Dylan, Cash, and the Nashville Cats - Grades 7-12
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Cash recorded Dylan’s “Wanted Man” for his 1969 chart-topping album Johnny Cash at San Quentin. The first two verses and the
chorus are in Dylan’s handwriting on House of Cash stationery. The last verse is in Cash’s hand. Dylan inscribed a message to
musician Marty Stuart and signed his name in the top right corner.

Courtesy of Marty Stuart
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Letter from Joan Baez to Kenny Buttrey, Grady Martin, and the other Nashville Musicians she worked with
on her 1969 album Any Day Now.
Courtesy of Todd Buttrey
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Letter from Joan Baez to Kenny Buttrey, Grady Martin, and the other Nashville Musicians she worked with
on her 1969 album Any Day Now.

Courtesy of Todd Buttrey
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staﬁding 61 your window honey/yes i been here before
feeling so helpless/1'm stering at your 2md door
how come you HaN8 dont send me no regards
you know 1 need your lovin/ honey why are you so hard?
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kneeling neath your ceiling/i guess 1'll be here for a ™
i try tg read your portralt/but i'm helpless like a rich men's child

how come you send them th and have me barred
f e Dl |
'Fﬁxcﬂ-érm% 1 17e>,:'. into your velvet door

I i 5 us
3 watch upon ¥your scorplon/whg CTEWls across your circ

just what do you have to guard?
you know 1 want....
—. bridge- like a poor fool im hils prime

7 14's easy to hear me talKesesess
; s
1ike achllles in your alleyway/he dont want me here he does brag

he's pointing to the sBy/he's hungry like a man 1n drag
dont let someone like him be your guard

honey why are you sco hard?
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Bob Dylan’s lyrics for “Temporary Like Achilles,” from Blonde on Blonde. Fragments of lyrics from other
songs appear at the bottom.
Courtesy of EMP Museum
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DAVID BRIGGS
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David Briggs, is one of the more ver-
satile studic musicians in Nashville-a
statement which can be ottested to by
just glancing at his credits and career.
He has worked with such arfists as
Chet Atkins, Loretta Lynn, Elvis Presley,
Joan Boez and Waylon Jennings.

In his early years in high school, in
Florence, Alabama, he began playing
6

3

piano in a group. While in college,
David continued playing in a band,
until he finally meved into studio work
at Rick Hall's, Fame Studios, located
in Muscle Shoals. After being affilial-
ed with the first successful studio band
from that part of the country (we were
probably considered successful because
we played on the first hit record to

Article about David Briggs, Country Song Roundup, February 1972.

happen there, Arthur Alexander's,
"You'd Better Move On").

Once moving to Nashville, in 1964,
David began work immediately since
his Muscle Shoals reputation preced-
ed him. Even though his background
was primarily &b, he was quickly as-
similated into the “"Nashville Sound".
In fact, he began contributing tn this
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sound by writing songs which were
recorded by Webb Pierce, Burl Ives,
Jim Ed Brown [“Toste Of Heaven",
which David co-wrate with Jimmy Rule],
Brenda Lee and the Wilburn Brothers,
to mention a few. Today, David is
leader on mostof the sessions he works.
This title means that he is responsible
for choosing the musicians on the re-
cording date and is locked upen to
organize the arrangements that are
created in the studio for each song.

Since he is such an integral part of
the music scene here, David has wit-
nessed many changes and has contri-
buted greatly te them. "I think the
most radical change that has gone down
in country music has been its increase
in sophistication. When | first began

8

playing on recording dates, the music
was very formalized and simply struc-
tured--in other words, you were limited
in the type of things you could play.
Mow there is more freedom in the stu-
dio. Most producers were afraid of
getting o pop sound or influence on
their records and therefore alienating
the country audience, yet it is thiscom-
bination of sounds that has helped gen-
erale anew musical awareness of Nash-
ville.

“| remember working with Mike Nes-
mith, who was originally with the Mon-
kees. He <t on album here and
blended traditional country instruments
--steel, fiddle, banjo--with a pop-orient-
ed rhythm section. There were about
ten of us on the recording date and we

Article about David Briggs, Country Song Roundup, February 1972.

were all gassed by the sound. To me,
this was really the beginning of Area
Code 615. Most of the guys on the

‘Mesmith session became members of

the code. We cut two albums and did
one live gig in California. It was very
difficult for us to find the time to per-
form-we're nine guys that are all well-
established and well-fed musicians. It
was a problem just for us to find the
time to rehearse and nexttoimpossible
for us to arrange a few days when no-
body would be working sessions, and
we would all be free to work out of
town.

It was around this time that David
and Morbert Putnom decided to build
their own studio. Their friendship dates
back to high school when they warked
together in the same band, and con-
tinued on through Muscle Shoals, Mash-
ville and Area Code 615.

“"We created the studio for two main
reasons. One wos so we could have
a place to putter around in and experi-
ment with new sounds and the other
was to build a studic that would be
equipped to better record other types
of music as well as country. So far,
the studio has proven to be successiul
and we are now planning to build on
another room. This will be a large
room, capable of housing a large coun-
try session. I'm  happy that we are
able to make this addition since these
are the sessions | find mostenjoyable.”
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&STI:I—\ND DYLAN' TAPE TV NUMBER IN NASHVILLE

Rolling Stone, |ssue 34,
May 31, 1969.

Transcription for classroom use available at the following web address:
www.RollingStone.com/music/news/Johnny-Cash-and-Bob-Dylan-tape-TV-number-in-Nashville-1969053/
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