McArthur in a group that became known
as the "the Kingston Quartet." Nick's
return was sparked, in part, by the mild
encouragement of Frank Werber, a
young publicist who had caught a couple
of "Dave Guard and the Calypsonians"
auditions at the "Purple Onion" in the
“Italian Village" in San Francisco. "Frank
was sort of interested in helping us," says
Reynolds, "But he told us we'd have to
get rid of the bass player. Joe wasn't
really a bass player, he was just standing
there faking it like a gut-bucket. So
Barbara says, 'lf Joe goes, | go.' Well, I'd
kept in touch with Bobby and | told him
there was a chance of getting a gig if we
really worked at it. So he came back and
the three of us got involved with Frank."
Werber was in a excellent position to help
the group. As the publicist for both the
"Purple Onion" and the "Hungry i"
nightclubs, he had the connections. Even
more importantly, he had a critical and
astute eye for talent. Although not a
musician, he knew well what it took to
build and sustain a successful club act.
He was tough and disciplined, and he
demanded an absolute and total
commitment from Guard, Shane and
Reynolds. He got it.
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"we were interested in singing for the fun
of it, to begin with," says Reynolds, "but if
we were going to do this thing
professionally -- and Dave not continue
his education, and me not go into
business, and Bobby come back from
Hawaii -- we knew we were going to
have to get real serious. And we did."
Using Werber's office loft above the
Purple Onion to rehearse, the group
worked at putting together a 25-minute
show for a week's fill-in-gig for Phyllis
Diller at the Purple Onion, arranged by
Werber. It was no more than an
extended audition.

Guard, the most promotionally-minded of
the three, sent 500 postcards to
everyone the group knew at Stanford
and Menlo, inviting them up for the
week-long party at the Purple Onion. The
ploy worked, with the Trio playing to
sold-out audiences every night. What
was to be a one-week engagement was
extended to two, with the Trio eventually
headlining at the Purple Onion from June
to December of 1957.

The group now had a small but solid
economic base, and with Werber as their
mentor and critic, they began an
intensive program of polishing, refining
and expanding their act.

Repertoire was a key consideration.
From the outset, the group had been
doing primarily calypso (which Harry
Belafonte ~was  making  popular,)
Hawaiian and Tahitian tunes (From
Bobby and Dave's background,) risqué
college songs, and anything else that
seemed to fit their vocal and instrumental
abilities.

Neither Shane, Reynolds of Guard ever
considered themselves folksingers, going
more for the spirit of the genre than for
the authenticity of it.
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As Dave Guard once told interviewer
Bruce Pollock, "We were sort of trying to
sound like the Weavers. It was really
Weavers energy. We liked the
Authentic-sounding stuff." The group was
also influenced by the folk-based
repertoire of the Gateway Singers,
another San Francisco trio that the group
watched and associated with on a nightly
basis, especially member Lou Gottlieb.
Stan Wilson, Theodore Bikel, Odetta,
Burl Ives, Pete Seeger, even Broadway
show tunes of Lerner and Lowe, were
just some of the many sources of
material for the early Trio, either directly
or through recordings.

Despite their appreciation of such groups
as the Weavers and the Gateway
Singers, the Trio wisely avoided (for the
time) any of the political or racial
controversy surrounding these groups,
carefully 'sanitizing' all lyrics. Although
Nick Reynolds had come from a family
with relatively liberal politics, where tape
recordings of the New York union rallies
with their 'thousand strong' singalongs
were played and appreciated, neither he
nor any of the Trio members were
remotely radicalized.
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'We didn't want to preach. We wanted
to be in show business. We were
honest about that.'

"I remember sitting around Frank's office
discussing the right moves to make,"
says Reynolds, "talking about political
trouble that the Weavers had gotten into,
and deciding not to make any waves, to
just take a middle-of-the-road approach
to any material we'd do. But writing new
bridges and changing these things
around from what they originally used to
be, a union song became a drinking song.
At the time, it was a good idea
professionally. We didn't want to preach,
we wanted to be in show business. We
were honest about that; we never tried to
kid anyone, like some people who made
it a business to protest. Later, when we
did do some songs that addressed social
issues, we did them sincerely, because
we believed in them.

At Werber's insistence, the Trio began
taking vocal lessons from coach Judy
Davis, not so much to change their
voices as to preserve them. By July 1957,
the Trio was doing three shows a night at
the Purple Onion as well as rehearsing
all afternoon. None had ever really
learned how to sing properly, and they
were, literally, shouting themselves
hoarse.

According to Dave Guard, the vocal
arrangements  were  pretty much
determined by who could do what best:
"Back then, Bobby didn't know how to
sing harmony, and couldn't sing a
harmony part, so he did most of the leads;
Nick just naturally goes to the third above
the melody; | got stuck with the joker
parts whatever was left on the top and
the bottom." Actually, it was the perfect
division of vocal chores.
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Bob had and still has the finest whiskey
baritone voice in the business, being the
only member of the Trio at the time who
couldve made it as a solo performer.
Reynolds, who also poses a fine tenor
voice, was a master of harmonization,
having learned tight and strictly enforced
group harmony from family singalongs
led by his father. To this day, Reynolds
can sing any slice of five-part harmony
impeccably; top. bottom and anywhere in
between. Of the three, Guard was the
most versatile and facile vocalist, the
"man with a thousand voices" as
Reynolds puts it. With his precise diction
and ability to mimic virtually any dialect,
Guard brought an intellectual edge to the
group's sound and arrangements.

With the exception of Guard who took a
few banjo lessons from Billy Faier, the
Trio was almost entirely self-taught
instrumentally. Reynolds had played
ukulele since childhood, so the transition
to playing tenor guitar in the Trio was a
natural and easy move. While Reynolds
says that inclusion of the tenor was
initially to provide him with a prop,
"Something to put between me and the
audience," the higher voicing of the tenor
(it was usually capoed at the 5th, 7th or
9th fret) added "bite" to Shane's open
chord rhythm playing, greatly filing out
the overall sound.
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It is interesting to note that the
instrumental sound of the Kingston Trio,
which today is identified as being so
American in origin, really owes much of
its rhythmic content to Shane and
Guard's exposure to Gabby Pahinui, the
legendary Hawaiian 'slack-key' guitarist.

"Gabby is kind of a link between the
Hawaiian past and the modern day,
westernized stuff," Dave Guard once
recalled. "lt's kind of a thumb,
up-down-up with the index finger strum, a
hula beat with Oceanic feel." Shane
readily acknowledges the Pahinui
influence, but adds that it wasn't a
studied thing.

"I was just applying ukulele strokes to a
guitar," says Shane. "When | started out,
| was strumming with my fingers. Then |
changed to a flatpick. But, yeah our
music definitely had Hawaiian overtones
to it, even on the thins that weren't
Hawaiian at all." Guard and Shane also
were deeply immersed in Tahitian music,
a wilder, more primitive genre, heavily
infuenced by Peruvian and Andean
rhythms.

In the initial shaping and grooming of the
Trio, Weber recognized that
musicianship alone would not cut it with
tough club audiences. The Kingston Trio
was an act as well as a vocal group,
interspersing their songs with humor,
well-rehearsed stage banter and lots of
personality. Each show during the 'Purple
Onion' period was 'graded' by Werber on
such things as pacing, dialogue,
audience reaction, as well as vocal and
instrumental delivery. That it all looked
and sounded so spontaneous is really a
credit to their genius. In truth, everything
in their shows was there for a purpose,
including the humor.
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Dave Guard commented on the
long-winded, "intellectual" comedy bits of
the early Trio:

"We picked that up from listening to Lou
Gottlieb of the Gateway Singers who
would talk a lot of tall crap while he was
tuning up. It was a necessity for us, too;
something to keep the audience
engaged while we tuned. Also, we were
doing songs from all over the place; a
calypso tune, then a ballad and we'd
have to stop and change the audience's
concept. The humor was bridge; it set up
the next song, which wouldn't be
necessary if you were doing just one type
of music."

Appearance-wise, the Trio reflected
exactly what they were: collegiate,
privileged, moneyed. They dressed the
was they had always dressed, picking
out identical pin-strip shirts and gray
slacks from the college Shop in Palo Alto
because it was the only outfit they could
find in three sizes. That they started a
fashion fad for striped, button-down shirts
was purely accidental although they later
capitalized in it with their own line of
"Kingston Trio Fashions."

Though the Trio was enormously
successful at the "Purple Onion," Werber
decided that the boys needed the
experience of performing before different
audiences. He booked them into the
"Holiday Hotel" in Reno, Chicago's "Mr.
Kelly's," and the "Village Vanguard" and
"Blue Angel"in New York."

"That's when the reality set in," laugh
Nick Reynolds. "going to New York and
seeing gangsters', with these people
telling you to shut up and not sing that
song, or 'don't look funny at my girlfriend.’
We were just 'punks,' man, and here we
were playing in all these far-out clubs with
some really heavyweight jazz people like
Stan Getz, Mose Allison, and Thelonious
Monk.
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For some reason, we always got along
very well with jazz people; | remember
one time Gerry Mulligan came on stage
and jammed with us, and later we even
closed the Newport Jazz Festival. But
that first time out was weird."

In February of 1958, between the Reno
and Chicago club dates, the group
recorded its first album for Capitol
Records. It was entitled simply "The
Kingston Trio." The boys had been
spotted the previous summer at the
"Purple Onion" by Jimmy Saphier, Bob
Hopes agent, who took demo tapes to
both Dot and Capitol Records. Dot said
no; Capitol sent producer Voyle Gilmore
up to San Francisco for a closer look.
Liking tremendously what he saw and
heard, Gilmore signed the trio to a
seven-year contract.

Folk music was something totally new to
Voyle Gilmore, who had been a musician
himself and previously produced Frank
Sinatra dates for Capitol. His primary
concern for the first Trio session was how
he and engineer Curly Walters should
mike acoustic instruments. Recorded in
three days at Capitol's Studio B in
Hollywood, the album was little more
than a studio version of the songs they
were doing in their live act, which
accounts for the fresh spontaneous feel.
Buzz Wheeler, the resident bass player
at the "Purple Onion," was enlisted for
the session, giving some polish to the
group's somewhat rough, 'homegrown'
accompaniment.

Many Kingston Trio afictionados consider
this first album to be the group's best. It
yielded such Trio classics as "Three Jolly
Coachmen," "Scotch and Soda," "Hard,
Ain't it Hard," and, of course, "Tom
Dooley." According to Reynolds, "Tom
Dooley" was learned one afternoon from
an unknown singer auditioning for a job
at the "Purple Onion."
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Both the Trio and the Gateway Singers
included it as just another ballad in their
sets. It was not until Bill Terry and Paul
Colburn of KLUB radio in Salt Lake City
"broke out" the song from the album in
July 1958 that "Tom Dooley" was
considered anything special, prompting
Capitol to release it as a single. By
October of that year it had entered the
"Billboard" Top 10 Singles Chart where it
stayed until January of 1959, eventually
selling more than 3,000,000 copies

The Kingston Trio was well prepared for
the tremendous success it now faced.
Thanks to Jimmy Saphier, who had
become the group's agent for television
and movies, the Trio by this time had
appeared on CBS' "Playhouse 90," "The
Dinah Shore Show,"” and "The Kraft
Music Hall." They were stars, especially
in San Francisco, where earlier in the
year they had moved across the street to
the "big room" at the Hungry | (or the
"Hungry i," as owner Enrico Banducci
preferred to write it.)

Recording consciousness and the
dawn of stereo

Guard, Shane, and Reynolds recorded
their second album for Capitol at about
the same time their first was being
released. It's a testament to the vitality of
"From the Hungry i" (Capitol 1107) [now
M-11968]) that the disc remains in print
today. While musically indistinguishable
from their debut LP, this live recording
does showcase the group's tremendous
rapport with its audience. The
between-song banter, although carefully
rehearsed, is delivered with relish and
spontaneity to an audience that loves
every minute of it. The album literally
crackles with personality, which was
always a critical element of the Trio's
appeal.
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(A sidenote to the "Hungry i" album: It is
not an entirely "live" recording. "Gue,
Gue," the French lullaby on side one, is
actually a studio-recorded version of the
song dubbed in to replace the live
performance, which the Trio felt was
poorly done.)

It was not until the release of the Trio's
third LP, "At Large," that the group
displayed the highly polished vocal and
instrumental  sound  that  would
characterize all future Trio albums.
Recorded in New York City between
shows at the "Blue Angel" in early 1959,
"At Large" is a watershed album, marking
a dramatic improvement over the rough
harmonies and loose accompaniment of
the previous two albums. There are
several reasons for this.

First, the Trio constantly rehearsed.
When the group wasn't onstage
performing, it was working on
arrangements and searching for new
material, "We were also in real good
shape," adds Reynolds. "our chops were
sharp, we had a lot of self-confidence
from the performing. We had it down,
man. We were constantly making lists of
songs, listening to new stuff. We had
people bringing us songs, giving us
songs, it was a never-ending search."
Bob Shane points out, too, that recording
techniques got better at the time of the
"At Large" album, and that the Trio
became, out of necessity, "recording
conscious." His point is well taken. "At
Large" was the first Kingston Trio studio
album recorded in stereo, and brought to
bear Voyle Gilmore's full producing
talents. Both in New York and at Capitol's
Studio B in Hollywood, Gilmore recorded
the early Trio on 3-track, half-inch
machines, using three hanging mikes for
the instruments. The bass, now played
by David "Buck" Wheat, Was miked
separately.
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The unmixed working tape would contain
one voice and one instrument per track,
with bass being added to Reynolds' tenor
guitar track for greater flexibility in
equalization. If, for example, more bass
was needed in the mix-down, it could be
added more easily to Reynolds'
higher-pitched tenor guitar track with less
risk of obstructing the overall guitar
sound. Because stereo recording was
new, with no limiters or other means of
controling and directing sound, the
quality of the recording was almost
entirely a function of mike placement,
baffling, and Gilmore's own critical sense
of balance -- of "what sounded right."
Gilmore's and engineer Pete Abbot
contribution to The Kingston Trio sound
cannot be overemphasized. Even today,
fans and audiophiles are amazed at the
richness of the Trio's voices on the
Capitol sessions, the result of Gilmore's
"double-voicing" recording-technique.
Every album after "At Large," was
double-voiced in the following manner:
On the first take, the voices were
recorded softer than the guitars and
banjo. Then the boys would put
earphones on and rerecord the identical
singing parts (with the exceptions of the
solos) over the softer voice track, giving
each song a six-voice choral effect. The
process was not easy. "Sometimes we'd
get it real fast, other times some songs
would take 50 to 100 takes before we
were satisfied." Says Bob Shane.
Gilmore once estimated that it took twice
as long to mix a Kingston Trio album as it
did to record it. Because "At Large" was
recorded before double-voicing it is
perhaps a clearer document of their
growing musical maturity, with stereo
separation allowing the listener to judge
each individual's vocal and instrumental
abilities.

KMIDEET—TF1FSVIIT—ADERE
E— ANDEBDAY., ZLTLA/ILADTF
—XRA—D Y12 &Y EDMIZIELT
BI=OR—ZADOBFHBMEIN TS, FIZ X
HLIX LU BEIIR—RENE - ERELD
LA/IVADTURDRNTF—FF—NDrS
YIIZRERDTI—HIURERETH LN
CREEISEMEERSDTHS,
ATLAGFEITFLMNoT=, ELVSDIEH DY
FZabO—)LLEET I 4—H DL\ i
DFEILL, LA—T1o T DREBIFIFEA
EXAMUDHREBRC/NTYLT ZLTFEIL
E7BEDELLVATURREE, DFYIELL
EHNETVENEWSEEDEEICLDBDT
Hot=,

XU AMNIF Y IURIZHT BFILET
EIVDZTDE—M TRy BBRIT XL
323D H5, SATH, T70NAT7(E
FREFXIVETOEERHZETI=VY
DIERTH AN, FrERLEYI A DR F
DR—AILDENSIZENTWNDEDTHS,

[P IRT—D 1L, EQTILINLERDKY
ATZEREIN T,

RODTAUTIL, IR—HILIEFE—END
a—&YEYIMEQ) RS IN TV =, Fh
WSSV IAZEEL, VINIR—A
LS EDHIFTESR—AILERS (VO
R—HIL DI IR ) EBUVHEEL, o
TENFNDOBIE6EI—FRADHIELHS
Z&lTi A,

ZDBIEIEIBEZ TIEAEM o=, TEFIZIXRIC
BRSO TLESL., EHD DB, R T HETS
OMB100DTAVICHE->TLESHEH -
f=o 1&ERT 2 —VIFES,
FILETIEMNOTEFUT R R AT ILIN L
EIVHIRTHEIELI—T 1T BEO24E1%
PIBEREL STV, ELVSDIETTYRNS
— VI ZEEFLURICBRE SN TV =D T,
BN AN ERMICHAL TOGBRIEDHA
SINEEERTH A, fAIES X TLA DL
BRIZKYER DR—HIL & BE5EE D Bial
DR TEENLTH S,




FRETS magazine June 1984

The instrumental format of Shane and
Reynolds playing consonant, yet
differently voiced, rhythm to Guard's
guitar/banjo fingerpicking up and down
the neck remained the same, but got
much, much tighter.

Although Guard never considered his
banjo picking as more than adequate
during his Trio days, he was really one of
the most inventive and versatile players
of his time. Like his mentor Pete Seeger,
Guard employed a more melodic
approach to the banjo, almost as an
extension of his guitar playing, although
he was well versed in three-finger Earl
Scruggs and ftraditional frailing styles.
"Corey, Corey" from the "At Large" album
displays some fine frailing work, while
"Remember the Alamo" demonstrates
his melodic use of the instrument. Guard
was also a fine steel-string and classical
quitarist, but it is difficult to categorize his
guitar work because he was a student of
many genres and styles of playing,
borrowing freely from any and all to fit the
instrumental needs of the Trio.

What also surfaces from both "At Large"
and "Here We Go Again," and the Trio's
follow-up album, is the unwavering
accuracy and feeling of Bob Shane's
rhythm playing. There are probably few
rhythm guitarists of the folk era, both
amateur of professional, who have not
learned some elementary lessons of
timing and taste from listening to Bobby
Shane. His rhythm playing is the
foundation upon which The Kingston Trio
sound has always been built, and Shane
has never missed a beatin 27 years.
Unlike Guard, Shane had an unstudied
approach to playing, viewing his guitar
work as simply a support to his major roll
as a singer and entertainer.
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"People are always concerned so much
with who plays the best licks," he says. "I
was raised learning to play the guitar as
backup to my voice. | was singing the
lead. | didn't need to play it. Just give me
three or four chords and a capo and I'm
happier than hell; | can learn the more
difficult things if | need to, but playing
difficult things just because they're difficult
is really something that doesn't jazz me."
"I would tell people that you should use
an instrument for whatever it is that you
want to use it for, and don't be
embarrassed by it. | was embarrassed
for years because | don't feel | played a
lot of guitar, but now | realize | do play a
lot of guitar with my right hand,
rhythm-wise."

Interestingly enough, it was Shane who
taught Guard his first guitar chords in
Hawaii, and Shane's modestly towards
his playing really belies its depth. From
the jazzy chord phrasing of "Scotch and
Soda" to the precise bass runs of "Blow
Ye Winds," Bobby Shane was right on
the note. It might not have been difficult to
play, but it would have been impossible
for anyone else to duplicate. Shane also
played banjo in the Trio, his technique
limited mostly to strumming with a
flat-pick ("When the Saints Go Marching
In") and single-note picking (the intro to
"Worried Man.")

Of the three trio members, Nick Reynolds
perhaps displayed the greatest individual
growth during this period. From the
outset, it was Reynolds' harmonization
that made the Trio work. Shane and
Guard were polar opposites, both vocally
and personality-wise, and  without
Reynolds as the musical and emotional
"middleman" the Trio simply couldn't
function. It's often been said that it is Bob
Shane's distinct baritone that defines the
classic Kingston Trio vocal sound.
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In truth, it is Shane and Reynolds
together that defines it, a combination
that allowed the Trio to continue after
Guard's departure in 1961.

Beginning with "M.T.A." on the "At Large"
album, Reynolds began to make his own
mark as a soloist within the Trio, and
every album thereafter contained at least
one Nick Reynolds showcase cut. Many
Kingston Trio buffs consider "Hobo's
Lullaby" from the 1964 album "Time To
Think" to be the finest Kingston Trio
performance ever recorded, based
largely on Reynolds' highly-moving solo
vocal. He also was responsible for the
vocal "turnarounds" (or "inversions" as he
calls them) that became a Trio trademark
on the endings of their faster songs, a
technique Reynolds applied to the Trio's
arrangements after years of listening to
the work of jazz bandleader Stan Kenton.
Instrumentally, Reynolds' 4-string (and
later 8-string) tenor guitar continued to fill
out the basic rhythm guitar to fill out the
basic rhythm of Shane's D-28. It was his
conga and bongo drum playing, however,
that really came to the fore at this time.
No longer were the percussion
instruments simply used as stage props;
Reynolds was playing in earnest, and
such songs as "I Bawled," "Bimini" and
"Tanga Tika/Toreau" (from "Sold Out")
demonstrate just how skillful a player he
had become. Reynolds says he learned
to play congas by "hanging out in bars in
Tijuana," but he was also professionally
exposed to some of the top conga
players of the time as well. "Coo Coo U"
one of the least-known and most bizarre
Trio tunes ever recorded, featured the
Jazzmen Mongo Santamaria and Willie
Bobo. Above it all, Reynolds established
himself as the Trio's brightest star, the
voice and personality that everybody
dug:
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"Clearly the best entertainer in the Trio
and one of the best natural musicians |
have ever worked with," as John Stewart
described him years later.

From a commercial standpoint, the
Kingston Trio successfully exploited all
segments of the record-buying market.
With each new Trio album entering
"Billboard's" Top 10 Chart, a Trio 45
single was receiving heavy airplay on
pop, country and, in the case of "Tom
Dooley," even R & B stations. Their
appeal seemed universal, prompting
"Life" magazine to feature the Trio on
their August 3, 1959, cover. In both the
"Billboard" and "Cash Box" trade
magazine polls, were voted "The Best
Group Of The Year For 1959" by the
nation's disc jockeys. The Ballroom
Operators Of America awarded them
their "Best Show Attraction Of The Year"
award as well. They also picked up two
Grammy awards: one for "Tom Dooley,"
and one for being voted "Country And
Western Vocal Group of 1958."

Of all the audiences the Trio performed
for during their many cross-country tours,
none was more enthusiastic and loyal
than the college market. The Kingston
Trio was theirs; the embodiment of the
collegiate good-time ethic. Dave Guard
explains the attraction: "The freshmen
think that the seniors are hot stuff, but
who do the seniors look up to? We were
one of the first groups to come out of
college and do our own thing. When we
graduated, we couldn't face the prospect
of putting on suits, so out of sheer panic
we clung together and invited something
to do out in the cold world. To tell you the
truth, we were getting as much out of
them as they were getting out of us. We
were always in contact with college kids,

going out to these parties after the shows.

It keeps us in touch."
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The Trio also made it financially feasible
for just about any college or university to
bring the act on campus. In fact, The
Kingston Trio pioneered the concept of
the 'free' college concert that is still used,
to some degree, today. Instead of having
the college pay the Trio's $5,000 out of
the student body fund (the usual source
of funding for a top attraction,) the Trio's
promoter would cover the guarantee.
The college would provide the auditorium
(rent free,) charge admission, and turn
over 75% to 80 % of the gate to the
promoter, keeping the remainder. Of the
amount given to the promoter, the Trio
would take 50% to 75% wit bigger
colleges earning bigger percentages.
Everybody involved made out well. The
college got the top show business act in
the country for next to nothing, the Trio
and the promoter got paid, and, perhaps
most importantly, an already strong
college record buying market was
reinforced. Unlike the deals of today,
there were no complex rider clauses in
the Trio's contract. All they needed was
one microphone, one big long table upon
which to place their instruments, a pitcher
of water, and three glasses. Nothing to it.
The Trio would be met at the airport in
the afternoon, taken around to the local
radio stations, do the concert and party
afterward at whatever fraternity house
had arranged the best bash. Of the 328
days the Trio spent on the road in 1959,
more than half of their dates were
colleges and universities. "We were tired
all the time." Says Guard of the touring
days, "but it was a great way to see
America."

Because of the large number of
one-night stands they were working, the
Trio would often charter a small plane to
get to gigs which on one occasion nearly
cost them their lives.
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Following an appearance at Vanderbilt
University in Nashville in March 1959.,
they boarded a six-passenger Beechcraft
Super 18 for a flight to South Bend,
Indiana where they were scheduled to
appear at Notre Dame University,
Midway through the flight, they ran into a
blizzard. Then the plane's electrical
system failed. AImost simultaneously, a
fire extinguisher exploded under Dave
Guards seat, adding to the already high
anxiety, With no radio, the pilot John Rich
brought the aircraft down to barn-top
level, looking for road signs and a place
to land. Spotting an open field, Rich set
the plane down, skidding past frozen
dressed turkey carcasses left in the open
cold. He stopped within feet of a fence
that would have torn the Beechcraft
apart.

"This happened just a few weeks after
Buddy Holly and those guys got killed in
a plane crash," recalled Guard, "and |
remember going in for the landing saying,
This one's for the Big Bopper!" It was
Friday, March 13, 1959, but luck was
definitely with them. Collecting their
instruments and baggage, they headed
for the nearest grocery store, guzzling
down two six-packs of beer each and
driving on to Notre Dame which turned
out to be the highlight concert of their
career. "It was great to be alive," said
Guard. "Here we'd gone from nearly
being kiled to getting the greatest
audience reception we'd ever
experienced. We walked onstage and
the cheering was deafening. We
announced to the crowd that the only
reason we were alive was because we
were playing Notre Dame on a Friday. It
was like going from the darkest to the
brightest moment in your life in the same
day."
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Playing for such big crowds did more
than just build their egos. According to
Guard, it had a tremendous impact on
their musical delivery. "What really
changed our style was playing for 7,000
people in the fieldhouse at the University
of Oregon. It was so big, with so many
people, nobody could hear us. On the
early albums, there was a lot of
accelerando and nervous energy. That's
fine if you're sitting in a small club where
you're close to the stage. But if you're out
in a big audience, the sound just blends
together and nothing is clear. We had to
take it from the way we were hearing it on
stage and put it in a form that could be
heard by everybody. To do this, we had
to slow down the tempo of everything the
songs, the jokes, the instructions. That
went a long way toward making things
more musical; we extended it to big,
round movements, making it easy for the
fat lady to dance to, rather than the
mosquito."

To the outside observer, it seems
remarkable that the quality of the Trio's
recordings continued to rise. For Guard,
Shane and Reynolds, it was getting
tougher and tougher. After the "Here We
Go Again" album, the Trio began to run
dry on the supply of quality material that
had characterized their previous albums.
"We got out craft sky high, if not
inspiration," Guard said, "A lot of the later
stuff just didn't grab our hearts. Capitol
kept pushing for more albums, it kind of
got reduced to picking songs on the
basis of whether they sounded like a
Kingston Trio song. Nick was always
making a list of songs we might sing, we
were going into sheet music stores
looking for things; | started putting songs
together -- take a verse from here, a
chorus from there -- creating new stuff."
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'A lot of the later stuff just didn't grab
our hearts'

"We had gotten it down to a formula,"
adds Reynolds. "Every Kingston Trio
album would need an opener or a blaster;
we need a closer; a Bobby Shane tune; a
Dave Guard original we pretty much had
it all laid out before we went into the
studio. They were mostly head
arrangements. Sometimes David would
write out the parts for Bobby and I, and
put them on tape, and I'd listen to them
while | was in the darkroom or doing
something else at home. When we got
into the studio, Bobby and | had our parts
down. See, | could harmonize with Bobby,
we were together, and sometimes we
wouldn't even know what Dave was
going to sing until we got in there. Dave
would say, I'm working on my
instrumental now; you guys get your
parts down and do the song, and I'll just
do my part when it's time; | know where
my verse come in. And when he'd do the
song, his harmonies were just killers. If |
sat down and listened to the things |
haven't listened to in years, | would say
God, it's David, his killer harmonies, he
had a great ear."

While such albums as "Sold Out," "String
Along" and "Make Way" may have been
recorded under pressure, they are
nonetheless filled with superb
musicianship, containing some of the
Trio's most interesting instrumental work.
From "Sold Out," also recorded in New
York, there's "EI Matador," "With Her
Head Tucked Underneath Her Arm," and
"Farewell, Adelita" to appreciate. "String
Along" offers even more to savor: "Buddy
Better Get On Down the Line" is a
rousing interpretation of a traditional
Public Domain song;
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"Bad Man's Blunder" (written by Cisco
Houston and recorded by the Trio to pay
Houston's hospital bills during the last
months of his life) is the Trio at its
comedic best; Ray Charles' "Leave My
Woman Alone" showcases Guard's
terrific guitar and vocal versatility;
"Tomorrow" and "Tattooed Lady" (learned
from Reynolds father) are delightful bits
of wordplay nonsense. Even "Make
Way," which Bob Shane considers their
most brilliant filler album, has its high
points such as "Bonnie Hielan Laddie,"
and Guard's banjo work on "Blue Eyed
Gal' and spirited vocal on "Speckled
Roan."

Perhaps the most musically ambitious
album recorded by the Trio is one of the
least known, "Last Month of the Year,"
their only Christmas album withdrawn by
Capitol  after disappointing  sales.
Recorded in 1960 between shows at the
"Ambassador Hotel" in Los Angeles, the
album represented an attempt by the Trio
to get back to the quality of the material
and arrangements that each member
found personally satisfying.

Although filled with traditional carols and
adaptations of Christmas legends from
Europe, England, and America's deep
south, "Last Month" is not a traditional
Christmas album in the popular sense.
There are no Rudolphs or Frostys, which
may explain why it never caught on. It
was okay for the Trio to expose America
to exotic music, but just don't mess with
Christmas.

"It wasn't your standard Christmas
album," Reynolds says, "That's why we
called it "The Last Month of the Year." It
was a pretty complicated little album,
some very intricate stuff. We all had colds,
and it affected the timbre of our voices;
listen close, you'll hear it. Dave brought in
a lot of the Arrangements with stuff like
bouzouki instrumentation;
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Buckwheat (David Wheat, the Trio's
bassist) played some  wonderful
gut-string guitar. We really worked hard
on that one, laying down a lot of the
instrumental tracks before we did the
vocals, working on harmonies over and
over. David was responsible for a lot of
that album, but we all brought things in.
My son had been born, and | did a few
songs that were aimed at that very
personal thing. Musically, it came off very
well; it just didn't sell."

Considering the profitability of the Trio's
concerts, endorsements, records and
publishing interests, one
less-than-successful album hardly made
a dent in their finances, that eventually
led to the dissolution of the original
Kingston Trio.

In October of 1960, Frank Werber and
the Trio discovered a sizable discrepancy
in their publishing account. Shane,
Reynolds and Werber, while not liking the
situation, were hardly alarmed. "The
publishing money was like a bonus to
us," says Reynolds. "What was missing
was like a drop in the bucket compared
to what we were earning. All of the funds
were accounted for, incidentally, interest
included." Guard, however, was furious. It
was just one more irritant in his growing
discontent over the financial and musical
direction of the Trio. At the heart of it was
a basic difference in personalities and
viewpoint, primarily between Guard and
Shane.

Although Dave and Bob had grown up
together in Hawaii, and had been friends
since high school, they were vastly
different people. Guard was a brilliant
man, intellectually curious and studied in
his approach to everything; an
experimenter who wanted to push the
Trio to new heights of instrumental and
vocal achievement.
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Bob Shane is naturally gifted, born with a
voice and personal magnetism that
cannot be studied and learned ("On the
natch," as Reynolds put it.) He saw no
need to disturb what he considered to be
the already perfect formula for success.
He probably was right. Guard's
intellectualism combined with Shane's
and Reynolds' personal warmth made
the Trio musically interesting without
being standoffish. Reynolds stood
squarely in the middle in terms of ability
to view the situation objectively, but he
sided with Shane emotionally. Today, he
is the most objective of the three in his
assessment of the situation.

“I'm probably in the best position to
comment on it, 'cause I've got no ax to
grind," he says. I'm not professionally
involved in the music like Bobby is, or
emotionally involved like Dave might be.
Basically, David wanted to take it on to
another level. Bobby and | were just
hangin' out, having a good time. We were
happy with the format and working way
too hard to consider sitting down and
learning how to read music. So much of
what made us successful was that it was
a 'natural' kind of energy, and wouldn't
have worked if it were studied or
experimented with. It was spiritual, not
scientific.

"We were kKilling ourselves as it was with
the work, and David was insisting that we
take lessons. He was also upset about
the publishing ting, and didn't think
people were taking care of business, and
he became dissatisfied with everything
from photography to the management. It
might have been an overreaction on
Dave's part, but | believe that he honestly
wanted to take it to a higher plane; he
was studying more and getting into the
mathematics of musicology,"
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"I just felt we should keep on pushing to
learn all kinds of instrumental techniques
and keep getting better every week,"
Guard told interviewer Bruce Pollock. "I
told them we had a responsibility to fans
to be good musicians and that we should
all take lessons to improve our stuff."

Of the split, Shane says only this: "Dave
was right sometimes, wrong at others.
The Trio to me has always been three
people doing things together. Without
that constant friendship and trust -- that
constant thing together -- there was no
sense going on working together."

In talking with the three today, one
senses that despite the hostilities of the
past, there is a genuine respect and
affection among them. Again Reynolds is
the most candid on the subject, saying
that "a lot of the stuff from the past is now
just bull. David is as good and decent
and talented a man as you'll ever find,
and Bobby and | will always be brothers."
So ended the first Kingston Trio. After the
release of a final album, "Goin' Places,"
and the meeting of several tour
obligations, Shane and Reynolds set
about forming a second -- and totally
different -- Kingston Trio with John
Stewart.
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TRIO INSTRUMENTS

Shane’s customized
double-pickguard D-28 became a
trademark instrument for (the
Kingston Trio in the early '60s

Perhaps no other group in the history of
American music has done more to
popularize the acoustic guitar and the
5-string banjo than has the Kingston Trio.
In the original group, as with the two trios
to follow, the Martin guitar remained the
staple instrument for concerts and
recordings.

Although Bob Shane is pictured holding a
Martin 000-28 on the cover of the Trio's
first album, he never owned or played
one with the group. His main instrument
was the archetypal dreadnought, D-28,
the first of which he purchased from
Bergstrom Music in Honolulu for $180 in
1956. All other Trio D-28s, and there
were many, were purchased from
Harmon Satterlee of Satterlee-Chapin
Music in San Francisco, or from Sid Hiller
of Columbia Music, also in San
Francisco.

Actually, Shane's first instrument was a
Martin ukulele. He graduated to a
Silvertone 4-string tenor guitar sold to
him by George Archer, a popular writer of
Tahitian music.
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Throughout the early Trio days, Shane
used heavy-gauge D'Angelico bronze
strings on his guitars. In 1963, Harmon
Satterlee, who did all the repair work in
the Trio's instruments affixed two large,
black pickguards to one of Shane's
original D-28s, making it a Shane
trademark of sorts among trio fans.
When asked what prompted the
modification, Bob laughingly replies, "A
lot of scarred wood." Shane had picked
up the Idea from Stan Wilson, another
San Francisco folk singer (who had
picked it up from Josh White), as a way
of preventing a complete wearing
through of the top due to heavy usage.
Satterlee was also to build a custom
12-string for Shane featuring a large
Guild-like body, wide neck, and a mother
of pearl bat with ruby eyes. This guitar,
which Shane refers to as "The Bat Wing
Guitar," is owned by a private collector in
San Francisco; his original D-28, with the
wide pickguards, is owned by his
brother-in-law. Shane also owned and
played a Vega long-neck, 5-string banjo
in the Trio.

Nick Reynolds was also raised in the
Martin tradition, owning Martin ukuleles
from childhood. "Martin was 'the' ukulele,"
says Reynolds. "In my family, it was the
epitome, and they were pretty serious
players. My father had Martin guitars, old
ones, in fact he had an old New York
Martin that | still have. In the Trio we
consider Martin real tough workhorses,
like the Porsche, they just don't break
down. And the way we used to beat 'em
and thrash 'em there was no delicacy
involved." Reynolds first played a Martin
0-17T tenor purchased from Harmon
Satterlee. This guitar #38023, was built in
1929 and was used by Reynolds on
many of the early Trio albums.
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In 1961, Reynolds had it converted to an
8-string model by Harmon Satterlee who
replaced the neck and bridge, removing
the pickguard and refinishing the
instrument at the same time.

Beginning in 1959, Reynolds added a
Martin 0-18T to his road and recording
instrument  collection, although he
continued to use the 2-18T occasionally.
Nick presently has two 0-18Ts, one of
which has also been converted to an
8-string model; the other Serial #191378
(1963) remains stock with the exception
of Grover Rotomatic machines. Reynolds
used a thick felt ukulele pick for playing
the 4-string tenor, and a flexible plastic
pick for the 8-string.

Dave Guard's first guitar was a Martin as
well, a small mahogany-bodied six-string
model purchased when he was 16. For
his guitar work in the Trio, Guard
occasionally used a D-28 and more often,
a Martin 00-21. He also owned and
played a Velasquez classical made for
him in New York. While Guard is high in
his praise for Martin ("nothing else came
close"), he is equally quick to praise
Gibson, own both a Gibson 12-string
guitar and a Mastertone banjo. "We were
playing in a show with the Everly
Brothers, and | really liked those jumbo
Gibsons they were playing," he recalls
"So | asked Gibson to make me a jumbo
12-string, using the same body as the
6-string models the Everlys were playing.
| think it's the first Gibson 12-string made,
because the neck was way off, | had
Harmon Satterlee re-make the neck and
it's been a terrific guitar since then. You
can play it 10 hours a day and it still stays
in tune."
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On the first Kingston Trio album, Guard is
pictured playing a Stewart banjo. This
was given to him by Nick Reynolds'
father, and remained Guard's recording
and concert banjo until late 1958 when
he purchased a Vega Pete Seeger,
long-neck, 5-string model directly from
the factory. Guard says the change to the
Vega long-neck was because he wanted
to play in lower keys. When he first
began playing the banjo in the Trio,
Guard was using only a thumb-pick and
his fingers; he later switched to two metal
fingerpicks. -- William J. Bush
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