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Abstract
Be it defined that the ineffability as the failure in words, it is the meaning but not the vocality as the key line in judging the ineffability. Andre Kukla’s (2005) classification of the unrepresentabitliy, unabducibility, unselectability, unexecutability and unreportability (135-56) clarifies expression “beyond words” and articulation “beyond the tellable” transgresses the vocal field to frame another effable world. Levinas’s expression on the Said, Saying and the Unsaid also puts the vocality in ineffability into a vaguer background. In a famous theatrical group, Spiderwoman Theater, words are expressed out of point and meanings are presented out of function first of all to batter, to smash the fixity and then, to rebuild and to reform from the uncertainty a new Indian. This paper thus intends to delve the expressed inexpressibility to proclaim the existence of the vanished (North American Indians used to be deemed as an Vanishing tribe). 
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Despite of the fact that the ineffability is frequently defined as the failure in words, it is the meaning but not the vocality which should be the key line in judging the ineffability. Take Andre Kukla’s classification as an example. Kukla classifies the ineffability into the unrepresentabitliy, unabducibility, unselectability, unexecutability and unreportability (135-56) and none of them reiterates the importance of vocal sound. This confirms that expression “beyond words” and articulation “beyond the tellable” as the essential definition of the ineffable. 
Spiderwoman Theater, a very famous theatrical group built up by three North American Indian sisters, is always good at the unpresentable presentation on the indigenous stance. The three sisters, in fact, are very effable on the stage. Yet, the meanings in their articulation are always questionable and as a result, delveable. This paper intends to examine the expressed inexpressibility of the Kuna/Rappahannock sisters to proclaim the existence of the vanished tribes (North American Indians used to be deemed as a Vanishing tribe) in terms of one of their famous play, “Winnetou's Snake Oil Show from Wigwam City,” in which four princesses keep on playing tricks and words never stop in the performance; on the less, what’s the most important is presented under the un-performed. The tricks and the words, borrowed from Levinas’, are the saying signifiers becoming the said and constructing a new unsaid indigenity. 
The Ineffability, the Sayable and the Unsayable
Ineffability, simply put it, is the failure in words. Grammatically, it refers to the syntax error modification. Frequently, such a failure in words are researched philosophically and religiously to indicate a mystic un-utterance (Scharfstein, 1993). However, Andre Kukla (2005), focusing on the expression defiance (4), classifies the ineffability into four
 types: from unrepresentability, unabducibility, unselectability and unexecutability to unreportability (135-56) to clarify the indirect association between word-spoken and word-expressed. First of all, not every word (such as words on colors) can be translated into another different language system in the employment of words. This manifests the unrepresentability of the ineffability (135-140). In unabducibility, Kukla gives an example from a comparative sentence, “Binsons are bigger than butterflies,” to point out a grammatically-established sentence may encounter the ineffability in daily life mien (140-146). Unselectability and unexecutability designate a willing of ineffability when one is fostered to tell and to say or when one feels it is “inappropriate to say” (146-149) despite of the fact that the sentence may be suitable and/or reasonable (xii). Unreportability shows somewhat like a universal truth in the case of white snow which is the truth and further imagination or development of the statement is out of the question (149-157). This shows another type of ineffability.  
Generally, none of the four types refers to a silent-voiced scenario but the baffling situation of language expression. Namely, the connection between inarticulation and ineffability is not solidified in Kukla’s statement. 
To be specific, inarticulation of vowls/consonants/words is only a condition of ineffability. There are also chances when words are spoken, voice is heard, and yet, either the expression and intention are not communicated or it is only communicable through another layer of examination. Ineffability, precisely defined, explores the ill communication and to some extent, the inexpressibility in various language and/or culture stance.  
The ill-communicative or further communicative trait in ineffability may result from the ambiguity or even the incompleteness of language. Vladimir Jankélévitch and Carolyn Abbate uncover that “Ineffability provokes bewilderment” and may lead to “a fertile aporia” (2003: 72), which (the aporia) to Derrida is an “un-logic” suffering (1992: 16). Interestingly, Derrida considers aporia legally, religiously, philosophically and politically functioning and beneficial (1995: 84). Namely, with the view of its vagueness and ambivalence, ineffability, be it legal, philosophical, religious or political, internalizes the linguistic incompleteness and ruminates the incompleteness into a power untellability, inexpressibility and even unspeakablity. It is the vagueness, the meagerness, and defalcation that cleave the stereotypical banality and triteness for the waiting of a more fluid and malleable becoming. To some extent, it resembles Levinas’ unsaid-saying-said ethics. 

According to Levinas, “The real must not only be determined in its historical objectivity, but also from interior intentions, from the secrecy that interrupts the continuity of historical time” (Totality 57-8). Incontinuity emerges and opens up temporality for toppling the said and for the preparation of the unsaid. However, the moment of saying is also the very moment of the said. Therefore, “This saying … is bound to an irrecuperable, unrepresentable, past, temporizing” (Otherwise Than Being 47). To “extract the otherwise than being from the said,” “the otherwise than being is stated in a saying that must also be unsaid” (7). In this way, the saying is converted to an unsaid, ineffable status. 

Spiderwoman Theater  

Spider woman Theater was founded in 1975 by three Kuna (a people of Panama and Colombia) / Rappahannock (a people of Eastern Virginia) sisters, Lisa Mayo, Gloria Miguel, and Muriel Miguel (see the following figure). who take the name Spiderwoman from a Hopi goddess, Spiderwoman-- a legendary messenger and interpreter that .taught the people how to weave from which method the Spiderwoman Theater was inspired of and creates herewithin “an overlay of interlocking stories, where fantasy and power are comically intertwined” (Keeper 230 or Winnetou's Snake Oil Show from Wigwam City). “Story weaving” consequently is deemed as their feature and dramaturgy. 

	Spiderwoman Theater (staff.lib.muohio.edu/nawpa/spdrwmnarchv.html)
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Spiderwoman Theater initiated the performance by gender issues focusing on “domestic violence and self-denial” (Haugo “Weaving”238) Being requested if they are feminists, at least, Lisa in an interview with Ann Haugo replied that “I sure would [call myself a feminist]” (Haugo 327). Robin Bernstein corresponds that with Spiderwoman Theater’s combination of “story-weaving with improvisation, a burlesque performance style, and bawdy wit,” racism and sexism are attacked essentially in their performance (204). In 1981, The Spiderwoman Theater split into two groups with Split Britches focusing on lesbian/heterosexual issues and Spiderwoman Theater, on the North American Indian agendas. It is quite possible due to the reason that Spiderwoman Theater is frequently crowned as lesbians which infuriates Spiderwoman Theater members. Miguel indicates, “Some of the women who were lesbians wanted to make Spiderwoman an all-lesbian group.. and – over our dead bodies” (qtd. in Schneider 242). As a result, Spiderwoman Theater keeps distance with Split Britches and transforms itself from a feminist theater group to a  North American indigenous one by using “their approach to tell their personal story about what it means to be Native Americans growing up in Brooklyn, weaving their childhood stories of family secrets such as: alcoholism, abandonment, racism, and displacement” (Frichner 22). Thereafter, the three sisters “[give] voice to the experience of Native American women” (21) in “a contrast to the mainstream culture” (22). 

The Spiderwoman Theater is also considered as the “longest continually running Native theater ensemble … and women’s theater in the U. S.” (Haugo “Weaving” 221). Due to their training—Lisa had been trained as a mezzo-soprano and studied dance, Gloria, studied drama and Muriel, dance as well—Spiderwoman Theater is fond of singing, dancing and choreography in their plays to express the ineffable of the indigenous stance. Despite of their productivity, their plays published are few including “Sun, Moon and Feather” (1981), “Winnetous's Snake-Oil Show from Wigwam City" (1991), “Reverb-ber-ber-ations" (1992), "Power Pipes" (1999), and “Resistance of Memory” (2007); honors received include the Obie Award (1985), the awarding of an honorary Doctor of Fine Arts (1997) by Miami University, Smithsonian Institution’s National Museum of the American Indian in New York City (2005), the Spirit Award from American Indian Community House (2009) and  Lifetime Achievement Award from the Women's Caucus for Art (2010). 

“Winnetou's Snake Oil Show from Wigwam City” 

The Story is initiated by the story between Gunther and Winnetou. Gunther kills a bear -- a very brave behavior by which Winnetou takes Gunther as his “blood brother” (239). And then, after their being off the stage, suddenly three witches appear with spelling-like performance, and a circus is started by a Native princess, Princess Pissy Willow who introduces three more princess: Princess Mother Moon Face, Princess Ethel Christian Christiansen and Princess Minnie Hall runner. And then, here goes the show. 

Princess Minnie Hallrunner is an “expert bullwhipper” and opera singer (241). With the help of the other two princesses (who are in fact the assistants), Princess Minnie Hallrunner cuts the tube in the two assistants’ mouths “without touching their noses” (242). Next, she snaps the sheet made by the New York Times into two from behind her back. After then, Princess Minnie Hallrunner is blindfolded and then, she whips down the hat from Mother Moon Face’s head. 

After Minnie’s show, two animals, Silver Turkey and Pinto Bean, are on the stage to present their talent—mathematics. It turns out that Mother Moon Face is the one to give the answer. Mother Moon Face continues to ride a horse, jumping from horse to horse. It is Princess Pissy Willow’s turn. Princess Pissy Willow is introduced as a “marvelous mistress of ceremonies” and “crack shot.” (244). She starts to shoot balloons tied unto a selected audience: first of all, she shoots the balloon of the audience’s right hand and left hand; next, she shoots the balloon from between her leg. Finally it is Ethel Christian Christiansen’s show time. Ethel Christian Christiansen is said to be a good trick roper who can “[use] a rope so fine [that] it cannot be seen by the naked eye” (245). She starts to play the invisible rope by the hint of Princess Pissy Willow. Her final trick is the psychic rope trick. She is tied up and asked for a message which turns out to be “I have hemorrhoids” (247) as her answer. During the question time, Princess Pissy Willow promotes their Indian Snake Oil. And then, two Demons show themselves as a comic relief by introducing their father who go traveling and has a sound faith in demons. 
After the meaningless mumbling, here goes the story of Gunther and Winnetou. Now Winnetou is caught by some Indians. To save Winnetou, Gunther fights a duel with an Indian. During the fighting, Lisa Mayo, Gloria Miguel and Muriel Miguel appear on stage, now playing as Lisa, Gloria and Muriel themselves. They talk about their mother who comes into the world “with an extra piece of skin covering her head” (252) which is named as caul. The mother possesses “strong psychic powers and can tell the future” (252) and “all their children’s children have that gift, too” (253). 

Ethel Christian Christiansen is on the stage again and claims that she was a white woman, but one day, “my skin turned bornze and I became a shamaness” (252). Princess Pissy Willow indicates that she should owe the thank to the magic Snake Oil. After the promotion, an audience is asked to be on the stage to “perform a spontaneous dance of rejuvenation” (255) and to pick up the name of an Indian tribe and an Indian name as his/her won. After escorting the audience off the stage, the show is ended. And then, Lisa, Muriel, Gloria and Hortensia (another member of the Spiderwoman Theater) come to tell the story between Mexicans and Indians. Like the witches in Macbeth, they “walk around in a circle” under the “thunder and lightning” (259). After their being off the stage, Winnetou enters and has a prediction and then, he is dead. Muriel, Lisa and Gloria go back to the stage to glorify Winnetou as the father who also proclaims that “One of these days, I’m going to go back home” (261). The play ends with Gloria’s “Discover your own spirituality,” Hortensia’s Spanish words of “Now I telling you,” Muriel’s “My stories my songs. / My culture” and Lisa’s “Our homes are not in museums. We are not defeated. We are still here” (262). 
The Ineffable in Words

Silence rarely happens in this play. Words keep on releasing themselves. However, words are awkwardly expressed to manifest another aspect of the aporic, ineffability. Generally in addition to bawdy words and some strange monotone words are continuously unleashed like the running water except that this time, the running objects are not all hydrated elements. 

The three sisters have separately revealed their opinion about their writing in Perkins and Uno’s Contemporary Plays by Women of Colors. Lisa points out, “I write because I want to leave my mark” (298). In “Winnetou's Snake Oil Show from Wigwam City,” the mark is the bromidic mark which is embodied via the Indian princesses, the story of Gunther, and the Snake Oil show. 
1. The Four Princesses

The four princesses insinuating all the Native women are nothing but princesses unveils the misunderstanding of the unrepresentability of the indigenous women to the non-indigenous Caucasians. In terms of their tricks and/or names, these princesses are made caricature of to demolish and to de-romanticize the images of Native women. A part of the four princesses’ name depict the bathetic on the Natives as the nature-oriented Willow, the matriarchally-implied Mother, the Christianized Christian Christiansen and finally, the fast-runner Minnie Hall runner. The other part of their names contradictorily juxtaposed with the previous names. In terms of Levinas, only have these trite Indian images (the Said) been smash (the Saying) can a new imago (the new Unsaid) be established. The pissy odor mingled with the natural willow in Princess Pissy Willow contaminates the noble savage conception and then, a new one is waiting aside. On the other hand, the obedient, especially amiable image of a Native princess is sustained through the moon faced princess, Mother Moon Face. Such is also the case to refer to the easily converted American Indian in Ethel Christian Christiansen whose name implies the Native the sons of Christians (but not Christ). Minnin Hall runner always reminds us of the fast running talent in the Native but this time, she is running in the hall, bonded and restrained. 

After the name, the trick also ineffably manifests the irony of the stale American Indians. First of all, Minnie Hallrunner is deemed a bullwhipper and opera singer—the disparity is brewed between a cruel punisher and a classical, elegant musician. Her snapping skill brings nothing but horror. In particular, the sheet which has become her weapon for whipping is made New York Times embodies the possible wrong or not balanced report from the press. The whipping of Hallrunner, seemingly silent, is fatal and horrendous. Three people picked up to help the show are her two assistants and Princess Mother Moon Face, affirming the victim role of most Natives since during the preparation before whipping, the three must have been too frightened to speak out a letter or a word. Princess Pissy Willow is even more patrifying to be good at shooting at balloons on audience’ head. The un-expressible fear may be juxtaposed with the cruel bully that Native Americans have been through as the Sand Creek massacre in 1864. 
Mother Moon Face’s teaching animals to count exemplifies the taming of the Euro-Americans to American Indians. Eventually, the mathematic answers are given by Mother Moon Face herself may illustrate the self-indulging White Men’s dream in which Native Americans are so easily cultivated while in reality, it tells another different story.  

The invisible rope played by Ethel Christian Christiansen reminisces the invisible power of religion by which American Indians are tied up or “civilized” in Euro-Americans’ term; therefore, she indicates that she used to be “a white woman… Irish…German…Norwegian” (253). That she admits to have hemorrhoids, a disease which people especially women may feel shameful to tell it out, may recount the invisible shame that Euro-Americans should take into consider—both the massacre and the civilization are nothing but the hemorrhoid, not fatal but still painful and ineffable. 

To summarize, the snapping, and the shooting of Princess Willow and Princess Hallrunner indicate the ineffability caused by fear and horror. The math answer (with the feature of the unabductability) insinuates the ventriloquism, a puppet whose voice is not his/her own voice. Finally, the hemorrhoid resembles the thorn in the side, which is painful but too shameful to utter. With the obscene and barely enunciable implication, the hemorrhoid also provokes the unreportable situation of the indigenes.  

It is true that the four princesses never stop talking, never stop articulating but in their articulation, there is a post-traumatic inexplicability, inexpressibility and ineffability on the unreportable, unrepresentable plight they are encountering.  
2. The Snake Oil Show

The snake oil is said to be a panacea that cures all disease but in fact it is a lie. During the nineteenth century, a lot of salespersons promote this medicine towns after towns by providing shows to attract more audience. The promotion show is introduced intermittently during the show. In Taiwan, such kinds of shows are frequently associated with storytelling. The story teller will stop their story around the climax and start their bragging off the function of the medicine. It is likewise in the states only that the shows in the states are performed with varieties—albeit most of them are either low comedy or just some run-wild high jinks. To the three sisters of the Spiderwoman Theater, the Snake Oil Show was part of their life. According to Haugo, “all three sisters had performed as children with their parents in ‘snake oil shows’” (2005: 340) which is never a good experience because the family had to “perform dance for money” (“Origin”). Albeit, the open performance may urge the three sisters to the performance industry, they also felt quite shameful to perform the snake oil show in their childhood (“Origin”). It is only after their growing up, they may receive what they were before and they have learned to employ the Saying of the Said (the childhood experience) to frame the Unsaid (a flowing identity). 

Peculiarly, the Spiderwoman Theater mocks at the examination of American Indians via the one drop rule or blood quantum
 whose unabductability and unselectability is too confined and is not applicable in the indigenous culture. In addition, it also parodies the generally misunderstanding of the definition of American Indians. In the play, an audience is selected to pick up his favorite names as the name of the tribe and his tribal name.
 Being “enrolled” as an Indian American is so easy without any cultural lineage. The certification also resembles that one in a sight-seeing spot—taking a photo, and then, you are “one of us.” As to the seven tribal names for selection, from “#1 Condaho, #2 Mescalotex, #3 Washmakokie, #4 Rappa Hamburg, #5 Wishee Washee, #6 Gelderfoot, to #7 Wanahoho,” none of them is the real American Indian tribe. To the audience, however, it is not the case at all. After the selection, Christiansen asks the audience to repeat the “umm” and then “ahh,” and then, the audience is taken as an Indian (256). The meaningless “umm” and “ahh,” implying the vow to be an American Indian with significant meanings, are articulated and performed farcically and whimsically. If Judith Butler, a famous scholar on gender issues, requires a performance for identity quest, the performance of these “umm” and “ahh” blaspheme the originally indigenous consecration, disturbing the one blood rule and/or the blood quantum to bring the identity in a more flowing and fluid contingency. 
In the end, the three sisters are transformed into themselves with Gloria keeping on saying thanks to the Europeans and American white: “Thank you, thank you, thank you. For discovering me, for recognizing me, for saving me. Thank you for giving me the opportunity to exist. For knowing more about me than I do. Thank you for giving me spirituality. Thank you” (258) while Lisa standing alone, singing a self growing: 

Out of my lodge at eventide

Among the sobbing pines

Footsteps echo by my side

My Indian brave, Pale Moon

Speak to thy love forsaken

Thy spirit mantle throw.  (257). 

In the meantime, Hortensia re-proclaims her Mexican ancestry instead of a Whiteman lineage being an American Indian, 

MEXICAN, MEXICAN, MEXICAN! A surge of heat would rise through my body and my face would begin to burn. All those Mexicans playing Indian parts. She ain’t no Indian, she’s Mexican…. I wanted to say something, but I just stood there, my face getting redder and redder, looking out into space. Maxican, Mexican, Mexican. I am an Indian woman. I speak Spanish and I am leanring Nahuatl. Before the invaders, there were no borders.  (258)

Muriel, on the other way, declares in terms of sign language to interpret the other three actresses’ language. 
The previous off-based, pointless, aberrant revelry paves the way for thhe final verbal and sign language reclamation. It reminds of the carnivalesque subversion by Bakhtin within which the elements of the bizarre, the terror and the grotesque are employed to shed light on identification. 
The Voice of “the Vanishing”
The story between Winnetou and Gunther, supposed to be the major storyline of the play, is actually fabricated by Karl May (1842-1912) who is said to have been to America at his late age, namely, after the publication of all the Winnetou-Gunther books. What’s even more surprising is, the whole story is made up by Karl May himself albeit the serials books have earned worldwide fame with about 200 million copies sold. 
As that in Spiderwoman Theater’s performance, Karl May has Gunther, a European experience a serials of adventures in America with the help of Winnetou, a fictional Apache Indian leader. In the end, Winnetou was killed by his Indian enemy. 

The whole story is interpreted as May’s fantasy for a relationship of mutual recognition and collaboration” between Europeans and American Indians (Zantop 4) which is also dubbed with a term, Indianthusiasm in Zantop’s “Close Encounters: Deutsche and Indianer” (3-14). It goes without saying that the story shows how the German really love the Indian; however, Karl May’s preface in his book may cause some debate: 

When I think of the American Indian. I am reminded of the Turk…. However different the two peoples may be, in the opinion of the old at large they both belong to a past age. The Turk is often called “the sick man of Europe,” and anyone who knows the Indian is forced to think of him as “the dying man.” 

Yes, the Indian race is dying…. The bleeding giant lies stretched out, thrown to the ground, crushed, trampled on by a fate that knows no pity. (xi) 

Despite that the editor puts an end note after the preface to defend for Karl May that 

Much has changed since Karl May wrote these words. The Turks, after losing their empire, have undergone a process of regeneration. May’s comparison of the Indians with the Turks grew out of his interest in the Islamic world which frequently served as the scene of his novels. (xiii) 

that Winnetou, before his death, has converted from his own Indian religion into Christianity may implicitly disclose May’s “vanishing tribe” on the Native Americans. On Stage, Winnetou is not offered the change to speak for himself. Like the Winnetou in the story, the Winnetou in Spiderwoman Theater’s presentation shows his friendliness, recognizing Gunther as his “blood brother” (239) righter after being rescued by Gunther. Later on, before his death, Gunther shows no sympathy but predicts as Karl May, “The Indian did not become great because he was not permitted to. Here lies the Indian, a sick and dying race (260). 

Neither Winnetou’s nor Gunther’s performance manifest any defiance. It is the transformation of the performers that give hints. Lisa plays Gunther first and then, is self-transformed into Witch #2, Princess Pissy Willow, Demon #3 and Lisa herself. Winnetou is played by Muriel Miguel who becomes Ethel Christian Christiansen and finally Muriel himself. In the play of Gunther, we also see a witch, a demon and Princess Pissy Willow—one who is good at shooting balloons off. The implication of the dark side of Gunther and his sense of dominance is, thus, revealed. On the other hand, in the role of Winnetou, there are only Ethel Christian Christiansen who is good at playing an invisible rope to imply the invisibly stereotypical bound to the American Indian, Winnetou particularly by religion (since Princess Ethel is of double Christianity in her name). Her shameful disease, hemorrhoid, a swollen vein on the anus is like the suppressed Indian and the rumor of the vanishing tribe. It also reminds of Langston Hughes’ “Dream Deferred” in which the deferred dream claims to “explode” one day. 

Winnetou is silent in the rumor and the misunderstanding on American Indian. However, the transformation of the cast tells. The un-expressed, consequently, is well-expressed. 

Conclusion 

Plato indicates, “what ought to be elevated spiritual and ideal is lowered, reduced and degraded” (qtd. in Natorp 69). After Gloria’s ironical thanks pray, she realizes herself more, 

See me. I’m talking, loving, hating, drinking too much, creating, performing, y stories, my songs, my dances, my ideas. Now, I telling you, step back, movie aside, sit down, hold your breath, save your own culture. Discover your own spirituality. (262). 

The fictitious story of Gunther and Winnetou and the hilarious circus show are juxtaposed together (there are no scene or act alternation among the performance) to present a cuisine of potpourri in which ingredients are mixed, battered, and mashed; trite truism is sneered at, flouted and finally transgressed. The ineffability lies not on the voicelessness but on the voiced-but-not-voiced paradox. The Saying, thus, trespasses the Said to explore the Unsaid. The unexpressible is expressed in words of equivocality and slapstick to build an in-between place for thought and for survival. The indigenous culture is often represented and mis-represented as that in the story of Gunther and Winnetou. Stereotypical rumors (as all the indigenous women are princesses) and/or even policies (as the one blood policy) are fixed with unselectability and unabductablity. However, it is through the representation of the misrepresentation that a cliché is oscillating and challenged, and a new, dynamic identity is formed and alleged.  
All  
Now I telling you. Watch me. I’m alive. I’m not defeated. I begin. Now I telling you. 

Hortensia 
Now I telling you. 

Muriel  
My stories my songs. 


My culture. 

Lisa  
Our homes are not in museums. We are not defeated. We are still here.  (262)
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� Kukla makes it five types: unrepresentability, unabducibility, unselectability, unexecutability and unreportability. In the context, however, he puts one section in the explanation of unselectability and unexecutability without clear separation of the two; therefore, I conclude his category into four types. 


� Both one-drop rule and blood quantum are terms in the United States for the officially ethical classification to the African Americans and American Indians. To the Native Americans, generally, one-sixteenth degree is the minimum of the blood quantum to make a legitimate proclamatoin to an American Indian. William T. Hagan’s “Fill Blood, Mixed Blood, Generic, and Ersatz: The Problem of Indian Identity,” Arizona and the West 27.4 (Winter, 1985): 309-26. Chadwick Allen’s “Blood (and) Memory,” American Literature 71.1 (Mar., 1999): 93-111. 


� The choices for the name of the tribe include, “#1 Condaho, #2 Mescalotex, #3 Washmakokie, #4 Rappa Hamburg, #5 Wishee Washee, #6 Gelderfoot, #7 Wanahoho.” The Indian name selections for the audience include, “#1 Long Gone Lillie, #2 Cross t the Other Side, #3 Old Dead Eye Dick, #4 Old Drop by the Wayside,  #5 End of the Trail, #6 Down the River, #7 Old Rocking Chair, #8 Two Dogs Fucking (256-57). 





