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musician becomes 
a first- call session player for a variety of reasons: 
versatility, creativity, chops, the ability to produce 
a variety of tones and textures, impeccable time, or 
just being in the right place at the right timing. The 
top-tier session wizards can walk into a recording 
studio, take out their instrument, tune up and con
jure up the perfect, grooving, complementary, killer 
part that elevates the music rhythmically, texturally 
and artistically. With the studio meter running, the 
best of them can do this reliably, again and again. 

It's a rare skill, but even rarer still is being able to 
do all that while also being able to walk onstage at 
a live gig with most any band and quietly, perfectly 
complement the music or tear off the roofwith an 
improvised solo across musical genres in virtually 
any situation. 

Whether it's singer/ songwriter confessional, blue
grass, folk, rock, blues, New Orleans second line or 
Western swing, steel guitarist Cindy Cashdollar does 
it all handily. It doesn't hurt that she has the reputa
tion of being one of the friendliest, nicest people 
in the music business. In reviewing her long career 
it's hard not to name-drop-her resume includes 
recording and gigging with Bob Dylan, Van Morrison, 
Ryan Adams, Asleep at the Wheel, Levon Helm, Rick 
Danko, Leon Red bone, Happy & Artie Traum, Marsha 
Ball, Dave Alvin, Redd Volkaert, Albert Lee, Sonny 
Landreth and on and on-the full list could easily fill 
this page. 

But for all her natural talent, this level of musi
cianship didn't happen overnight. Cindy spent 
decades honing her skills through good, bad and 
indifferent gigs, touring across the country, and 
woodshedding like a banshee. And it all paid off
today she's renowned worldwide for her tone, taste 
and innate ability to make whatever music she's 
playing sound better than it sounded before she put 
her bar to the strings. 

We've been friends since I first interviewed her 
n years ago, so I relished the chance to catch up with 
Cindy to find out what lessons she's learned from all 
these great musicians with whom she's collaborated. 
But first, the elephant in the room. Cindy's most 
frequently asked question is whether Cashdollar is 
a stage name. Spoiler: it's not. 

Fretboard Journal: Cashdollar is such a distinctive 
surname. What have you found out about its origin? 
Cindy Cashdollar: Researching it is going to have to 
be the thing to do when I retire. The Dutch and the 
Mohawk Indians were the two main groups of early 
settlers in the Woodstock, NY area, where I grew up. 
A lot of the old family pictures we have show people 
who look Native American, but my mom's side of the 
family is Lithuanian and German. 

I was on the road years ago with the Mavericks, 
who introduced me to their bus driver, Robert Cash
dollar. He'd grown up on the Mohawk reservation 
near Woodstock. But who knows? I feel weird about 
it sometimes because people don't believe my name 
is real, but at least they remember it. 

FJ: Let's talk a bit about your early career in 
Woodstock. 

CC: At a very young age-about n-I took folk 
guitar lessons with Billy Faier, and later, country 
blues lessons from Rory Block. I'd listen to John 
Fahey recordings, which had a fair number of open 
tunings, and attempt to play along using a bottle
neck-especially that one record he did called Of 

. Rivers and Religion. When I was 19 or 20, I was wait
ressing at a small Woodstock club that hosted live 
music and I heard Ron Sutton, a local musician who 
played Do bro. I became captivated by the sound and 

Cindy Cashdollar playing one of her more recent acquisi
tions, a six-string Lap King steel with Lollar pickups, built 
by Jason DuMont. "It's got such a big, sustainy sound 
with an amazing bottom and shimmery top, " she says. 
" Much like the Asher, it's just a well-balanced guitar." 
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"It was like Noah's Ark-there were 

two of everything." 

asked him for lessons. He wasn't teaching, so he 
referred me to his teacher, Charlie Ferrara. 

FJ: What was it like studying with Charlie? 
CC: I studied with him for about a year. Charlie 

worked at a cement plant outside of Woodstock. 
He was a really gifted multi-instrumentalist. He had 
these big "working man's hands" [laughs]. Charlie 
had this old Gibson cutaway that he'd bring over 
to my house and play backing rhythm-the most 
incredible rhythm guitar. He'd bring over records by 
people like Josh Graves and Bashful Brother Oswald
all these old recordings. He played the most beauti
ful Hawaiian style and wanted to teach me that, so 
we worked on that for a while. He'd always say, "Put 
some pineapple juice on it!" and get all excited. 
He was trying to convey the vi be and the touch of 
Hawaiian music. 

But after doing that for a while I said, "I like the 
Josh Graves stuff; I want to play fast!" So we started 
working on bluegrass. He was a wonderful teacher 
because he'd really teach the emotion that went into 
the playing. He'd always tell me, "Dig into it! Get 
your hands in there-dig in there! Don't just go 
through the motions of playing these runs I've 
taught you, put feeling into it." 

That was so important to relay to a beginning 
player- not just how to do something, but the feel 
that the genre of music required. He taught me you 
have to have command of the instrument and put 
emotion into what you're doing. That was a very 
important lesson for me early on. 

"I use this guitar tuned to C 6th with Johnny Nicholas," 
Cashdollar says of this imposing Sierra single-eight lap 
steel. "I travel a lot with it if just one neck is required. 
It's a lot heavier than I wish it was, but it works great if 
I don' t need multiple tunings." 

FJ: What were some of your first experiences of 
playing professionally? 

CC: The first band I was in was an all-female band 
called Whisky Before Breakfast. I was such a begin
ner that I probably shouldn't have even been playing 
with them. I played Dobro on some songs, and I was 
still playing guitar at the time. I can't remember if it 
was a Strat or a Tele. An electric guitar and a Dobro 
is a very weird combination, but that's what I did. I 
had no idea what I was doing. 

FJ: For the sake of brevity, let's compress your 
musical resume a bit. You played bluegrass for five 
years playing with guitarist John Herald of the 
Greenbrier Boys. Being with Herald gave you a 
chance to hone your chops and opportunities to sit 
in with local bluegrass bands and seasoned players 
like Bill Keith, Pat Alger, Happy and Artie Traum and 
many others. 

C C: Yes, Woodstock was such an amazing place 
with all these superb musicians and they all lived 
there. I saw Van Morrison in Woodstock when I was 
n years old and ended up playing with him decades 
later; same with Dylan. 

FJ: So it's safe to say that these early experiences 
had a big influence on what you play today. Who else 
stands out in memory? 

CC: I met Rick [Danko] and Levon [Helm] at a 
New Year's Eve party, started jamming with them 
and then joined their acoustic band. I had heard the 
Band's music but had never played it before. Levon 
had an injury at the time. He was practicing for a 
movie part and accidentally shot himself in the side. 
Why he was practicing with a loaded gun is beyond 
anybody. That's also when I met Paul Butterfield. 
Playing with Rick, Levon and Paul was the start of 
another mindset. I had just left John Herald's band 
and musically, my head was still in bluegrass-want
ing to fill every available space with lots of notes. It 
was Paul Butterfield and Rick Danko who'd always 
say to me, "Less is more." It was really educational 
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Cashdollar's very first resonator instrument is this 
Dobro Model 27. "It's got that old authentic sound 
that 's so unique and immediately identifiable," she 
says. When touring, she typically plays a newer 
Beard Mike Au ld ridge model. 



Cashdollar traded in a Remington triple neck for this double-neck 
Steel master. This instrument has George L pickups wound to 
Fender' s old String master specs . "It's a great steel to trave l with, 
because both the guitar and the legs are so lightweight," she says. 
" I'm never charged for baggage overage with that guitar." 

to hear that because it made me p lay differently, 
made me realize the value of melody without filling 
up all the space. Getting the chance to play with 
them and get guidance from them was a real 
education. 

FJ: Were you playing solely acoustic with them? 
CC: Yes, until Levon put together an all-electric 

band called the WoodstockAll-Stars in the mid-'8os. 
My Dobro just wasn't cutting it for that band, espe
ciallywith the pickups available at that t ime. 
I just couldn't get enough gain to cut through two 
drummers and this huge electric band. So Levon 
lent me his Melobar, which had lots of strings on it. 
[Melobars are unique and eccentric electric steel 
guitars that were made by Smith Family Music from 

the late 196os through the early 2ooos.] I couldn't 
figure it out, so I took all the strings off but six. Rick 
Danko had an old Roland Jazz Chorus amp I used 
with it, so you can imagine how hideous that setup 
sounded. We would play two -hour sets and that 
thing was so heavy! 

The last time I played with Levon before he died, I 
went to one of his Rambles and I saw it sitting in the 
green room with those six strings still on it. Jimmy 
Vivino was part of the Midnight Ramble house band 
for quite a while, and I think it was Vivino who 
noticed it sitting on a stand in the green room and 
picked it up: "Oh my God, a Melobar! I haven't seen 
one of these things in a long time. What idiot took off 
all the strings and only left six on it!" I didn't con
fess! That was my first electric steel experience. 

After that, I finally got a lap steel- I think it was a 
Leilani [an inexpensive six-string lap steel manufac
tured byMagnatone in the 1950s]. 

FJ: Despite your growing reputation on electric 
steel, you never abandoned acoustic playing. You've 
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told me that Mike Auldridge was a particular hero 
of yours. What was special to you about Mike as a 
musician and as a person? 

CC: My earliest memories of Mike were at the blue
grass festivals that I played with John Herald. Jerry 
Douglas is incredible, too, and I love his playing, but 
there was just something about Mike's playing and 
his sound that really hit home for me. It was sophis
ticated but raw at the same time, with so much feel. 
Mike's touch was elegant and smooth but he had so 
much fire when fire was required. 

He was always very patient, sweet and helpful 
whenever I stopped him to ask him questions at the 
festivals. It was his Eight String Swing record that 
got me experimenting with swing tunings on Do bro, 
and eventually getting a steel. It was a thrill when he 
played on my Slide Show CD. Here was the person I 
so admired right in front of me. Mike, along with 
Jerry Douglas and Tut Taylor, are still big influences. 

FJ: Ray Benson gave you your first opportunity to 
play eight-string console electric steel with his band, 
Asleep at the Wheel. Did you have to learn to swing 
after previously playing mostly rock and bluegrass? 

CC: No, because after playing with Rick and 
Levan I spent five years with Leon Redbone. Leon 
wanted very simple melodic playing with a swing 
feel, and it was also my first experience playing with 
horns. Even though his genre wasn't Western swing, 
I was familiar with it since I'd heard it in Woodstock 
and on records, so there was no issue at all in feeling 
the music-the swinging part was easy. With Asleep 
at the Wheel, the challenge was joining a new band 
while trying to learn an instrument that I had just 
kind of been fooling around with. I now had to play 
harmony parts because the fiddle, the sax and the 
steel all created a horn section, so there were dis
tinct parts and lines that had to be learned. It took a 
long time to master the touch on electric steel. I 
always liken it to going from a manual typewriter to 
an electric typewriter. 

FJ: Beyond playing specific intros, outros, and 
parts with the band, did you have much freedom to 
improvise your solos? 

CC: As far as improvising, you couldn't ask for a 
freer band. Ray Benson encouraged improvising. 
That's what was required, wanted and expected. You 
had this great music and an amazing band and you 
could pretty much do anything you wanted within 
that Western swing spectrum and have the support 
of great piano, fiddle and horns. It was yet another 
great learning experience. 

FJ: Let's talk about Bob Dylan's 1997 album, Time 
Out of Mind. What do recall about those sessions? 

CC: Dylan recorded Time Out of Mind at several 
different studios, but I was at the sessions he did at 
Criteria Studios in Miami. It's a very famous studio; 
the Bee Gees and Aretha Franklin recorded there. It's 
a room with a high ceiling and we had a lot of musi
cians all set up together. It was like Noah's Ark
there were two of everything. I immediately under
stood, hearing the sound of that room, that having 
two of each instrument made for a really lush sound. 
Daniel Lanais was producing and he and Bob were 
going for a kind of blanket of sound behind the 
vocals. Listening to the CD after it was released took 
me right back to sitting in that room. It doesn't 
always happen, but the sound of that room totally 
transferred to the CD; it sounded just like that room. 

Dylan was very in tune with the steel, its history 
and what it could do. I did some lick during a run
through tune and he said, "That's a Don Helms thing." 
He would try songs in every key before settling on 
the final key. I was impressed with his range, and it 
taught me that, okay, songs can have a perfect key. 

FJ: Like Dylan, you first met Ryan Adams through 
a session call, for his Cold Roses project ... 

CC: That's right. I got the call to do Cold Roses 
with Ryan Adams and the Cardinals. I'd been a huge 
fan of his songwriting for a long time, so I was 
thrilled to get that phone call. I played both eight
string and lap steel. There were a lot of atmospheric 
roles for the steel, as well as solos. It was very inter
esting to watch the songwriting process, because 
Ryan is such a genius songwriter. He'd finish writing 
a song and then we'd record it immediately. He had 
a definite sound in mind for the CD and for the steel 
guitar. To get the sounds that were needed I had to 
use more effects than were on my pedal board at the 
time. Those sessions were among my most favorite 
recording projects I've ever done. 

FJ: You also toured with Ryan? 
CC: Yep. Touring behind that CD was great. We 

played unique, historic venues, like the Ryman 
Auditorium in Nashville. Ryan called me a couple 
of years ago to come to L.A. to record for Judd Apa
tow's movie This Is Forty. We did a live music scene 
in the movie and we're also on the soundtrack. We 
also did a fun trio gig on Conan O'Brien's show, 
just me, Ryan and Don Was on bass. The three of us 
also played Royal Albert Hall in London with Ethan 
Jones on guitar, Benmont Tench on keyboards and 
drummer Jeremy Stacey. Playing Albert Hall was like 
playing inside some gigantic, beautiful Victorian 
birthday cake. 

FJ: Another tour you did in recent years, with 
Dave Alvin, got a lot of attention because he used an 
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"The more you open your mind to different 

genres of music and the more you experience 
them, the more that you're able to do." 

all-female backing band. Both the tour and CD were 
called Dave Alvin and the Guilty Women. At the time, 
some people questioned whether this was just a 
marketing gimmick. 

CC: Yeah. "What's going on here, Dave Alvin and 
his concubines?" somebody asked! Actually, Amy 
Farris, Dave's longtime fiddle player, had passed 
away and he was very distraught and needed to do 
something different. It turned out to be a nice 
change for Dave. He still rocked out, but it gave him 
a chance to do more of the singer/songwriter side of 
things. Dave is a very giving, generous person at all 
times, whether you're on the road or on stage. He 
cared about our comfort on the road and he knows 
everything about California. If there was extra time 
on the drive between gigs, he'd take us to see the 
redwoods or point out cool things along the way. 
Onstage, he would always find the right place to put 
you Within the song; he knew where to place people 
musically and vocally to make it all work. It was nice 
to watch someone who was taking on a totally new 
sound and doing such great things with it. We had a 
great run. 

FJ: What about Johnny Nicholas? Your playing 
seems to fit his music like a glove and, from the last 
gig I witnessed, audiences really appreciate your 
solos. How do you view your role in Johnny's band? 

CC: I love playing with Johnny 'cause I don't have 
a role. We just seem to fit. We both like the same 
kind of music and the same kind of dynamics, plus 

Cashdollar's Terraplane -44 Special is not only a great con
versation piece, it's also a unique tool in her instrument 
quiver. "It's got this zingy tone that really cuts through the 
mix," she says. "I'll often play it live with Johnny Nicholas 
or on sessions because it just sounds so very different and 
can add a lot in a lot of different situations." 

I love his songwriting. I think he writes beautiful 
songs and the band, Hellbent, is such a great band 
to play with. We've been working together so long 
we know when to be quiet and when to lay into it. 

Johnny plays piano, electric guitar, harmonica 
and a rare metal body guitar called the Don model 
[National made Don model roundneck resophonics 
from 1934-36]. So it's a joy to play with him because 
I get to incorporate a lot of the different instruments 
and styles I play. For example, I'll play the baritone 
National Tricone, my Asher and my eight-string 
non pedal because he does so many different genres 
throughout a show- from blues and country to New 
Orleans grooves -yet they all fall under the blues/ 
Americana umbrella. Every time I play with Johnny 
I get lost in the moment of every song. 

FJ: You've also been involved with some unex
pected projects, like Dazz vocal group] Manhattan 
Transfer. What was it like recording with them? 

CC: Manhattan Transfer came to Austin to record 
their record named Swing and they used all these 
different musicians, including Asleep at the Wheel 
on a few tracks. They're such a great, sophisticated 
vocal group, with an incredible leader named Yaron 
Gershovsky, who's their piano player. By that point 
with Asleep at the Wheel, I had been taking music 
theory lessons from the band's piano player and I'd 
learned to read charts pretty well, but when Manhat 
tan Transfer showed up I remember I had to put two 
music stands together to hold all the charts for just 
one song. 

So I sat there glumly staring at those charts. Eldon 
Shamblin was on guitar along with Ray Benson. 
Eldon set up next to me and in rehearsal I could hear 
him change chords on every beat, but it wasn't until 
I saw the chart right in front of me that I thought, 
"Oh my God!" I think that, psychologically, that 
amount of paper freaked me out. But then I told 
myself, "You don't have to change chords every 
single time they do. This is a big chart, but you can 
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make this simple." Learning to simplify within all 
that complexity was the big lesson. 

FJ: We've talked about situations where you 
needed to fit in with lots of other musicians, but over 
the last few years you've often done gigs with just 
one other musician. How would you describe the 
differences between your duo gigs with Redd Vol
kaert and Sonny Landreth? 

CC: Playing with Redd is like having an encyclo
pedia thrown at your head for every solo! He's got 
this vast knowledge of every style ever played on 
guitar. There are just so many different styles of 
music within what he does and so much joy that just 

o~m~ O\\t ofhim,E.v nina egularthree-chord 
country song he's playing all these d ifferent guitar 
styles within tha t sin gle song. So playing with h im is 
like: an 'citin a ping pong m atch. It's very f un .. and 
he's got such a sense of humor and is such a brilliant 
person that it all tends to come out at once in his 
playing. It's like, "Here's a new book I'm throwing at 
you," and I'm tossing it all back to him. 

I've learned a lot from Redd, because it's so inter
esting to hear someone not just encompass so many 
styles but apply them within a single genre like Redd 
does. He's also an incredible rhythm guitar player, so 
when he's camping behind me I feel like I 'm being 
lifted up in huge hands. He supports, he challenges, 
and he makes it fun. And I've never heard him screw 
up ... ever. 

FJ: WhataboutSonny? 
CC: With Redd, I play only eight-string steel. With 

Sonny, I play my six- string Asher lap steel, the bari
tone Tricone or my Terra plane guitar. The challenge 
with Sonny is to take music I knew in my head and 
have it come out physically on the instrument in a 
way that would support him. I'd been a fan of Son
ny's music for years before I ever played with him. 
Sonny's such a powerful player with a distinctive 
style, so the challenge is not to copy h im but to stick 
to my own style, so there's contrast, and to stay out 
ofhisway. 

It's an interesting mix. When I tell people I'm 
working with Sonny, they often say, "Oh God, two 
slide guitarists together?" But when you see the 
show it's not all slide. It's like playing with Steve 
James, who I played with for many years. You have 
an artist who's playing both regular guitar and bot
tleneck at the same time. It's a matter of finding the 
pathways to fit into what he's doing and the chal
lenge becomes to support and enhance without 
cluttering. That's one of the hardest things to do as a 
slide player in general, but particularly in a duet 
situation. With him, I've been learning more and 

more how to play bass lines behind somebody. 
FJ: Another of your more unusual collaborations 

oflate has been with Oliver Rajamani, a native of 
India who now lives in Texas, whose music hops 
across genres with elements of blues, gypsy and 
traditional Indian classical and folk traditions. 
What's it been like playing with him? 

CC: I first got together with Oliver before we were 
to record his CD Texas Gypsy Fire. He came over to 
my house with all these beautiful instruments that 
I'd never seen or played with. So I had all my instru
ments laid out and I thought, "Okay, there's a pro
cess here. First, what is his sound?" 

I chose the baritone National. We started playing 
together and I realized that the voicing of my D 
tuning wasn't working with the scale he was using. 
I asked .hjm about the scale and I thought~ "Oh, it's 
kind of a minor scale." So all I had to do was tune 
the major third to the minor and it worked! As soon 
as I'd retuned, bang! Everything just opened up and 
it was like we'd played together a long time. So that's 
what I mean about experience and education. Your 
ears have picked up on all these different things over 
the years and they just come out when needed. 

FJ: Let's change gears a bit to talk about the 
instruments themselves. For many guitar players, 
lap-style guitar is a very beguiling, mysterious 
branch of the guitar family. For a lot of people who 
are completely comfortable on fretted instruments, 
the notion of playing in open tunings using a metal 
bar and fingerpicks can seem like a real can of 
worms! How do you learn to keep track of and think 
in multiple tunings? 

CC: Ryan Adams used to refer to my steel as "that 
math problem." It's definitely a challenge and it was 
very hard at first. It's a question of mentally shifting 
gears. In the beginning, I would actually visualize 
shifting gears on a car. I still make mistakes. For 
instance, I'll go to the fifth fret when I should be on 
another fret in a particular tuning. I do that a lot 
'cause I'm using four different guitars in a show. It's 
very important to know the neck of the instrument 
in each tuning. If someone stops you and asks you to 
play an F -sharp or aD -flat, you need to be right 
there. The more knowledge you have, the easier it 
becomes to do that. People are afraid of music 
theory, and I was too, but you kind of have to deal 
with it to expand your horizons of playing, just get
ting used to the different sounds and chords and 
how much they can enrich what you're doing behind 
somebody. 

FJ: Do see any inherent advantage to playing lap
style as opposed to bottleneck playing? 
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CC: I think they both have their place. I tried 
bottleneck when I was learning, but never seemed to 
be able to master it. For some reason, it just worked 
better for me playing lap-style. I don't know why. I 
don't think there's an advantage. It's all to do with 
the player and what meets their needs best. If some
one has already been playing standard guitar, then it 
makes sense to play bottleneck, but if someone's 
been playing all things lap, it probably makes sense 
to keep playing slide that way. I think it's a hard tran
sition for guitar players to sit down and start to play 
lap steel, but a lot of people seem to enjoy the sound 
and the difference in the playing approach. 

FJ: What kind of questions do you get from non
musicians when they see you play steel guitar? 

CC: People will say, "What is that? Is that a key
board? Is that a pedal steel?" I think people are more 
familiar with a pedal steel these days due to the 
presence of people like [Sacred Steel icon] Robert 
Randolph. I explain the progression ofDobro to lap 
steel to [console] steel guitar. Guitar players always 
want to know how many strings and what tunings 
are on it. 

FJ: At times, steel guitar players can seem a bit 
stuck in place with endless reboots of tunes like 
"Sleepwalk," "Steel Guitar Rag," "Remington Ride" 
or "Lovely Hula Hands." Do you see the electric steel 
as leading you in a given direction, or is it a wide
open road? 

CC: You can do anything on pretty much any 
instrument. Look at what Jake Shimabukuro's done 
with ukulele-a perfect example of taking an instru
ment and applying it to almost anything. The steel is 
such a lush-sounding instrument, you've got 8-to-10 
strings so you can get all these lush chords and it 
can be applied to many different types of music. I've 
done a lot of different types of things with it, as so 
many other players have. It's just like resophonic 
guitar used to be: stuck in that bluegrass/country 
genre, but look what's happened to it over the years 
because of people like Mike Auldridge and Jerry 
Douglas. As we discussed, I'm taking the baritone 
National Tricone and bringing it to Oliver Rajamani's 
music, which has roots in traditional Indian music. 
So, the more you open your mind to different genres 
of music and the more you experience them, the 
more that you're able to do. The steel guitar's role 
has gone so far beyond just country and western 
swing that its role is just wide open today. 

FJ: Having multiple tunings available on d ifferent 
necks also increases those possibilities. 

CC: Absolutely. I like having two or three necks 
with different tunings at my disposal because the 

voicings are so different within the tunings. Ifl'm 
playing double-neck steel, I use a C6 and an E13 
tuning because there's such a vast sonic difference 
between the two. I can switch back and forth during 
a solo and make the sound more interesting or show 
up at a session with more to offer than just one 
tuning. 

FJ: Where would you like to see the steel guitar go 
in the future? 

CC: I would just like to see it keep going, period. 
I think it's doing just fine. I hear it so much in 
soundtrack work. The Sacred Steel genre is another 
very interesting music that's cropped up from what 
was once a very unknown thing. It was just this tiny 
little seed that no one knew about before that little 
cassette pack [produced by Florida folklorist Robert 
Stone] came out. Once that was out there, it seemed 
to just explode and that little seed of Sacred Steel 
went everywhere. I just played with the Lee Boys last 
year and it was just phenomenal. It's a good example 
of an instrument that jumped out of one genre into 
another. 

FJ: And speaking of genres, 10 years ago you told 
me you had a secret jones to record bossa nova 
music. Has that happened yet? 

CC: Unfortunately, no, but it's still a favorite of 
mine. I think it's a style of music that steel guitar 
could do very well. That combination of jazz and 
classical is just so lush and beautiful. I always get 
such a warm feeling from it. It's the perfect example 
of music that gives you a feeling ofwhere it came 
from. Every time I hear it I immediately think of the 
beach! It's like a sonic vacation. 

My mom was really into it, so that's where I first 
heard bossa nova and I still have her copy of Getz/ 
Gilberta . That record and Chet Baker's Let's Get Lost 
and anything Bill Evans did would be on my desert 
island list for sure. At one point, I tried to work out 
"Desafinado" on the steel. Redd Volkaert and I talked 
about working up a bunch of those songs and doing 
a gig, but we never did. It's still on my bucket list. 

FJ: How would you sum up your entire career in 
music so far? 

CC: I think like any artist and musician, there's 
always the unexpected, and along with the unex
pected, you learn something from everybody that 
you play with. With every challenge that's put in 
front of you, you learn something and you develop 
a style. I think eventually you find out what your 
strengths are. FJ 
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