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The production 1is of superior quality, and one can almost
imagine the pieces as actually sounding this way in their
original performances in the 1920s. Indeed, Brozman states
this as his intent: "On Big Boy Stomp I've tried to recreate
the wuninhibited but solid sound of a small-band hot jazz
of the late 1920s--inspired by the K.C. Tin Roof Stompers.”
Brozman, in this sense, brings an additional air of musicolo-
gical merit to Kicking Mule's stable of performers. Snapping
the Strings is a slice of inspired musicality and enthusiasm.

Season of the Dream. Mark Biggs with Jeff Doty and Max
Tyndall. Produced and designed by Mark Biggs. One
12" 33 1/3 rpm disc. 1983. 12 selections, instrumental
and vocal. Kicking Mule Record KM-221.

Vive le Dulcimer! Lois Hornbostel with Ray Ouens, Seth
Austen and Jesse Winch. Produced by Lois Hornbostel
and Seth Austen. One 12" 33 1/3 rpm disc. 1983. 14
selections, instrumental. Kicking Mule Records KM-
235.

Reviewed by John Bendix

The Appalachian (or Mountain or fretted or lap) dulcimer
has become known far beyond its geographical 'home! in
the last 35 vyears, due largely to the national exposure
given to it by performers like Jean Ritchie and Richard
Farifa. Folklorists such as Alan Lomax and Sam Rizzetta
have helped in this process, as have the members of the
"how to build and play it" school like Howie Mitchell.
Such exposure has encouraged dulcimer performers to extend
their musical vision beyond tunes heard in Appalachia,
and the two recordings under consideration here belong
to this new expansion of vision.

Mark Biggs attempts what might be called "fusion-
folk" music by combining jazz and folk elements, "out of
a desire to expand the recognized boundaries and conventional
idiom of the dulcimer" (liner notes). Taking his cue
from George Gershwin, Biggs explores the potential of
the dulcimer by emphasizing plucked and bowed playing
styles, with tunes accompanied by quitar or bass and the
percussive effects provided by bell trees, brass chimes,
and marachas. Most tunes are his own, exceptions being
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provided by Gershwin's "Summertime," the Irish air "Summer-
time Summertime" {can you guess the season of his dream?),
and several Beatles numbers.

Lois Hornbostel, ™a leader in the dulcimer revival"
(liner notes),opts for an international approach, presenting
dance tunes from various European countries, from Korea,
Israel, and Russia, as well as songs and airs from two
American musical traditions. Like Biggs, she uses different
styles of play (strummed, flat- and fingerpicked), and
employs gquitar accompaniment, with her percussion supplied
variously by tambourine, drums, cymbal and bodhran.

In a sense, both albums are products of the folk
song movement of the 1950s and 60s: Biggs opts for the
Farifia approach of mixed musical -elements, Hornbostel
opts for the gee-whiz enthusiasm of the Weavers for foreign
folk music (though regrettably without their political
commitment). The record covers could not emphasize this
contrast more clearly: a painting of a mustachioed Biggs,
standing off-balance with his dulcimer slung between his
shoulder blades, his shirt sleeves rolled up, versus a
photograph of a prim Hornbostel, seated and playing the
dulcimer in her lap, her black, long-sleeved blouse buttoned
to the neck (and under her the subtitle "Colorful Music
from Many Lands Played in Many Ways on the Fretted Dulci-
mer').

Biggs's album, with 1its creative yet dreamy spirit,
is the more successful of the two, particularly when Biggs
plays his own compositions. His wversions of Gershwin
or George Harrison, however, sound more like obsequious
tributes to musical masters than they do like "fusion-
folk." Hornbostel, by comparison, sounds thin and lacking
in warmth or conviction (is this asking too much from
a dulcimer revivalist?), a hodge-podge of tunes unified
only by her presence in each. She does best in American
and Irish material, but her tune descriptions ("one of
the most dramatic melodies I know") reveal a certain inabi-
lity to be anything other than a musical tourist.

As with all Kicking-Mule albums, tab books are available
for these records and a message to this effect is plastered
across the top of the liner notes on Hornbostel's albunm,
while on Biggs's it 1is discretely placed on the bottom.
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While this sales pitch may be well intentioned, the potential
for self-aggrandizement ought to be resisted: the impecu-
niousness of musicians makes it only partly forgiveable.
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