A Conversation with Annie Gallup
by Frank Goodman (4/2006, Puremusic.com)

Oneof themog adventurousand erudite folk figures ever, Annie Gallup agan surprises
with a stunning collection of songstha soundand read more like short stories. Her work
isin acategory by itself. Thisrelease is surprising because the songsare all sung,unlike
thebody of "spokefolk" for which sheiswell known and highly regarded.

Annie's angle on this recording hinges on three different bassists she has collaborated
with to great result. In theinterview we discuss her bottom-end fetish and how the high-
endis continudly receding. Also thereturn to songs with choruses, her evolving vocal
style, and theimpact the state of theworld has had on her writing of | ate.

Thisis Annie's seventh record. If you®e notyet familiar with her outstanding work, Half
Of My Crime 1s an excellent place to start.

Puremusic: It'sbeen alongtime since our first interview, | can't remember how many
years. Four, maybe

Annie Gallup: Swerve came outin 2001,and so it was 2001.Five.
PM: Time flieswhen you're having fun.
AG: Yeah.

PM: Soit'san urfair question ontheonehand, because it's so longatime, butwha
would you say in terms of characterizing thearc of tha period?

AG: | don'tthink I'd characterize it as an arc.
PM: [laughg

AG: Yeah. | think to jug walk down theroadsthat | want to walk down for aminute, and
then walk down another road. Tha's how | would characterize thetime between.

PM: Right This, then tha, then this.
AG: Yeah. Wha am | tired of notdoing?

PM: [laughg Indeed. One of thethingstha happened during tha period was the record
Pearl Street. Thd was avery special recording. Did it ever see thelightof day?



AG: It was released, Fifty Fifty Musgc, at kind of adisorganized time at thelabd. | think
it went outinto theair and never landed. Theoretically, it's outthere, butnobodyknows
it.

PM: Areyoufree to do something with it?

AG: We co-own it, in avaguesort of way. Yeah, | think | could, if | figured outwha |
wanted to do with it, they would be agreeable to it.

PM: David Seitz at Fifty Fifty has been goodfor youin alot of ways.

AG: Yeah. He'sbeen redlly loyd, and hés aterrific engineer. He's maderecordsfor me
tha jus soundgreat.

PM: Y eah, hisrecordsonyou are top shdf. Perhgostha onemog of all.

AG: Tha oneheputthemod of himself into, | think. He broughtalot of ideasto that
record.

PM: But also, your show Skinny Arms was in tha period between interviews, right?

AG: Yeah, 2001was thefirst theater piece, which was Stay Me With Flagons. Andthen
2002was Skinny Arms, yeah.

PM: Being some small pat of both of those shows was very interesting to me, and
important in our friendship.

AG: Yeah, tha was awhole chapter.

PM: Althoughyourtrademark "spokefolk" approach is present on the new album, Half
of My Crime, this oneis decidedly more melodic.

AG: Itis, yeah. Mog of the songseven have choruses. Maybeaall of them do. Yeah. Itis
incredible. | don'tknow how tha hgppened--actudly, | do know how it hgppened. | was
tired of not doing tha. These songsare coming from a different place. It'skind of a place
of beng sad and wanting to be comforted more than being amused by theworld. It'sa
time of theworld where I'm jugt looking for some comfort.

PM: Were the songscomforting, you mean?

AG: Youcan't not deal with seriousthoughs, even if they're going someplace really
seriousand difficult, butthe musc was comforting.

PM: Theae'samellifluousbeauty to thisrecord tha'sreally, to an Annie Gallup fan like
myself, realy surprising. Themelody is more like the crux of the matter than thelyric,
even, which is kind of unthinkable.



AG: Itisamuch more musdcal record. | think abig piece of tha is the collaboration with
Sean. [bassist Sean Kelly] | started working with him alittle bit, | guessjust as we started
recording thisrecord. Andthefirst tracks that | recorded were with Sean, and Sean did a
lot of thearranging. That kind of set up thetonefor it, for wha it would soundlike.

PM: Alongwith themore melodiousqudity of therecord, your singing has evolved.
AG: Wdl, thanks
PM: How did tha come to be?

AG: | kept writing melodic songs and | jug had to learn howto sing better so | could
pull it off. The songsled me there.

PM: Infact, it soundel like youwere singing alot of longtones, like you were practicing
tha, because | thought "Wow, when did sheget goodat tha?' Because that's hard to do
for people who don'tdothat specificaly.

AG: Yeah, suddenly it started to bereally satisfying to sing like tha.
PM: Andwere youindeed practicing tha--like you know how some vocal teachers will
ge you singing longtones and holding them for alongtime, or eight beets, four beats,

andlonge?

AG: If thesongsrequired tha, | would figure outhowto doit. | haven't been studying
except jug by messing aroundwith what | can dowith my voice.

PM: Right
AG: But | havereally been paying attentionto it.

PM: But youte doing more, | mean, than jugt singing the songs youte like making up
thingsfor you doto find outwhat your voice is cgpable of, and making it more capable.

AG: Yeah. Playing with my voice has become really alot of fun. For alongtime, the
cadence thing was interesting to me, but now thetones are interesting.

PM: | redly can hear theresults of that. Do you know what the motivation was for tha to
become more melodious? Isit jud, asyou say, "because | wastired of notdang tha"?

AG: | keep saying "comfort"--butl think that'swhat it is. It's jug wanting to hear muscal
mudc. Yeah, so when | sit down and go over these songsl wrote--which was unusud, |
wrote by jug picking up my guitar and singing them. "Enough"was written tha way. All
| did was pick it up and sing thesong, there it was. And "Almog Forgive" was another



onetha, athoughl tweaked it afterwards | really did jus pick up my gutar and sing the
song, there it was,

PM: "Enough"is afavorite song of minetha was aroundfor awhile before it got
recorded. Theversion of it onthisrecord has come so far fromthe songtha | first heard.

AG: I'veplayed it alot since thetimel wrote it. | think it wasthelast song| wrote before
the Stay With Me Flagons project. | needed something to start off thewriting. So, yeah, |
wroteitin 2001and I've played it alotin concerts. | usudly start the set with it, jug
because it settles me down. And then when | collaborated with Michael Viscegliaonthe
arrangement, | think tha's when this definitive version came together. Andwhen | play it
with Sean, now, live, heplays Michael's solo. And Don Porterfield, | jug played it with
him, and hés playing Michael's solo.

PM: Ah, tha's beautiful.

AG: Yeah, beingin the studio with Michael where he played this beautiful melodic line
on his bass, hejug boundthelittle story tha fitsinto tha space in thesong. It became the
definitive version.

PM: While we'vetoudhed onit, let's expand and kind of definetheidea of the bass
triptych that is oneof thefundanental aspects of this record. How did tha hgppen?

AG: In each of therecords, | seem to have been stripping back the high end more and
more. I've been choosng notviolin, butviola, and then usng adrumkit, butnotusng
any cymbds or high-has. It seems like thewhole tond rangeis getting darker and
darker. And | know | could list ten or twenty bass playerstha | would loveto work with,
butvery few other ingrumentaiststha | think of off thetop of my head.

[laughter]

PM: Tha's curious

AG: Yeah. Andthinking aboutthebass in a broader way than jus theway it gets used as
rhythm section was really interesting to me. | think working Sean, in particular, ingired
tha, jud listening to what hées capable of.

PM: Soloing and crazy soundsand harmonics, and all kindsof--

AG: Oh, yeah. Tha was wha Michael was doing.He did alot of process things Y eah,
we gotthere eventudly.

PM: Wéll, let's gointo this Sean Kelly character alittle bit more, because hés a big pat
of the current story. Where did you come uponthis guy and his musc?



AG: | heard him first at oneof theregiond Folk Alliances. It wasin Audin. | wentto
hear him play with JohnWilliam Davis, and gotthere late. There was only oneplace to
gtintheroom It was onthefloorat thefeet of thisupright bass player.

[laughter]
PM: Oh, tha'sinteresting.

AG: And asthey started playing, | was jug completely envdoped by this bass sound,and
it jug tagged something. It waslike, "That's the soundI've been looking for. That'sit."
And then when Sean started playing thisreally interesting bridgepart with thebow, | was
convinced. And | followed him out of the showcase and asked him to sit in with me on
my showcase, which wasreally jus afew minuteslater.

PM: Now, hebengfamiliar with singe songwiters and all, did heknow, either when
you sat at hisfeet, or after you stalked him into thehdl, who you were or what it isyou
do?

AG: No, hedidn't He comes from outside the singer/songwriter scene

PM: Andso when you said, "Would you back me up on my showcase tha'sjud afew
minutes away," hejug warmed rightup to theidea?

AG: There was no hesitation, and then once we started playing togdher, there was no
hesitation. Thedoa was open, and we walked in, now we're in tha room He has played
in alot of different situaions-rock, county--hesplayed in alot of bands He'slived in
different counties--Germany and Italy and Japan--playingin different bandsas a
sideman. And hées played in orchestras. [He's currently with the Boulder Philharmonic.]
So heésdonealot of playingin alot of different contexts.

PM: Andheliveswhee?

AG: Jug north of Denver.

PM: He'sdoneagreat thing for your musc.

So heésoneside of thetriangle. Another isyour old friend, and New Y ork session
monger, Michael Visceglia. He's ill bass playing for SuzanneVega?

AG: Yes, and othe's. HE's been ontheroad with Dar Williams this year.

PM: So how was working with him thistime around?Y ou guyshave donequite afew
recordingstogeher.

AG: We have, yeah. Thiswould bethethird we've donetogdher. Michael iswondeful. |
feel like we have areal undestanding.



PM: Isheabig fan of your work, or isit all in aday'swork to him, or somethingin the
middle?

AG: He seemsto really beinto the project. He moved mountainsto make time for it. And
he came up with the studio in New Y ork tha we worked at, which was great.

PM: Where was tha?

AG: It'son 26th Street, Little Life Studio--alittle gpatment studio, great.

PM: Ah. Andwas heusng onebass, or did hego between basses and rigs?

AG: He had three different basses tha heused. He had his Fendea--

PM: Fende Jazz or aFende Precision?

AG: | don'tknow. | should know more aboutit. His Fende, and hisfretless. | don't
remember who madetha one Andthen heused aVox tha Rob pulled out of the closet.
Michael said, "Rob, we need tha red bass."

PM: [laughg

AG: And Rob pulled it out of thecloset. [Rob Friedman was engineer ontherecord.] The
Vox had area growly, degp sound.

PM: | lovewhen studio guys-this often hgppensin our studio--will say, even though
they broughtaxes with them, "No, | want tha oneonthewall over therethat I've never
played." [laughg | lovewhen they dotha.

AG: Yeah.

PM: Andthen oneethey've said it, it doesn't matter wha shgpethestringsarein or
anything. It'slike, "No, | picked it, nowI'm goingto play tha." [laughg

AG: Yep, tha'stheright color.

PM: So that'stwo down. I've been hgppy to see Don Porterfield aroundthe Folk
Alliance. [He'saso aforce behind the heraded Evening Star Musc Seriesin Sautee
Nacoodheg, GA.] Let'stoudh onthe spirit and the soundof Porterfield.

AG: Yeah, hésgreat. HE'sreally good.He sang some harmonies with me, also, which is
ared gift tha hehas. Heisoneof thos voca chaneleons He can go wherever you go
and soundjud rightin the podket. He's very adept at hamony.



PM: | think tha's almog always accompanied by an ability to blend psychically as well.
People tha blend well vocally usudly embodytha other qudity, too.

AG: Yeah, yeah. Don hasthofeclersthat areredly well tuned. And| think that's what
hés doing as abass player, too, isjud really feeling where you're going, and beng there.

PM: | think great blende's do nothave domnant egos either.
AG: Right

PM: Alongwith that breathtaking version of "Enough™ on the record, which for meisa
real high point, my favorite new songis"Avaon." Tha isaremarkable song.

AG: Ah.

PM: So maybe if there is anything to say aboutthe writing of tha, you'dshare alittle on
tha subject. How and when did that songcome up?

AG: Tha songis new within thelast year. It was afunnysongto write because through
thewhole process of writing it | absolutely hated it. | thoughtspeaking in a child'svoice
was a stupid idea. | always hae songssungby adults froma child'sperspective. It's
impossible to dothat gracefully. But once | wasinto the song,the only way outof it was
to finish it. So it was areally uncomfortable songto write.

PM: Wow.

AG: It wasastory | really wanted to tell, the Pog Traumatic Stressthing. | needed away
in there, patly for current events, partly jus--1 dont know, | just needed to talk aboutit.
Andit was a strangesong--it was written alot subansioudy. | don'tknow, really,
where the story came from. A lot of it kind of came out of dreams. And the chorus
completely came out of adream. | wastrying to find theright three-syllable word. And |
was udng "castaway." Andthen | dreamt that the choruswas "Avalon." And after | sang

the"Avalon" chorus | lookal at the song,andit had so many referencesto the King
Arthur legend.

PM: Really?

AG: Yeah. Even the protagonist was Artie.

[laughter]

AG: Andthereferences to thesword, and | think there was arock and a sword.

PM: Right



AG: Yeah, yeah. Andtheidea of Avalon bengtheidand where King Arthur was sent
away to die after hewas woundel in batle. And| was thinking of all these vets coming
home with no suppot system, really, jus come back broken and alone

PM: Y our songsrun so degp compared to mos songstha | hear. "Free," therecord
closer, isan amazing song. Wha would you share with the readers aboutyour process on
tha compostion?

AG: Wdll, it was obvioudy very tonguein-chesk song, thinking about-well, yeah, |
really jus wroteit to crack myself up at atime when | was feeling like relationshipswere
inheently self-destructive.

PM: [laughg

AG: It had alot of hesitation in the peformance. It jug had to bereally, really, really
dow. | played it for Louise [Taylor] when | first wroteit. Andif | hadn'tplayed it for her
and she hadn'treacted so strongly to it, it mighthave been a songtha dipped throughthe
cracks. But Louise really undestoodthewhole ironic humor of it. So | guess| putit on
therecord for Louise. Shereminded me of it.

PM: It has an attack ontheguitar that I've never heard you do before. Tha was fantastic.
Were you coming direct, or throughan amp, or were you jud hittingit really hard? Wha
was going on?

AG: Oh, we had agreat setup when we recorded this. Y eah, tha guitar sound,that was
througha podinto a great old Mesa Boogie amp that was at the studio where | was
recording. But we messed with it, and dialed in tha soundso | could ge&t something really
dirty, if | went there.

PM: | knowtha sometimes you do songwriting workshops Now, some of our
songwriter friendswho do such athing take varioudy casud approachesto tha situdion.
But amutud friend of ours said, "Oh, no, | saw one of Annie'sworkshops It's quite a
different thing, | assure you"--which, of course, didn't surprise me. He said, "Annie
Gallup'ssongwriting workshop, that was more like a master class." He said, "Shetook a
songof hers and disassembled it in such away where you could see notonly why the
rhyme scheme works here and there, but howthis led to this, and the meaning of thisis
reveadled here, et cetera, and you undestand how this was necessary for thisto occur
later." He said it was unbdievable. So say something, if you would, aboutthe way you
like to do songwriting workshops and if you like to do them.

AG: Songwriting workshops | have to really prepare for, yeah. It's goingto awhole
different place than performance does. Theway | approach theworkshopistha learning
songcraft isfine-tuning your intuition so tha you'll make very goodchoices. Rather than
learning a set of rules or established formats, think aboutwha youte trying to do and
how you're going to get there. It'sall donethrougha series of choices. And then |
approach it as. thisiswhat this particular choice means to do aperfect rhyme here versus



theeffect it will have onyour listener, the effect of surprise, or closure, or leading
forward, or intent--jug all of thedifferent choices tha you make.

PM: Andas an old friend of yours, who has been at your hous, I've seen part of your
process revealed, and jus have come upona piece of pgper--where there will belike two
sheets of notes aboutsomething tha later became alinein asong.[laughg A line

AG: Yeah.

PM: And| don'tthink that mog songwriters undestand tha, tha some people go to tha
extent.

AG: Yeah, | think my processisn't aslinear as "thisiswha | want to say, and therefore |
will say it inthese words or as "here's a picture, and thisis how it relates to this picture.”
I'm looking for therelationship between thingstha interest me. And it is sort of putting
thingsin respect to each other in away tha they create a space. | think tha would be how
| would describe my process. It'snotalinear thing, even thoughl'm writing stories tha
have alinear thread throughthem sometimes. So, for me, it's abouttherelationship
between things

PM: Thestory may beawholelot more linear than the structure of thestory is. It's
certainly notabrick and mortar kind of thing, yeah.

AG: Yeah. Andeven if | want thestory to make alinear sense, theway | get toitisto
find these relationdhipstha create a space, and then the story falsinto the space.

PM: Part of thetapestry of life--and I'm kind of interested in it with my songwriter
friendsand interview subjects these days--would you mention what elseit isyou might
doto pay thebills, and between gigs? | think it's goodfor songwritersto hear tha.

AG: Yeah. Wdll, | havealot of visud art background. And I've always donesome
illudration. But at themoment | have awondeful fredlanceillugration job. | am
illugrating medical produds, orthopelic implants. I'm doing hip stems, shoulders, knees,
trauma produds.

PM: Trauma produds, alovdy phrase.

AG: Yeah. Like theplates tha repar broken legs and the screws tha hold them in place.
[laughter]

AG: I'vejud started thisin thelast couple years.

PM: Andit'sagoodgig, right?



AG: It'sawondeful gig. | like thevisud world, and I'm learning alot of skillsonthe
computer tha are useful to me for promotiond thingsand graphics.

PM: Right So some of thos programs that you'vecome uponfor this other work are--is
it like Corel or--

AG: Photoshopisthemain one Y eah, theman tha | work for sent me to the Community
Collegein Ann Arbor to learn Photoshop, which was a brilliant movefor both of us

PM: Wéll, tha's always been pat of your story, to learn howto dothings You've
entered quite afew different areas, in yourtime. And you're goodat learning something
new.

In arecent private convesation, we talked abouthow hard themusc busnessis
becoming. Do youfed like talking abouttha today? Isthat at all relevant, how hard this
busness of beng asinge songwiter seemsto begeting?

AG: Wdll, | think | would putit in thebig context of how hard theworld isrightnow. |
don'tthink we can, as singe songwriters, single ourselves out Yeah, | jug think the
world is complicated. Therules have changad, and are changing.

PM: | think, also, specifically, we have to, as songwriters, figure outthis download thing
better and better.

AG: Or invent thisthing better and better.

PM: You'vebeen, for ingance, onsmall labds for some time now. But people who are
selling their own record--like on CDBaby, channds like CDBaby are making downloads
and digital distribution possible. And so | think more avenues have to become available
for that. | was very surprised, having dinna with Mary Gauthier the othe night, when
shetold me tha her sales at CDBaby are now, money-wise, nine-to-ong download to
CD.

AG: Huh.

PM: Andtha wasthefirst artist | heard tha from. It was like, "Oh, here it comes."
Because | mean, tha's not Eminem talking.

AG: Right

PM: So that's gotto get handled.

AG: Yeah, ashift in themodsd.

PM: Would you say something aboutyour take on spiritudity or faith, or your

aternaive, or jug howyou view tha part of life?
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AG: Yeah. Oh, I'm onthislittle internd meditation at the moment. Coming froma
family wherereligion was noteven atopic, | gotto invent my own perspective onit. It's
really jug alittle internd convesation with myself, who we are, why we are here--all the
big questions | think all of these thoughs, spiritudity and faith, | exchangeit with the
words"survival ingind."

[laughter]

AG: Looking at thekind of biological, psychological originsof religion, thisismy inne
meditation. [laughg

PM: | knowyouto bean avid reader with, past and present, alife devoid of television.
Read anything ingpiring lately?

AG: Yes, | have. No, I'veread alot of thingslately. Susan Sontag'sin America--
interesting writing. And I've been reading Annie Proulx’ Wyoming Stories.

PM: Oh, tha'sagoodone

AG: Yeah, really interesting writing.

PM: Theboxing metaphorin "The Contende™ was very surprising and beautifully
played. How did that come up?And was there a certain male friend or friendsthat you
went to for, like, "Give me alittle lingo™?

AG: Yeah, | did.

PM: Because | remember that we've had this conversation before about-not boxing, but
like, "Give me alittlelingoon X."

AG: Yeah, yeah. No, | definitely do research when I'm talking abouta topic that | know
nothing about [laughg

PM: Andthis boxing one like who did you call and say, "Give me something™?
AG: | know | talked to my friend Ewart in Ohio.
PM: Andisheaboxingfan?

AG: Yes. Yeah, definitely aboxingfan. And | had picked up abookin a used bookgore
jug because it caughtmy eye, and it was a photo book of Muhanmad Ali and his career.

PM: Jus amazing, some great pictures of his career.
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AG: Amazing pictures. So, yes, tha's why | was thinking aboutboxing. And Ewart gave
me the Jack Johnon bookfor Christmas. Yeah, so | think tha songcame up aboutthe
relationship between all these boxing picturestha | had in my head.

PM: Yeah. Tha oneamazing picture of Muhanmad Ali standing over SonnyListon with
tha look--oh, God, | lovetha! | mean, that's oneof my favorite pictures of al time.

AG: Yeah, tha'sin tha songfor sure.
PM: I've watched tha fight many times. It'saclassic.
AG: Yeah, boxingis such an archetypd idea. There'ssuch an archetypein there.

PM: I'm amazed tha, onaregular basis, late Saturday night I'm often watching the
fights.

AG: Tha'sthebeauty of TV, these thingscome rightto you.
PM: Areyou now, or are you sometime planning to write anovd?

AG: I've started writing some short stories--unintentiondly, butthere they are. | used to
write stories and then call them songsand putaguitar track to them.

PM: [laughg

AG: But there are some now tha jus bdongonthe page Sowill | write anovd?Who
knows. Who knows what I'll get tired of notdoing next.

PM: Right

[laughter]

Y
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