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SECTION I, THE OLD-TIME MUSIC OF THE BIG SOUTH FORK.

Introduction

The'Big South_Férk has a rich musical heritage, and it
is one of the unique areas of the present—déy United States
where an appreciable amount of traditional music still survives,
Even still, this faet should not be_misconstrﬁed, because
althouéh the area remains somewhat removed from the American
‘mainstream geographicélly and in some cultural traits, it is

. i

not isolated:from the populér'cﬁlturél trends of our society,
Around the Big South Fork, one céﬁ simultaneoﬁsly hear bélléds
and fiddle tunes that are several hundred years old, and todéy's
"Top 40" or country music hits, Tn its music as well as in many
other respects, the region dramatizes the impéct that the mass
communication media have had on America's folk héritage, and |
emphasizes the crucial necessity of docﬁmentihg the vestiges of

it that persist.

Motives and Materials

The Big‘South Fork's' traditional music was deemed such a
valuable cultural resource that the Folklife Stﬁdy &elegéted one
member to the virtually fulltime pursuit of the following objec=
tives:

(1)  surveying and eéaluating the present—déy.stétus
of the various forms of indigenous music.

(2) establishing rapport and comfortable relatign-
. ships with important local performers so that
examples of their music could be recorded.,

(3) understanding the function, role, and responsive
behavior associated with these types of music in
their original cultural context,




(4J.-considering ways that the Big South Fork's folk
music traditions might feasibly contribute to
the interpretive dimension of the .proposed
National River and Recreation Area.

These objecti%es were-éccomplished'oﬁer é,period of nine
months' fieldwork, which prodﬁcedlhd tapes devoted to the music
of the Big South Fork region. .These feature roughly 35 hours of
music and interviews involvingng individual performers (some of
ﬁhom are no longer liﬁing).énd groﬁps from Fentress County, Scott
County, and Morgén Coﬁnty, Tennessee, and fr?m McCreéry County
and Wayne County, Kentﬁcky; 'The tapes were Briginally divided
into two series, reflecting two distinct intentions. .

The Incidental Series was plénned as a general surﬁey of
the types of music that can'presentiy be found in the éreé,
through recordings of public performénces that woﬁldfcéptﬁre
audiences' responses to the music aswell as the music itself.
This series contains ten tapes recorded om six occasions between
July and early September, 1979; "included ére'performances-by
local gospel, country, and rock'n'roll ensembles, and by the
dixieland jazz.fand from York Institﬁte, the high school in James=
town, Tennessee. A performance by balléd—singers Dee and Delta
Hicks at Pickett State Park on August 17, 1979, and more old=time
music recorded at Pickett over Labor Déy weekend, 1979, are also
included,. These recordings were made under circumstances where
little, 'if any, audio control was possible, agg}ggbject to the
contingencies that characterize "1ive" recording, their sound
quali&y varies from fair to very good. _

The -Documentary §eries was limited to the traditional or

nold-time" music of the area, and its purpose was to create
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better-quality documerts of this material aner somewhat more
controlled recording conditions (ie:; informants" homesj_that
could be used for immediete and future annlysis; _Eight tapes
of this sort, involving twelve local artists, were compiled
from a series of recording sessions that begen in October, 1979,
and culminated in Februery, 1980, The Documentary Serles also
1ncludes a recordlng of a- square dance held at Rugby, Tennessee,
in November, 1979, and other pertinent material, Three tapes
are copies of commercial recordings featurlng music by performers
from the Big South Fork area, and others Ehﬁi are coples of tapes
furnished by the performers themselves,.or, in one instance, by
the family of a well-known local fiddle player who died in 1965.
Bobbf Fulcher, a Tennessee Department of Conser%ation,:DiﬁiSion
of Parks and Recreation staff member who is Qery familiar with
the old~-time musicians of the area, COnrteonsly shared recordings
of some of the songs that he Thad taped from the Hicks family of
Fentress County; To capture two other impoftent espects of the
region's expressive culﬁure=—gospe1 singing and the preaching
styles of local radio enengelists, who eptly must be considered
performers in their own right--the Docnmentary series also
includes recordings of gosgpel broadcests, teped off the air or
at the studios of WBNT radio in Oneide Tennessee, Later, two
recordings were made of rural church serv1ces in McCreary County
and Scott County

In addition to the recorded materlal, a wealth of untaped
1nformat10n about the Big South Fork region's music and its
. cultural milieu was gathered from local performers during the

nine-month fieldwork period, and it is contained in this section




of the Folklife Report;

Traditional Mu51c, Popular Music, and the Folk Process

Western mu51cologlsts have customarlly made a typologlcal
distinction between sacred and secular music in describing the
music of a particular area or time period; 'This seems a 1ogical
manner to follow in dealing with the music of the Big South Fork,
and since a subsequent chapter will be devoted to religiom, it
also seems approprlate to postpone the dlscu351on of sacred music
until them. This chapter, then, will cover the region's secular
folk muslcﬁoﬁgi before preceding, a few important ideas should
first be clarified.

In common usage, “traditional“ suggests an article that
has spread through oral transmission, circulating for‘such a
1ong period of time that it has become part of a4 common body of
folk heritage and lost any association with a particular author
or composer, Much folk material explicitly fits this definition,
having been handed down and passed around for so long that it is
also characterized by conspicuous geographical variation.
"Traditional", however, does not always denote great antiquity°
Researchers such as ngglns (1979) have demonstrated that some
of the "traditional" flddle tunes popular avound the Big South
Fork and elsewhere in the highland South can be traced to speci-
fic late 19th or early 20th Century composers and to printed
music sources, even though these facts are unknown to most, if
not all, individuals who perform the tunes today; Even more
recently, the folk domain has claimed compositions by popular

balladeers such as Woody Guthrie, Pete Seeger, or Bob Dylan,




songs which have been recorded, played, and sﬁﬁg so widely and
S0 often-thét many people do not identify them with any certain
compoger or performer;_ John Prine's song "Paradise" ("Muhlen~-
berg Coﬁnéyhja which.iniﬁially éppeéred on record in 1972, is
‘an even more astoﬁnding example of how répidly a song can
become Gélidly "folk", at least to a good mény listeners.

Folk:cﬁlture has been assimiléting popﬁlér songs for
centuries, regérdless of whether the familiar performer of the
day was the medieval troubadour, the broédsiﬁe ballad monger,
the 19th Centﬁry blackféce minstrel show ent%rtainer,.or the
contemporéry recording arfist&*ikt is comforting to know that
folk trédition persists in the ége of electronic mass communi-
cation, élthoﬁgh a highly ironié and almost paradoxical rela-
tionship between the two has evolved. Even Ehoﬁgh todé&'s
popﬁlér music has sﬁpplénted many of our genuine folksongs,
radio, television, and the recording industry have greétly |
enhanced the folk process itself, as it exists todéy, by
disseminating certain songs so widely and so exﬁediéﬁtly that
they have gained - a qﬁésiﬁtraditional status that would other-
wise have taken them generations to écqﬁire:

With this process in mind, we might look at the folk
music of the Big South Fork as a reservoir that has been fed
by several distinct streams of Anglo-American musical tradition
and contains remnants of the popular music of earlier periods
as well as indigenous material that originated among the "folk"
themselﬁeél A vériety of styles and forms are represented,

including British and early American ballads déting back hundreds

‘ﬁ%(insert:) Conﬁersely,_as we can see from the examples cited_abo@e,
elite or popular culture has borrowed elements from folk tradition,
embellished them, and returned them to oral circulation.
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of Yeérs, and instrﬁmentél dance tunes of dompérable ége, all
of which were élreédy part of the heritége of the region's
early setrlers; One‘cﬁn also hear a diversity of songs
reflecting facets of the Kentucky-Tennessee frontier 1ifesty1e,
as well as llght—hearted numbers that entered local folk tradi-
tion by way. of the minstrel stage, a widely popular form of
entertarnment in 19th Century America with an influence that
penetrated even the most ‘hinterland areas. Finally, there are
the maudlin favorites from around. the turn of the century, and
other items=—some traditional, some "composed”—-that Southern
mu3101ans recorded.durlng the early days of the country mu31c
industry, ﬁ'that many 1oca1 performers around the Big South
Fork today learned from the radlo. Thls musical reservoir
retains something of virtually everythlng that can be found
looking back into the etiology of the people of the Big South
Fork region--lingering echoes of their ethnic origins, and of

the times and the cﬁltﬁrél environments that have blended to

make up their common folk heritage.

Vocal Music: Ballads and Folksongs

Some of the folksongs coliected around the Big South
Fork belong to either of two ballad traditions that have been
well—documented in the British Isles and in the United States.
The earliest of these ballad families consists of the material
contained in the collection of Francis J. Child (1882, 1884,
1885, 1886, 1888, 1890a, 1890b, 1892, 1894, 1896), an American
scholar who recorded variants of 305 ancient ballads that were

still being sung in England and Scotland during the late 19th




Centﬁry; Many connterpérts have been found in the United States
and Canada (see Cox, 1925; Davis, 1929; Sharp, 1932; Henry,
1938; Réndolph; 1946} ' White, 1952} and other collectionsj;

The Child ballads are long, third-person narrntiﬁes, and
 the stories that they tell are nsnélly legendary, abonnding with
the knights, damsels, céstles, romance, intrigue, and snpernatnral
elementg assnciated with the popular concept of what an old ballad
should contain. Many of them are traglc but others end happily
and some are genulnely humorous ,

~ These ballads are very old, Scholars %elieﬁe that they _
originated during the 1400's énd the 1500'3, and it is now thought
~——although debate about this persists=—that they were composed by
sophistocated writers who intended them to be for the enjoyment
and appreciatdon of cultlvated audiences of the day. Eventually,
however, they found their way into folk tradition, so that today,
after being passed am orally for so many generations and evolﬁing
many different Qériants, the Child ballads are cited as classic
examples of folklore,

The broadside ballads represent another oral tradition
that was once popnlar in the Big South Fork regiqn; Of somewhat
more recent origin than the Child ballads, these date from the
17th to the 19th Centnry and nere composed By professional song
writers who printed them on large sheets of paper called broad-
sides and peddled them in the city streets of Great Britéin,
Ireland, and America, 1In a sengde, the broadside ballads were
the cﬁrrent hit songs of their day, and were qnickly assimilated

into folk traditiom. Many were based on current events and offer




accounts of murders, disasters, or of outlaws aﬁé their crimes.
Some offer political satire, and others are pﬁrely fictional,
Collectlvely, the broad91de ballads furnish 1n31ght into the
popular tastes of their times through their stories of herolsm,
true or unfaithful love, and v1olence. Lyrically, they tend to
be more concise than the Child ballads, and their perspecti%e
is usually 1ess detached, if only'becaﬁse they concern familiar.
events; Their narratlves may be told in the, first person, and
their authors often interjected their own wry editorial comment
' or touches of moralism. r

The printed broadside ballad tradition irself survived
until the eérly,20th:0entury in the form of postcérd-sized cards
that carried the printed lyrics to popular narrative or "event"
songs and were peddled by fulltime musicians who, like ﬁick
Burne %%%% 16¥1§ce110, Kentucky, were often blind men who were
unable to.support themselves any other way; Before the advent
of the phonogréph record, these cards were the means that most
listeners relied ﬁpon to femember and learn the words to songs
that they heard and liked.. In faét, old-timers around the Big
South Fork still use the word "ballad" (or "ballet", as it is in
the local dialect) not in reference to the song itself, but to
the song lyries in printed form. J

Besides the remnants of Child ballads and broadside ballads,
the region's folksong repertoire also included a number of dif-
ferent kinds of traditional songs: love songs, courting songs,
children'é songs and singing games, SONgs descriEing funny or
exaggeréted incidents, énd songs about éniméls, which sometimes

possess human characteristics. Much of this material can be




found in collections of American traditional songs, but other
articles may well be of local origin; Except for songs about
hunting, songs-deeiiﬂg_with work-related activities seem to be
curi0usly:absent. Occupational folksongs are an imporfant
traditional genre, but they do not appear to have been common
around the Big South Fofk, even in the coal mining areas of
Scott and MeCreary counties, [bee Hicks, who probably.knows
more tfaditional songs of the region than enyone, seys that

he does not recall ever hearing a song about;coel mining prior
to Merle Trayis' radio hits "Dark as a Dungeen" and "Sixteen
Tons" ie the 1950'5;]

Today, most of us cannot readily appreciate how 1mportant
these songs were in their original cultural context, so much do
we take for granted the music that we hear around us every day.
Reflect on the important role that music occupies in our lives,
whether we listen to the radio, records, or tapes for relaxation
at home, in the car, to relieve the tedium of work, for dancing,
or as "party music": what would our alternative be if the tech-
nology that we depend oﬁ for our music suddenly dieappeared?
Before the development of sound recordlng, of course, people
had to make music for themselves, just as they were self-suffi-
cient in other respects. The songs described here were one of
the major sources of entertainment when people were enjoying
their leisure time, and they helped relieve the monotony of
physical labor, housework, travei, and the pangs of loneliness,
The balla&s, in fect, eccompliehed the same basic function that
television fulfills today, providing melodrama (often based on

recent events) and a passive sort of entertaiment for the listen-




ing. audlence around the house., Jean Ritchie's eutobiogrephy

 Singing Famllz of the Cumberlands (1955) gives a good iliustra-

tion of the 1mportant place that these tradltlonal songs held
in ﬁamlly Life before the coming of the radio.

Unfortunately, the Big South Fork's early ballad and
folksong traditions are now virtually extinct. Aside from
Fentress County's exceptionel Hicks family, who possess a large
repertoire of ballads and songs -that have been ‘handed down for
at least four gemerations (We will look at sbme of these in
detail in Section II.), there’ are only a few other individuals
-1iving today who can still recall and sing any of this material.
In another decade or so, most of it--aside from what has already
been recorded——w111 have been lost forever, since the area's
younger residents do not appear to be interested in 1earn1ng
and keeping any of it alive. This music was probably ‘passing
out of vogue even before the turn of the century, losing ground
to the wave of shorter, sentlmental material so popular in the
" late 1800'5, which called for the use of musical instruments
and harmony; Popular songs of the period, such as "The Pale
Wildwood Flower", "The Letter Edged in Black™, "The Little
Rosewood Casket", "After the Ball"™, "The Little 0ld Log Cabin
in the Lane", and the many others thet were later recorded by
the Carter Family and other "old-time' or "hillbilly" performers
in the late 1920's and early 1930's are 1eg1t1mate1y recognized
as folksongs today, but in thelr own heyday, they superannuated
an older body of folklmaterlal ‘in much the aame Way that they
themselves were sugﬁanted By two succeeding gemerations of cheng-

ing musical taste.
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In the style associated with the earlier body of tradi-
tional songs, singing Was'esaally done alone and. without instru-
mental ace0mpanimeﬁt:-_This may have partly been due to the
scarcity ef instrsments, especially-in the days of setslement,
but it also reflects a quality common to much of the music itself
and partlcularly evident in the older materlal such as the Child
ballads. Many of their melodiés are based not on a seven-tone
scale, 4s we use in music today, but on an01ent scales of five
or six tones. These scales are often modal,;not corresponding-
to either our familiar major or minor-scalest This accounts for
the haunting and not enpleasingly dissonant sound of many Appala-
chian melodies, Conseqeently, modern systems of harmony are not
applicable, and modern instruments such as the gultar which are
fundamentally based on these principles of chords and harmony,
simply do not sound right when used to accompany these old songs;

The solo singing style itself ig generally stark, dig-
cretely embellished by vibrato and short grace notes, which
create the quasering effect one hears in recordings of old=time
unaccompanied singing; The higher-than-normal vocal range,
which approaches a falsetto among some performers, is not
dyﬁﬁent on the tapes from the Big South Fork; rather, singers
here tend to sing in a fairly natural voice. The ballads are
rendered with a conspicuous absenﬁe of emotlon even daring
dramatic passages. It seems almost that the song itself, and
not the singer, is receising the spotlight. The singer can,
howeser, use his or her vocal style effectisely to generate an
undercurrent of tension that runs through the entire song and

greatly enhances it. Foreexample, listen to Dee Hicks singing
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“The Vulture" on the recordings from Pickett State Park (UKM/IZé
‘and UKM/I6b). Vocal timbre can also add a soothing tone of
reassurance to-anoﬁﬁér_sort of piece, such as Dee's rendition
of "Lil-de-1il-i-o" on UKM/I2b. |

Group singing was also present, and.wés used for lighter
kinds of material such és the singing games and the words sung

to dance tunes. It was also fundamental to the church singing.

Iﬁstrumentél'Mﬁsic: Fiddle Tunes

Before the turn of the céntury, the.féddle and the five-
string ban;o were the principal instruments used to create dance
music and accompanlment for certain types of songs. The fiddle
had been used in the Brltlsh Isles and the American colonies
before the settlement of the Big South Fork regiom, so it was
probably present in the area from the beginning on. It remained
the fundamental instrument, next to which the bénjo, and later
the guitar, were only of secondary importance and served mainly
for accompaniment; The repertoire of music associated with the
fiddle, numbers which. continue to be identified as '"old=time
fiddle tunes" even when pléyed on another instrument, comprise
the Big South Fork's second major category of folk music. This
instrumental music, like the balladry and other folksongs, repre-
sents another local river of tradition, a jﬁxtaposition of
clements that highlight the formative periods of its evolution:
ancient Celtic airs ("Soldier's Joy", "Billy in the Lowgrbﬁnd“,
""Rocky Road to Dublin", "Devil's Dreém"jl melodies that origi-
nated on the Appalachién frontier ("CumBerland Gép”, "Sélly
Goodin"), minstrel show numbers ("Arkénsés Traveller", "Turkey

in the Straw", "Listen to -the Mockingbird")z and populér tunes
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of the eérly 20th Centﬁry'("Down Yonder", "Chicken Reel”j;

'Bfeakdowns,'or reels, make ﬁp the standard pért of the
local fiddle,repértoire. Breékdowns are fast dance tunes played
in 2 orAz time, iﬁnﬁ#qﬁse the sort of tﬁnes associated with
popular iﬁéges of mountain fiddle music. Mény of these pieces
are quite J1d, with pdpulér counterparts in the British Isies.
Their titles are often obscure énd may Qary from place to pléce,
or eéen from performer to performer. Titles also appear to have
chénged through time: Joe Beéty,'é bénjo—éickef who lives in
Grimsley, in Fentress Coﬁnty, recalls oldef names for several
tﬁnes still populér-éround the area, Lyrics survive to quite
a few of these nﬁmbers'and sometimes shedzlight on the meénings
of the titles, But it becomes an ﬁnresol&éble chiéken—éndﬂegg
situation: were they originélly songs with words, or were they
instrumental tunpeg for which lyrics were sﬁbsequently composad?
There are undoﬁbtedly instances of both. Aside from the cata-
loging problems that they imﬁgse, the ndmes for these old break-
downs are amﬁéing artifacts of the iméginétion of mény énonymoﬁs
"somebodies" down the line.

Other fiddle pieces include wéltzes, which are slow-to—
moderate dance tunes in 2 time, and hornpipes, 2-tunes which
originally accompanied a kind of solo dance brought to America
in the 18th Centﬁry; The hornpipe tunes survive even though
the dance has been forgotten, and they are usﬁally played fast,
like breékdowns: |

There are also fiddle pigeces that were noﬁ dance tunes at
all, ”Bonépért's Retreat” is probably the most popﬁlar survivor

of this idiom. IThese wege Generélly performed asg solos; Many
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retain rhythmic intricacies (the g time still common in the

British Isles occors'occasionally).and modal elements that make
them hﬁsﬁitéb1e for accompaniment with other instruments.
Intendedfror llstenlng pleasure these numbers were played
between dance sets to glve the dancers a break and to allow the
fiddler to demonstrate his skill,

Most fiddle tunes consist of two strains of eqﬁal length:
a high- pltched part sometimes referred to as. the "Fine" and a
low part known as the "Coarse". Each part ie usually repeated
once, but this practice varies from performer to performer.
Most tunes begln with the Fine and end on the Coarse, and will
be played over and over for as long as the dance demands or
until the musicians have glven out. Some tunes, such as "Bona-
part's Retreat", have three parts; repeated in the same manner.:

Fiddle tunes are played in various keys, with thelmost
common keys being D, G, and A, followed by € and F. Fiddlers
will occasionally use E and B-flat. Tunes tend to be fixed in
. certain keysi "goldier's Joy", for example, is always played
in D, "0ld Joe Clark" in A, "Tennessee Wagoner” in C, and so
forth. Certain breakdowns shift keys, with one part being
played in one key and the next part in another. "Fire on the
Mountain" rocks back and forth in this fashion between the keys
of A and D; "Orange Blossom Special" shifts from E to A and
back to E.

Alternate tunings (' 'round keys' ) where all four strings
are tuned so they produce concordant notes when played unfin-
gered, or "open", are essential to certain breakdowns. Accord-

ing to Slim Smith, a fiddler who lives in Oneida, Tennessee,
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"Black Mountain Rég“ has to be pléyed in an open G tuning for
it to sound right;

Even today,'fiddles ére‘precioﬁs heirlooms around the
Big South-Fofk, and eﬁery old, well-pléyed fiddle in the area
has at least several stories attached to it, Some ﬁery old
handmade fiddles are still being played by local musicians:
Ralph Weaﬁef of Stockton,  Tennessee, uses one that is over a
hundred years old. 1In the old déys before mail-order or
store-bought instruments became easy to obtaﬁn, fiddles must

have been even more cherished than they are today The most

difficult stringed instrument to make, a fiddle demanded a
special person with special talent, but the Big South Fork had
at least one well-known fiddle méker, e lamipe Hiram Sharp
(1885-1976), who lived at Norma, in Scott County.

Fiddle-pléying style is a highly idiosyncratic matter,
aﬁd eﬁery good fiddler tries to cultivate his or her own dis-
tinct sound and elements of technique; Style tends to be
transmitted throﬁgh personal contact and imitation, usﬁally
between parent and child, but ogcésionally between an outstand-
ing loéél fiddler and an eégegpgggtegé. Fiddling, like other
forms of musical expertise, has predominantly been a fémily
trédition,'and, as we will see in Section II, certéin families
around the Big South Fork have long-standing repﬁtations.for
producing good musicians.

In spite of all the individual variation émong fiddlers,
some genéralizétions about style are still possible., Local .
informants themselves recognize two distinct pétterns. In the

common old-time hoedown or "jig" style, the fiddler may hold
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the instrument under his chin in the typical violin fashion,
or he may play w1th its bottom resting down agalnst his ribs.
He may grasp the bow at the frog, or he may hold it by the
shaft, plac1ng his hand on the grip that is usually found at
its lower end. The hoedown fiddler relies on short bow strokes,
embelllshed by frequent "digs", where the upward accentuation
of a certa1n note is produced by applylng pressure on the bow
and changlng its leverage slightly as it travels across the
string, and by’ ndouble-noting", where two’ adjacent strings are
played 51mu1taneously to produce an accompanylng drone effect,
(Some fiddlers, after modlfylng their bridge, will even employ
"triple-noting". )

Another manner of pIaying, the "smooth" style,‘was locally
popularized by Leonard Rutherford (c. 1900~ 1954), a well-known
Monticello—area musician who many informants consider to have
been the region's virtuoso fiddler; (Exactly where Rutherford
learned the style remains unclear;)j Here, the instrument and
bow are almost invariably held in the conﬁentional'ﬁiolin manner,
Smooth fiddling is characterized by use of the whole bow, mani-~
pulated in slow, smooth strokes that produce a succession of
notes; Other technical hallmarks of this style include glides,

vibrato, slurred notes, and 11tt1e double=not1ng

Because it was so essential to folk dancing, and. because
of the revelry that. its musitc seemed to encourage, the
fiddle was condemned as "the devil's instrument" during the
wave of rellglous fervor that swept the countxy --in. the
early 1800 s. This disreputatlon lingers on around the Big

South Fork today in consplcuous ways. in the old simile "as

-16~

Y




‘thick as fiddlers in Hell," in the aspersion toward sqﬁare danc-

ing that persists in some quarters, in the more conservative
rural churches' ban on’ the use of any musical instruments in

" position has become

their services, These "old believers'
somewhat relaxed, and today, even thoﬁgh square dancing continues
to be frowned upon, few,'if any, try to conceal their thorough
enJoyment of secular music and 1nstruments——1n their proper
place, of course (1e,, outside of church), In some slyly self-
conscious ways; local fiddlers maintain the eradition themselaes?
through the high-spirited revelry sﬁggested ﬁy the titles of

some of the old tunes, such asg "Devil's Dream,” "Hell's Broke
Loose in Georgia," "Fire on fhe Moﬁntain,” or "Dance All Night
With a Bottle in My Hand," and by another sur%iﬁing pfaetice

with symbolic connotations: the custom of putting a few sets of

rattlesnake rattles inside one's fiddle, if only for the utili-

tarian purpose of keeping its interior free of cobwebs,

As for the other important traditional 1nstrument it is
unclear exactly when the five- string banjo entered the Big South
Fork reglon. It assuredly must have been present by the 1870's
and it may predate the Givil War. There are at least twa Gery
old banjos aroﬁnd the Jamestown, Tennesee area; Doyle Jones,
who works for WCLC radio, has a homemade fretless Banjo that
belonged to his father. Its head was fashioned from a groﬁnd
hog skin, . Joe Simpson has an early factory—made fretted banjo
that was formerly owned by Ralph Taylor, the Fentress“Coﬁnty Clerk.

-The banJo developed from an instrument--or probably more

accurately, from the idea of an instrument~-that was transported
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to this country from Africé, and ‘its preseﬁce among black slaves
in the Southeast has been docﬁmeqted as early as the 1750's

(see Epstein, 1975);- Even though colonial pléntétion owners
tried to sﬁppress elements of their slaves' nakive caltﬁre,

the ancestral Bénjorsﬁrviéed,land as the blacks became further
_accultﬁrated, theytadéﬁted‘their instrument to play the Anglo-
American folk dance music that they heard around them. The
Americénized banjo came to be used as an instrument to accom-
pény the fiddle. By the 1836'5, a fretlesé'model that otherwise
resembled ité &odern form had e%ol%ed, andithe number of strings
--foﬁr melody strings plﬁs a chanterelle, or drone string, run-
nlng halfway up the neck--was standardlzed (The foﬁr—stringed
plectrum and tenor banJos were a 20th Century 1nnovat10n, a
response to the demands of Dixieland Jazz musicians who were
encumbered by the drone stringlj‘ Popﬁlérized by the minstrel
shows as pért of their bﬁrlesqﬁe of plantétion 1ife, the banjo
spreéd among white musicians while blacks, at the same time,
were led to reject this artifact of théir own heritége;

In the Appélachién,region, mﬁsiciéns discovered that the
fretless five-string banjo was well-suited for playing the old
modal melodies that survived in many of their songé and fiddle
tunes. A number of open banjo tﬁnings were devised to facili-
tate the playing of certain songs, and several of these are
still used by old-time Eanjo~pickers around the Big South Fork.

Factory—méde banjos with frets begén to éppear in the
1886's,lbﬁt'many homemade bénjos continued to remain fretless,
partly'ﬁecéﬁse of trédipion, pértly because of the difficﬁlty

involved in properly installing frets on an instrument, and
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partly because the fretless instrument was fundamental to the
mountain banjo style;' However, fretted banjos became universal
as mail-order and store%bought instruments eaﬁﬂzﬁe-replaceghome~
made ones entirely. Frets permitted greater eccuracy in noting
'the instrument, and made both the piaying of chords and the play-
ing of melody lines farther up the neck of the banJo possible for
the flrst time. This innovation later enhanced the development
of the Earl Scruggs or Bluegrass three=finger banJo picking style
that is so popular today,

The 19th Century methods of playing the banjo were quite
different and have recently gained renewed interest nmong fans
of old-time music. The old mlnstrel show "fralllng or "clawhammer"
style (known around the Big South Fork as "knocking 1t"):wes pro-
bably derived from the Afro-Amerlcan banjo tradition. Here, the
right hand functions as one rigid unit, with the‘thnmb and index
finger held in a "claw" position. Melody strings are sounded with
the index finger as the hand moves downward across the strings;
and the thumb plucks the drone string as the hand moves back up
on the following off-beat, Bailey (1972) believes that an African
influence may endure in the inherent syncopation common to this
manner of playing.

This particular banjo style no longer survives in the Big
South Fork area, although most of today's old-time banjo=-pickers
remember their parents or older musicians like Dick Burnett or
Joe Wheeler Gentry playing in that fashion. The prevalant old-
time banjo.method around the Big South Fork today is a two-finger
picking style involving the right thumb and index finger, in a

manner similar to two-finger banjo styles that have been recorded
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in Weste}n North Carolina. The index finger picks out the melody,
punctuating it with rhythmic downward brushes across the lower
strings, whilé the thumb continues to sound the drone string on
_the‘accomﬁanying of f-beat and'occésionally drops down to play a
“drop thumb" lick on the second or third string;

It would be interesting to learn more about the origin of
this two-finger banjo stylé and how it cémé to replace the earlier
one in the Big South Fork, mattexrs that preseqt—déy informants
are unable to shed any light on. Was the tﬁoffinger technique

always. . .

A present, or was it an importation that became the popular way to
play in the early 1900}5, replacing the frailing style in much
_the same manner that bluegrass banjo 1ater.eclipsed older methods
of playing? |

Banjo-picking, like fiddling, is very idiosyncratic, and
individual players bk have their own unique technical variations
even 1f they all follow the same basic pattern; Some beautiful
examﬁles of old-time banjo playing survive around the Big South
Fork in local musicians like Clyde Troxell, Virgil Anderéon,

W.L. Gregory, and Clyde Daﬁgnport in Wayne Coﬁnty, Kentucky, and
Dee Hicks, Joe Hicks, and Joe Beaty in Feutress County, Tennessee;
Drawinggon;the:simpler;éesthetic.gf_an earlier.time, their undex-
stated playing contrasts shérply with the flashy, exhibitionistic
"virtuosity" of today's bluegréss banjo style.

Played together, the fiddle and thelbanjo were the founda-~
tion for the latter—day string band, which developed as the guitér
and other instrﬁments,bécéme;aﬁéiléble in the Big South Fork area,
But ﬁp into the early 20th Century, as Clyde Troxell expléins on

tape UKM/D22, the local concept of "string band" meant specificélly




fiddle and bénjo; There were two methods of bénjo accompani-~
ment for the fiddle; " one, possibly the older, in which both
instruments were pléyéd préctically in unison, with the banjo
closely foliowing the fiddle line almost note for note, Other
times, the Bénjo functioned more as a rhythm instrument, Ex-
amples of these old-time.fiddle-and—banjo styles can be heard
on two commercial LP's that feature musicians from the Monti-
cello, Kentﬁcky area. A reissue of songs recorded by Dick
Burnett and Lednard Rﬁtherford in the 1920?3,?Rounder'1604,

A Ramblin' Reckless.bee, céptﬁrés . the due's unison fiddle-

and—Eanjo sound and Burnett's fast bénjo fréiling technique on
_a couple of solo numbers, The second record; Monticello (Davis
Unlimited 33614)1 features W,L. Gregory. and Clyde Daéenport,

two contemporary musiciéns, performing some éf Burnett and
Rutherford's tunes and other similar material. The local fiddle~-
and-banjo styles can also be heard on several Folklife Stﬁdy
tapes. On UKM/D24, you can hear Clyde Troxell's rhythmic banjo
éccompéniment to his brother Rélph's fiddling, and on the tapes
featﬁring he Rocky Toppers. (UKM/D18a and B, UKM/I6$ and c),

the Big South Fork's last performing sqﬁare dance bénd, Rélph
Troxell and Réy Souders can be heard playing together in a close
unison style, Soudars:prOQides a note~for-note accompaniment,
even thoﬁgh he uses a three-finger banjo-picking method,

Because of its close association with the fiddle, the
banjo shares much of the same repertoire, but jﬁst as there are
tunes thaf are exclﬁsi&ely played on the fiddle, there sze -
also certain distinctive Banjo pieces. Clyde Troxell's "French

Waltz" (UKM/I6d, UKM/D22) and Dee Hicks' "Lost Gander" (UKM/D5,
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side twoj_ére good exémples; The banjo was also the main

instrument that singérs used to éccompany themselves before
the guité: camé into the area. A few fiddlers like Leonard
Rutherford were able to play.the fiddle and sing at the séme

time, as he demonstrates on the: Rounder albim mentioned above.

Othert Instrﬁments

'Several ‘other instruments have been used by folk musi-
cians around the Big South Fork regiom, énd é@en thoﬁgh none
of them were as impoftént to the local mﬁsicél traditions as
the fiddle o} the bénjo, they are still worth briefly noting;

The guitér has been a relative newcomer that did not
come into use until after 1910, Mény old-time musicians can
specificélly remember when fhey first saw onme, and althdﬁgh
nearly all of them can pléy the guitér to some extent, most
only use it as a secondary instrument. Of coﬁrse, the gﬁitér
has become the basic instrument for the yoﬁnger musicians since
it is fﬁndéméntél to the contempo;éry forms of popﬁlér mﬁsic,
and it is the instrument thét they in%ariably start out learn=
ing to play now, instead of the fiddle or the bénjol Guitars
seem to have originélly enteréd the area by way of mail-order
cétélogs and compénies; Clyde Troxéll and Rowe Pérker, another
informant who lives in Stockton, Tennessee, said that the
Lee Manufacturing Company used to offer guitars as bonuses for
lérge orders, and that this ﬁas how they acquired their first
guitérs;

The dulcimer .is the thifd instrument popﬁlérly associa-

ted with Appéléchién music next to.the fiddle and the banjo,
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but it was never common in the immediate Big South Fork area.
Most local old-time mﬁqicians are completely unfamiliar with it.
Although two old dulcimers wererlocéted'in Fentress County, both
were imporfed from oﬁtéide; We do know that dulcimers were pre-
 sent in neighboring Wéyne Coﬁnty, Kentﬁcky; Dick Burnett recalled
(seé Wolfe, l973é§1earnihg to play one as a child, Robert Lowe
(1903—198051 who lived at Pine Haéeq in Fentress‘Coﬁnty and was
interviewed a few months'Before his death, pyéyed a dulcimer that
he said had been méde 80-90 yeérs before By ioe Adkins, a black-
smith back in his home area of Powersburg, ié Wéyne Coﬁnty; Mrs,
Lﬁster King of Jamestown alsé has an old dulcimer that was made

by her gréndfather Daniel Thomas, who lived in Claibourne Goﬁnty,
| Tennessee, Her cousin Doyle Parker also made a dulcimer that she
belie@es.is presently owned by someone in Armathwaite. All three
informénts, and Rowe Pérker, who is Mrs. King's Brother, séid
that the dulcimer had chiefly been used for pléying hymns and
sacred music.

Another stringed instrﬁment, the mandolin, has only
éppeared around the Big South Fork in the last thirty yeérs, and
it has been used exclﬁsi%ely by Blﬁegréss bands.

There is evidence of homemade wind instruments being
played in the area in earlier times. Mrs. Fronnie Thompson of
Oneida has a cane flute that has been a fémily heirloom. On
tape UKM/D5 (side onejl Arnold Kimbrell of Arméthwaite, Tennessee,
describes how he wétched_his.féther make a "bark whistle', a long
flute-like instrument that he féshioned after carefully removing
the bark from a limb of wahoo (Frazier's Mégnolié}_in one intact

piece.
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The harmonica, or "French harp", was a populér instru-
ment yeérs égoL Dee Hicks used to play one, and-he remembers
(see tépe-UKM/DS, sidejtwoj_thét when he was yoﬁng, there was
a local méﬁ named Charlie Mﬁrréy who played the hérmonica and
" could imitate the sound of foxhounds with it. Herb Tipton,
who lives near Jémestown; is a very good country-style harmonica
pléyer; Pedple also played jews-hérps and other no%elty instru-
ments that were obtained from méil—order catélogs or from ped-
dlers. Dick Burnett mentioned (see Wolfe,-1q74j_that he could
pléy a "human-o-phone", a sort of nosé whistie, and on several
of his recordings, Burnett also does a very good imitation of
a jews—harp with his finger and his mouth.

Fiﬁally, a few of thé unique and sometimes bizarre
musical instruments that were on the market during the late l9£h
énd_early 20th Centuries éppérently found their wéy into the Big
South Fork area. Some of these were eccentric hyBrid contrép—
tions, Some time ago, Joe Simpson acquired a flat, rectangulér
instrument that was identified by its own label as a ukelin.

It has two sets of strings,.one played with a bow and the other
strﬁmmed, hérp“féshion: On tépe URM/D5 (side onej, Arnold Kim-
brell describes another unusual instrument called a celestéphone,
which resembled an autocharp but had tiny mechanical hammers that

sounded the strings;

Folk Dance

Responsive behavior is an important component of any musi-

cal idiom, and this survey of'tﬁe folk music of the Big South

Fork would hardly be complete unless some attention were paid to
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the styles of déncing that have been associated with the region's
fiddle tunes. 1In mény neighBorhoods, dances were one of the two
major social fﬁnctidns, with the second being church and its
related activities. Of coﬁrse; déncing was not permitted at all
in some of the more pious rural settlements where the tradition
continues to be frowned on even today; But most of the more
organized éommunities such as Jamestown and Allardt had dance
halls, and even in the smallex places, there was ﬁsuélly a

school or some other building that was regﬁiarly used for that
purpose; _ | |

Dances were held to celebrate holidéys and other special
occasions, and they often provided a finale to all-day community
”WorkingS”; In some 1océlities, they took place fegﬁlarly for
their own sake, Fiddler’'Ralph Troxell remembers that years ago,
dances were held every Satﬁrdéy night in his home neighborhood
of Rocky Branch, Kentﬁcky. They were usﬁélly held at peoples’
homes, all over the commﬁnity, and each weekend they would
announce where the dance would be the following weekend,

As a social fﬁnction, dances died out in the 1930's
because of a combinétion of several factors. Radio was one of
the main contribﬁtors, and a growing reputation of drinking and
violence associated with the dances also discoﬁraged pérticipa=
tion. World War II provided the final decisive blow: -the
absence of so many yoﬁng men effectiﬁely brought an end to a
tradition that was already on the decline. It was never suc-
cessfﬁll& revived, Jamestown continued to host street dances
in conjunction with Fentress Coﬁnty's annual Chicken Festivals

and Bean Festi%als, but these had faded out completely by the
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early 1960fs; Television's converse rise in popﬁlarity is not
ﬁncoincidentél, and is what many informants cite as the reason
for the demise of.sqﬁére dancing and the dying interest in
local traditional music. A.small body of enthusiasts have kept
Appéléchian squére déncing_ali%e around Jamestown and Monticello,
and at the time of this writing, there is an effort ﬁnderwéy to
have dénces regularly at Pickett State Park, Jamestown also
has a Western sqﬁare dance groﬁp, but this represents another
style, and one which was never péft ofiloCQ% tradition,

'Looking_bapk at the history of the different styles of
folk déncing that survive around the area, we can find evidence
of two characteristic patterns that have been alluded to earlier:
One of these processes is the borrowing and diffusion that occurs
between folk culture and elite or popﬁiar culture; the other is
the interplay between the Anglo-American folk heritége and the
Afro-American folk heritage, which has been a formative influ-
ence on the types of music that evolved in the Southeastern
United States. | |

According to Green'(1979ja Appaléchian sqﬁére dance has
its roots in traditional English coﬁntry dances where the couples
faced each other in two long paréllel lines, a form that still
survives in figures like the Virginié Reel. These spreéd Lo
France in the late 1600'3, where, in what became a romanticized
version of peésant dénce, the long double lines were broken
down into "squares" (qﬁédrillesirof four couples and new figures
were incorporéted; Reintroduced into Britain as a result of
upper—class English fascination with this "new" French_qﬁad-

rille or cotillion dancing, the innovated form crossed the
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Atléntic, where it became an institution of Southern plantation
life and e%entﬁally're—entered folk culture. .Démon (19525_
believes thét'sqﬁaré;dénce calling appeéred sometime after the
War of 1812, and that the familiar préctice of ”singiﬁg" the
célls emerged dﬁring the 1870's. The French association sur-
vives in the terms for;sqﬁére dance figures like élleménde,
promepéde,.séshéy, and do-si-do, |

Sqﬁére dance éélling is_an art in itself, and it is as
essentiél to the dance as the music. The'céller, who almost
uniﬁersally hés been male, ser;es as méster:of ceremonies and
méiﬁtéins a greét responsibility for the enjoyment of e%ery—
Body'ineoléed, whether they are déncers, mﬁsicians, or side-
liners. The role demands a special individual who has had

enough experience as a dancer to thoroﬁghly know the calls

and popular dance figures, as well as an intuitive enough feel

for the music to be able to coordinate his calls and the dance
movements with the musical cadénces, The caller must be fami-
liar with pérticipantsf tastes: the figures dancers like to
do, the tunes musicians like to play, the favorites e%eryone
likes to hear. Pacing 1is éll=importént; The caller must
keep'thé dance running long enough for it to be exhiléréting,
but not long enough for either dancers or musicians to tire
out. He should be iméginative, able to add the right amount
of vériety and to introduce movements that he might observe
elsewhere. Nothing is worse than a caller who does the same
thing over and over,

Close attention is necesséfy to produce the;rhyéhmic

synchronization fundamental to a gobd sqﬁare dance. Calls
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'hé;e to be timed not only with the mﬁs%c, but also gﬁided, to
‘an extent, By the déncers' position on the floor. Like the
symphony conductor, the sqﬁare'déﬁce caller is more in%ol@ed
than énjone else in all of the écti@it& that is trénspiring
éroﬁnd him; perhaps, in tﬁrn,-the caller derives a ﬁniqﬁe
sétisféctiqn from his own contribution to the dance. Above
all, the caller is instrumental in-bringing the dance to

that mégicél point where e%eryoner—dancers,;mﬁsiciéns, and

"one-nesgs"

on~lookers—-achieves that integrated feeliné of
that comes when the dance begins to function as an orgénism
in itself,

Sqﬁére dance calls can take two forms. The simplest
are the short, prompting calls like "Circle left!", "Swing
yoﬁr partner!", or "Do-si-dol", which are interjected at the
end of a musical phrase to set ﬁp the next figﬁre to Begin on
the first beat of the next measure. Their basic function is
simply to remind the dancers what is coming next, But the
long singing call transcends mere instruction, Midway between
a song and a chént, it is’metricél and poetié; with lines
timed to fiit the dance tune. A form of entertainment in them-
sel;es, these calls add a thirxd integrél component to the
music and the déncing that enhances the étmosphere of the
entire gathering: They are a beéﬁtifﬁl, litanical folk idiom
that ﬁnfortﬁnately has received little serious attention;

The following exémple of a singing call comes from
Elmer Hﬁrst, a sqﬁére dancer and caller from the Jémestown,

Tennessee area, and one of the few callers remaining around

the Big South Fork. He learned it from his father, Each
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stanza contains the directions for a different dance figﬁre:
The ones included heré are all common sténdérds, and a detailed
explénation of the motions involved in execﬁting each of them
can be fouﬁd in Smith.(19555_pr other sources on Appélaéhién

square dance,

"Get yoﬁr partner and get them on the floor!"”

"Lady on the right and gent on the left,

All join hands and. Circle to the Left;

Break and swing your corner lady,

Then swing your own partner and c1rcle four,
Then do-si the ladies,

Swing your' partner and promenade'

"First couple out with Right Hands 'Cross,
Then left and back--I told you wrong!--
You swing my partner and I sw1ng yours,
Swing your own partner and circle four;
Do-si the ladies,

Then swing your partner and promenade!

"Second couple out with Four Hands Across,
The ladies bow and the gents know how;
You sw1ng my partner and I swing yours,
Then swing your own and circle four;
Do-si the ladies, .

Then swing your partner and promenade |

"The next couple out and.Cage the Bird
With. three hands around;

The bird flew out and the crow flew in,
The crow flew out and we are gome again;
You swing my partner and I swing yours,
Swing your own and promenade!

"Next couple out and do the Ocean Wave;
The first.couple through,

Second couple through the same old trail;
Swing your corner lady,

Sw1ng your _own partner and circle four,
Do-gi the ladies, .

Then swing your partner and promenade'

"The next c0up1e out with the Lady Around the Lady
And the gent.also,

Now lady.around the gent ‘and the gent don't go,

Sw1ng your partner.when you meet her and circle four,
Do-si the ladies out on the floor,
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Then swing. your partner and promenade home,

Take her out and give her air, -

You know where and I don't care; :

That's all there is, there ain't no more!”

1t -is easy to see why a folk tradition like square danc~
ing, which depends on so0 much cooperatlve act1v1ty ‘and requ1res
a certain level of experience and competency, is hard to sustain
once it falls into dlscontlnulty. Another type of folk dancing,
buck danc1ng, has survived around the Big South Fork because it
involves less-routinized motions and because at shares hardly
any of the necessary limitations of square d;ncing;

Buck danc1ng is the foot-stomping, jig-like style of
_dancing depicted in popular 1mages of “down—home” music and ob-
servable at any traditional or bluegrass music festival. It
has antecedants in the buck-and—w1ng danc1ng of the 19th Century
minstrel shows, and is sometimes known as clogging, although
clogging suggests a gomewhat formalized exhibitionary version
that has lost much of the spontaneity that characterizes its
folk counterpart.

Buck dancing is relatively easy to learn and follow..
Music is its only essential; it doesn't requlre a caller, a
minimum number of participants; or a high degree of cooperatire
involrement; It can be, and frequently is, performed alone,
and around the Big South Fork, it 1§9hél unusual to see two
persons of the same sex dancing together in this fashion. Buck
dancing remains highly individualized whether it is performed
in couples or by one person, ‘and it empha51zes or1g1na1 expres-
sion. 1In this respect, it is not unlike popular.forms.of éon-

temporary dance,and this underlying similarity in aesthetic
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criteria méy be another reason why it has survived.

The analogy iis not entirely c01nc1denta1 since buck dane-

ing and the famlllar types of modern dance are all products of

the reciprocity that has been going on between American blacks
rand whites for a long time. Emery (1972)_Quotes sources that
describe blacks in the eerly 1800's dancing their own distinct
uersiOn of tue Scotch-Irish jig, along with figures from a geure
that was all their own and may have represented elements of an
African conflguratlon of animal- -imitation dances that survived
among the plantation slave culture. The buck-and-w1ng dance
popularized by the midstrel shows evolved as a perody of black
dence, teking ite name from two of their poPuLar figures, the
Buck Dance and the Pigeon Wing:

Rural whites edopted the buck—end—wing, and elements
borrowed from juba dancing, another old slave tradition, have
become so much a part of white Southern folk dance around the
Big South Fork and elsewhere that they are taken for granted,
According to Emery (1972), jube dancers would form a circle
that might rotate to fiddle:or benjo eccompeniment, or remain
stetionery: With everyone singing and clepping their hends in
time to the music, one person would enter the circle, "strut
his (or herj‘stuff," SO to speek,.end would  then be joined

by a dancer of the opposite sex.

Folk Musicians

One final element should not be overlooked in this survey
of the Big South Fork's traditional music and that isg the folk

mus1c1an who, after all, is the agent through which the music

=31~




tions. We will look at their origins, life histories, musical

isg creéted, sﬁstéined, and transmitted. We would forfeit a valu-
able dimension to this study if we limited ourselves to a discus-
sion of the music itself without regard for the role that music

pléys in the lives of the people who contribute to its continuity

as a cultural. institution, Since this understanding is best

accomplished throﬁgh invélvement with the individuals themsel%es;'
in the folloﬁing section of this report our perspecti%e will shift
from the generél to the'pafticﬁlér. We will 5rief1y meet each of
the local musicians who contributed to the Foiklife Stﬁdy, as well

as gsome who are well-remembered by those who were interviewed and

who have been very influential within the indigenous musical tradi-

béckgroﬁnds, styles and téchniques, énd at some of the more inter-
esting items from their individual repertoires,

Howeéer, at this time, it might be good to set down a few
generalities about the folk musicians of the Big'Soﬁth fork region,
as a wéy of conclﬁding this initial overview and as a prelude and
a convenient transitiom into the next section,

Scércely ény of these performers has had ény semblance of
formal musical tréining; They have all écqﬁired their instrumen-
tal skills through imitation and association with other mﬁsiciéns,
and perhéps a little informal personal instruction. As noted
pre%ioﬁsly, music has always been Gery much a family tradition
and neérly every musician credits his or her techniqﬁe to a parent,
or else to a cousin or other close relative., They have learned
their material orally, with minimal reliance on written sources.

vestiges of

Even though?the 19th Centﬁry shape-note singing—school tradition

do linger on, and a few informants mentioned that they could read

-32-
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| Scercely eny of these- performers has had eny semblance of
formal musical treining: They have all ecqﬁired their instrumen-
tal skills through imitation and association with other mﬁsiciens,
and perheps a little informal personal instruction. As noted
preéioﬁsly, music has always been ﬁery much a family tradition
and neerly every musician credits his or her techniqﬁe to a parent,
or else to a cousin or other close relative. They have learned
their material orally, with minimal reliance on written sources.,

vestiges of

Even though?the 19th Century shape=note singing—school tradition

do linger on, and a few informants mentioned that they could read
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that type of notation at one time, or that their parents could,
its use was exclﬁsiﬁely,restricted to church music. Secular music

"regérdless of whether the per-—

has always been played "by ear,’
former learns a piéée.firsthénd, over the radio, or from a phono-
.graph record, since these have all been important sources of
material for the area's last generétidn of'tréditiopél musicians,
In spite of ﬁhe new technology, the bésic transmittal process
remains.the same.

This will probéEly be the last generétion of musicians
around the Big South Fork who can claim to be?part of a distinct
regional folk music heritage. Transcending the mere replicétion
of local folk material or elements of stylistic techniqﬁe, it 1is
this lifelong familiarity with the music and its whole surround-
ing cultural ethos that positively defines the folk musician.

In the same Wéy that they are part of the local commﬁnity, its
muéic is part of them and they a part of it. .We cannot separate
the mﬁsic from them'ény more than we could isolate it from the
area or from the local folklife itself; ~0f course, eﬁeryone
experiences music and interrelates with it to some extent., It
would be absurd to imply that this common musical heritage is

any more one's possession than it is anyone else's. Nonetheless,
in any culture tﬁere are persons who are recognized because they
do demonstrate more than an aQerége propensity for music, who
"feel the célling,” S0 to speék} as the speciélists that others
in their commﬁnity depend on to pro@ide music whenever the situa-
tion demands it, because of this endowment they become the ones
Qho maintain that pért of the folk héritége and reiﬁteréte it for

everyone's enjoyment,
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In pérting, it should be noted that mﬁsiciénship has only
rérely been a fﬁlltimé_speciélity around the Big.Soﬁth Fork, A
person'might have Béen:respected for Being a talented performer
and woﬁld.ﬁsﬁélly be_compenséted in some manner for his'serﬁices,
" but at the same time he was also expected to be a producti@e
_memBer of the c0mmﬁnity.' Traditionally, the anly individuals who
became fulltime musicians did so oﬁt_of necessity, and usually
were Blind men like Monticello's Dick Bﬁrnett_or others who were
disabled and could not earn a living except tﬁ;ough music. In
terms of their "real" occupations, the perfofﬁers who will be
~described in Section II represent a féirly comprenhensive cross
section of the various walks of life that have existed in the
Big South Fork region, but they are get apért and united by two
importént common denominators: the special role that they have
inherited by ;irtue of their musical télent, and the musical

1egécy that they have shared énd kept alive,
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SECTION II. CULTURAL RESOURCE INVENTORY:
A SURVEY OF REGIONAL MUSICIANS.

é; Wéyne‘CAQth.

Monficello, the coﬁnty'seét of Wéyne Coﬁnty, Kentﬁcky, is
an ﬁppropriate pléce to begin this sﬁr%ey of traditional musicians
of the Big South Fork region; Monticello lies a few miles south
of the Cumberland‘RiGer, oﬁ the periphery of the Plateaﬁ, and for
many years has been a crossroads for travel aﬁd commerce between
the upland and lowland areas. Monticello hésflong enjoyed a
reputétion fo} good locél‘muéiciéns, some of whom have been Gery

influential throughout the South Fork-coﬁntry:

Dick Burnett and Leonard Rutherford

The tré%elling'blind singer Dick Burnett and his protegé
Leonard Rutherford are remembered by e@ery old-time musician in
the areé, and by a good many other residents as.well, Burnett
was born at Elk Spring Valley, near Monticello, in 1883. At
the age of seéen, he began picking out religioﬁs songs on the
dulcimer, and while still é¢yoﬁth, learned to pléy the bénjo,
fiddle, gﬁitér, harmonicé, accordian--~a total of 13 instruments
in a11=“thoﬁgh he said (see Wolfe, 197355Ithét the bénjo always
remained his main instrument.

Burnett was blinded in 1907 at the ége of 24, the victim
of an armed robbery in Stearns, Kentﬁcky, which forced him to
turn to music professionally; By 1909, he was tré%elling and
performing.throughout the éreé,_selling postcard-sized "ballets"
with the words to some of his songs printed on them. One of

these, "The Song of the Orphén Boy," recounted the incident in
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which he lost his sight. Sometime léter, he published and sold
copies of a little soﬁgﬁook containing the lyrics to six of his

most popular numbers, He is said to have been quite a showman,

performing card tricks and other novelties in addition to his

musiciénship;

Around 1914, Burnett édopted a yoﬁng orphén who was to
become his travelling and playing paftner for the next 35 years:
Leonard Rutherford was born in Somerset, Kentucky, about 1906:‘
Dick Burnett had known his fémily, and took'tﬁe boy in after his
parents died;: he remembered (Wolfe, 1973a§_téét Leonard was
about 13 or 14 at the time. Leonard helped Dick find his way
around, and he later drove the car théf Burnett boﬁght for them
to travel in. In the meantime, Dick taught Leonard what he knew
about mﬁsic, and Leonérd Rutherford grew ﬁp to become the most
éccomplishe& and respécted fiddle player in the area.

Burnett and Rutherford travelled a circuit throﬁgh Ren-
tucky, Tennessee, Virginia,'West Virginia; as far south as
Georgié and Floridé, as far north as Ohio and Indiana. They
performed at pléces and events wherever people congregated: in
coal camps, at local fairs éndggg$;g§ court déys; Between 1926
and 1930, they recorded a number of songs for the Colﬁmbié,
Gennett, and Brunswick record compénies in Atlanta and in Rich-
mond, Indiana. They appérenuly made a good income from the
record sales and from the spare coins their listeners would
contribﬁte;

Alone, with Rutherford, or in the company of other musi-
cians that he sometimes performed with, Dick Burnett became a

fixture in the towns surrounding the Big South Fork. Informants
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like Dee and Delta Hicks, Ralph and Clyde Troxell, Slim Smith,
Doyle Jones, Harold Stanley, and Joe Simpson all ﬁi@idly remem—
ber him from the years between 1915 and 1950, pléying on gtreet
corners or on the countj courthouse lawns in Monticello, James-—
‘town, Oneida, or Hﬁnts@ille, or at fairs in Deer Lodge, Somerset,
or London, Kentﬁcky, with a metal cﬁp strapped to his leg for
people bto drop their coins into, which he would shake his leg
and rattle whenever he wanted someone to throw in more money

Burnett and Rutherford flnally parted company about 1952,
Leonard was apparently epileptic, and also had a drinking prob-
lem; As his health worsened, his unpredlctablllty made Dick
reluctant to t;ével with him; Rutherford died in 1954, and
Burnett retired from performing aiound the same time.

As the years passed, hardly anyone outside Monticello
was aware that Dick Burnett was still 1i§ing; In 1973, Doyle
Jones of WCLC radio in Jamestawn discovered that he was éli@e,
and reported this to Charles K. Wolfe, a folklorist at Middle
Tennessee Uni@ersi;y and an éﬁthority on old-time music. Dick
was visited and interviewed several times before his death in
Jénuéry, 1977; by Wolfe and Jones, which resulted in several
pﬁblished articles (see Wolfe, 19735, 1973551 and by Becky
Morse, a student from Western Kentﬁcky Uni@ersity (see Morse,
1976a, 1976b, 1976c, 1976d). Sixteen of Burnett and Rutherford's
old recordings were reissued on an album by Rounder Records
(#1004)lin 1974, with extensive notes by Wolfe.

The influence of Burnett and Rutherford remains Gery
apparent émong the sﬁr;iﬁing old~time musicians of the Big South

Fork region; Dﬁring the yeérs when they were acti@ely performing,
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Burnett was the most visible mﬁsician in the érea, and Ruther-
ford, the most admired and respected, Dee Hicks once remarked
that "Dick Burnett was the first singer that ever was around

here,"

a 31gn1flcant observatlon when Dee's meanlng becomes
'éppérent. Burnett was the first musician in the area who was
recognized és.a fﬁlltime.professional.speciélist, rather than
as a commﬁnify member who pléyed or séng but depended on one
of the ﬁore conventional é%enﬁesrof livelihood. Dick Burnett's
career spénned the transition of old-time mﬁsic from.é folk
tradition to gz commercial product, a change Wﬁich instituted
the fulltime professional folk or coﬁntry “singer”;

The sides that Burnett and Rﬁtherfor& cut in the late
1920's are classic recordings of old-time country music, and
their technical mﬁsicianship is impressi%e even todéy. Their
close unison fiddle—énd—ﬁénjo playing documents the traditional
ensemble manner in which the instruments were pléyed; 'Sepérétely,
Burnett's fést, dri;ing bénjo, pléyed in the pure Appaléchian
fréiling style, can be heard on "Going Around the World" and
"Going Across the Seé" on the Rounder LP. Rﬁtherford‘é excep-
tionélly smooth fiddling, with its slides and occasionally heavy
syncopétion, set a standard that local fiddlers still strive to
maintain, evidenced in the comment that one freqﬁently hears,
thétAsomebody could pléy a certain tume "almost as good as
Rutherford played it,"

Throﬁgh their recordings and live ﬁerformances, Burnett
and Rutherford achieved two other important functions: first of
all, by docﬁmenting traditional fiddle tunes and popﬁlér songs

of the late 19th and eérly 20th Centuries that were élready part
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of the.indigenoﬁs folk heritage, and secondly, by introdﬁcing

and populérizing new mé;erial that Burnett composed, or learned
from musicians he met and pléyed with in other corners of the

Big South Fork. and elséwhere: Some of these include his own
‘"gong of the Orphén Boy" (élso known as "The Blind Man's Song”jz
"Are You Happy or Lonesome?", "gleeping Lulﬁ," which he learned
from Elmer Stanley in Elgin, Tennessee, and "Blackberry Blossom,"
which,Hé said (Wolfe, 1973a5_thét he.picked ﬁp from Ed Haley,

a blind fiddler in Johnson Coﬁnty, Kentucky;

Black Mﬁsiciéns

The Monticello area has a small black popﬁlation, which
" has prodﬁced several well-knownAmﬁsicians in the old-time tradi-
tion, Dick Burnett remembefed (see Wolfe, 19735).B1ed Coffee,
a black fiddler during the Givil War, and Shell Coffee (Bled's
grandson?), a black banjo-picker, still lives near Monticello,
0ld-time players also remember the Bertrams, a family of black
musicians who originated in the Wolf River area and moved to
Monticello, where they operéted a saddle and harness shop for
many yeérs; There were five brothers, all musicians; Cooge,
who played the fiddle,'énd Andy were the best known, They
pléyed throﬁghoﬁt the area in the 1920's and 1930's. Bobby
Fulcher (pers. comm:).recently located Cooge Bertram, now 85
yeérs old, living in Indiénépolis;

A lot of musical interchénge must have occurred between
blacks and whites in Wayne Coﬁnty, and it would be interesting
to know how mény standards in the local repertoire came from
black sources., Dick Burnett once remarked (Wolfe, 197355_thét

he learned "Lost John," which was the most popﬁlar of his and
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Rutherford's recordings, from a bladk man.

W.L. Gregory and Clyde Davenport

Many people aronnd Wayne County would consider either
. W.L. Gregory or Clyde Da%enport to be Leonard Rutherford's
successor as the premier fiddler of the region: Cregory, a
Monticello veterinarian, sounds a lot Llike Rntherford, which
is not snrprising.since he.learned his techniqne directly from
Rutherford himself‘ Gregory was born in 1905 at Rocky Branch,
Neither of his parents were mu3101ans, but around the time he
was 12, he and his brother Jim learned to play the fiddle and
the'oanj05 nsing homemade instruments; . W.L. met Leonard Rntherr.
ford in 1923, started playing with him, and absorbed much of
his style and repertoire, Gregory also travelled with Dick
Burnett for a while around 1929;1936, gometimes filling in for
Rntherford,_and learned a great deal more of their material.

W.L, Gregory's fiddling can be heard on the Davis Unlimited
album “"Monticello (DU 33014), accompanled by Clyde Davenport on
banjo and his grandson Gary Gregory on gultar. Gregory and Daven-
port expertly recreate the old-time flddle—and~banjo—duet sound
that was characteristic of Burnett and Rutherford's style; The
record also spotlights Gregory's own oniqae banjo style on three
tunes. One of these is played with 'a glide, which is apparently
his own innovation. Gregory also uses unusual Banjo tonings
he employs a key of B tunlng on one cut and an F tunlng on another

Unfortunately, Clyde Davenport s fiddling is not featured
on the Monticello album, His playlng is styllstlcally less like
Rutherford s, but he is an outstandlng fiddler nonetheless. Daven-

port was born at Mt. Pisgah about 1920 and currently lines in
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Monticello. He Begén pléying the fiddle at the ége'of nine,
and "the Banjo when he'wés sixteen. Like Gregory,,Da;enport
also learned to.pléy ﬁsing homeméde instruments. Like many
natives of the Big South Fork, he later migrated to Muncie,
'Indiéna, and performed on the radio dﬁring the yeérs he lived
there.

Clyde'Dé;enport appears on two of the tapes recorded

at Pickett State Park on Labor Déy, 1979, UKM(I6E and UKM/I6c:

The Sharp Fémily ' j

The Sharp Family, who originéted in Wéyne Coﬁnty and
latex migréfed to Fentress County, Tennessee, have been an
importént musical family in the Big South Fork region; As'hié
nickname sﬁggested, John Gibéon "Fiddlin' John'" Sharp (1894-
1965)_wés one of the better-known local fiddlers .during .his
lifetime, and he is still well~remembered, His offspring have
contributed notably to the perpetﬁation of the area'sltraditional
mﬁsic, pérticﬁlarly—-and ﬁnsﬁrprisinglyﬂ-the oldftime fiddle
tunes. '

Fiddlin' John Sharp grew up on Langdon Fork, near Mt.
Pisgéh; His féther, Ewell Sﬁérp, played the fiddle and éﬁﬁears
to have been the source for most of John Shérp's mﬁsic; Two
of John's brothers, Albert and Hﬁgh, pléyed the bénjo: Joha
Sharp worked for the Stearns Compény; He married Bonnie Wood
(b; 18955_énd they had eight children. The Sharps moved to
Fentress County about 1932, and settled in the vicinity of
what is now Pickett State Park. According to his déﬁghter
Evelyn Conatser (b, 1920), who lives at Pine Haven and furnished

" most of the information reported here, Shérp Place, Tennessee,
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Wés‘not named for them, but for another branch of- the fémily
that was élreédy living there. _ |

From 1935 ﬁp'ﬁntil the Second World Wér, Sharp, EGelyn,
and a béﬁjo-picker.némed Shermén "Red" Morris, who now lives
in-Georgié, performed together as the Rock Creek Ramblers at
sqﬁére dances and musical events all over the area. They
pléyed e%éry yeér'at the Shérp Place Fourth of July celebra-
tion, which took place at Earl Koger's store, near the former
locétion of Eve's Péckége Liqﬁors on Highwéy 154, In 1936,
they pléyed at ﬁ Franklin D, Roosevelt céméaign rally hosted
by Albert Gore and held in the lobby of the hotel that occupied
the site behind the Fentress County Courthouse where the Déiry
Mart nmow stands, The Rock Creek Ramblers also played at the
dedication of the Alvin C, York Bridge at Pall Mall, which
was attended By Géry Cooper, who had portréyed York in a recent
motion pictﬁre Biography.

Besides the fiddle, John Shérp also played the bénjo,
gﬁitér, piano, harmonica, and jews=harp. His fiddle style was
distinct, and can be heard on tépe UKM/D?, a copy of a tépe
that the family has of méterial that he recorded in 1940. On
the tépe, Shérp pléys twelve fiddle tﬁnes, écéompénied by his
son John Sharp, Jr., on guitar. Fiddlin' John-Sharp also
plays a bénjo version of "Shortnin' Bread" and an originél
gﬁitér plece called "German Blues" (in honor of his mother,

a Dobbs, who was of German éncestry); The most conspicﬁous
elemenﬁ of Shérp's fiddling is his speed; he_pléyed with a
fést, fiery combination of smoothness and drive. He pléjed

many tunes which were unusual for the Big South Fork érea,
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and of uncertain origin; Since he seldom referred to his
tunes by néme, this makes identifying some of them all the
more difficﬁlt, énd'sﬁréiéing members of his family do mnot
even kinow the names of some of their father's tﬁnes, which
they pléy themselves.

Fiddlin' John Shérp is survived by his wife, Bonnie,
who &till lives near Pickett State Pérk, and by three sons
and four daﬁghters, all of whom are mﬁsiciéns to one degree
or another. As EQelyn pﬁts it, "EGerybddyEpléys a little
something;"' Bonnie plays the hérmonicé; EGelyn, the guitar
and fiddle, and Opél Wright, another déﬁghter, pléys the
banjo; Paul Shé:p, who now lives in Springport, Indiéna,
is an accomplished fiddler who sounds Qery much like his
father. Eﬁgene Sharp, a resident of Cross%ille, Tennessee,
plays the guitér and sings traditional and religious songs,
and Junior Shérp, of Allgood, Tennessee, plays the gﬁitér'

with a country band. Recordings made Labor Day Weekend,

1979, at Pickett Park feature Paul and Junior pléying
together (UKM/ISj_énd an ‘ensemble consisting of Péﬁl, Eugene,
and Evelyn (UKM/I6a). |

Another branch of the Shérp Family remains mﬁsicélly
active in Wayne Coﬁnty. Louella Shérp Soﬁders, the daﬁghter
of Fiddlin' John Sharp's brother Hugh, pléys with the Rocky
Toppers, who are the last sqﬁére dance band still performing
around the Big South Fork area.

‘The Sharp Family Reunion, tréditionélly held Labor Day
Weekend at Pickett Pérk, became locélly renowned for the music

that it feétﬁred, and was the direct impetﬁs for the present
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Labor Day Old-time Music Festival at the park.

Ralph and Glyde Troxell

Brothers Cly&e Troxeli (b; 19llj'énd'Rélph'Troxe11
(b; 1920)1 who live at Griffinilnéér Rocky Brénch, Keﬁtﬁcky,
belong to another Wéyne'Coﬁnﬁy musical family with roots in
the Big Soutl Fork éreé; Clyde is an old-time Banjo player
who also sings and plays the gﬁifér. Ralph is a fiddler
who performs as part of the Rocky Toppe;slﬁith his neighbors
Réy and Louella Souders. j -

Muéic has Been part of the Troxell's heritége on both
.sides of their fémily; Ralph and Clyde's father, Jésper
Troxell (1887-1972), was.é bénjo—picker and fiddler who came
from what is now McCreéry Coﬁnty; He married Anna Davenport
(b. 188951 who grew ﬁp near Bell Farm. "Aunt Annie" Troxell's
gfandféther, Lewis Menifee, was a singing-school teacher, and
her father, Lewis Albert "Al" Dé%enport, played the fiddle,
banjo, and guitar: According to Clyde (see tépe UKM/DZZjl
"He was the first guitar pléyef . . . that ever was in this
country;" As a girl, Aﬁna Davenport Troxell learned to read
shape note music and to play the piéno and orgén;

Clydé Trotell took ﬁp the bénjo when he was about 12
years old, learning from his father. His Bénjo style is a
variation of the ﬁwo=finger picking technique common to the
Big South Fork region; skillful and well-timed, it is a
beautiful example of old-time mountain banjo playing. Clyde's
repertoire contains a nﬁmbef of tunes that his father pléyed,

~including some very nice modal pieces,
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Guitars were not common in the area while Clyde was
growing ﬁp: He recélls (on tape UKM/D22i.thét when he was
young, the fiddle and Banjo were the important musical
instruments, Clyde got his first guitar when he was about
16 or 17; It arrived as a premium from the Lee Manufactur—
ing'Compény in return for an order that his mother had got-
ten together from their.néighborhpod; She got the gﬁitar
for Clydé and his older sister.

There were a lot of musicians éroﬁn? when Clyde was
learning to pléy, and he pléyed with Grego&ys, Bells, and
‘With Fiddlin' John Shérp: Ralph Troxell, Being yoﬁnger,
associated with a different set of local musicians, He
and Clyde did little pléying together when they were grow-
ing up, althoﬁgh they can make strikingly good music fodéy,
as tépe UKM/D24 indicates. Ralph learned the fiddle from
his father, and he was gi%en a guitar by a school teacher
at Pérmleyséille, CoIbnel M.W, Peters, when he was about 13,
He remembers that it was ”Héwaiian," decorated with Indiéns,
the moon, and coconut trees péinted on it.

Rélph is a good sqﬁare dance fiddler, but he has a
lot ﬁore skill and a more di%ersified repertoire than that
context allows him to demonstrate., Besides the standard
sqﬁére dance numbers that are popﬁlér around the Big South
Fork, he can also pléy hornpipes and some of the intricate
old solo fiddle airs; '

The Troxell brothers appear on six tépes recorded By
the Folklife Stﬁdy. UKM/I6é and UKM/Iéc feature Ralph per-

forming with the Rocky Toppers at Pickett State Park on

_45_




Labor Day, 1979. Clyde plays on UKM/I6d, recorded at Pickett
the same déy. UKM/D18a and b feature the Rocky Toppers per-
forming at é-sqﬁéré dénce at Rﬁgby, Tennessee, on November 3,
1979, -ﬁKM/D22 is a docﬁmentéry recording of Clyde's'bénjo
tﬁnes, recorded at his home Jénﬁéry 19, 1980. A tape of
Ralph and Clyde pléyiﬁg'together (UKM/D24)'W55 recorded at
Rocky Branch on Februéry 13, 198ﬁ, and features a song sﬁng
by their mother, Anna Troxell, |

The Troxell repertoire represented ?n these tapes in-
cludes a qﬁmber of songs and tunes associated with Burnett
and Rutherford ("Ladies on the SteémBoat," "Little Stream of
Whiskey," "Train 45," "Six Months Aiﬂ't_Long," "ALLl Night
Long Biﬁes," etc.jl as weil as other standard fiddle and i
banjo tunes and traditional songs of 'the region: They also
pléy a fiew items not heard on.r9cordings of other local per-
formers.

Clyde's banjo piece "French Waltz,f which éﬁpeérs on
tépés UKM/D22 and UKM/I6d, is something ﬁniqﬁe to the Rocky -
Branch area. Clyde séysTthét he learned it from Jeff Gregory,
an old friend who heard the tune while he was ser@ing over—
seas in France dﬁring the First World War and édépted it to
the bénjo. On this nﬁmber, Clyde uses a modification of the
open C banjo tﬁning: ACGCE,

"Big—eyed Rabbit Soﬁp,” an old song of Jasper Troxell's
that Clyde sings on UKM/D24, méy originélly be of black origin;
Variants with similar verses_appeér in Henry (1938}, Lomax
and Lomax (1947jl and Lomax (19665.53 "Big-eye Rébbit,” "My,

Rébbit," "Bﬁck—eye Rabbit," and so forth. The final reference
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gives the "Big-eyed rabbit soep? chorus as "Buck-eyed rabbit,
shoo! shoo!", which is interesting since the rabbit was a trick-
ster figure in Afro—Amerlcan folklore.

"Deaf Ellen Blues,"” performed by Clyde on UKM/DZZ, can
be traced to a popﬁler sqﬁrce: it is actually "Deep Ellem
Blues," recorded by the Shelton Brothers in the,193b's;

Nothing exactly like "The 0ld True Love," which Anna
Troxell sings on UKM/DZQ, appears in publlshed collections of
traditional songs, but the song shares a theme and several
common verses with a host of old "rejected lover" songs,
including "The Rejected Lover" (Sherp, 1932), "That Rocky

Mountain Top”.(Sherp, 193251 and "That Long Lonesome Rqed.”

Virgil Anderson

Ralph and Clyde Troxell's brothef-in—lew, Virgil Anderson,
is another important musician who lives in the Rocky Brench :
neighborhood. An adept benjo-picker and singer.of old-time
eongs from both traditional end recorded sources, Anderson is
featured on tepe UKM/I6E (Pickett State Perk, Labor Dey, 1979),
where he performs several numbers including a version of "The
Boston Bﬁrgler," a traditional song of wide distribution (see
Cox, 1925; White, 19525; Virgil Anderson also has a local
repﬁtetion for being a storyteller, and generally a colorful

character,

P‘a iﬂf L/ (/{?lfj{f‘g}uﬂ(/‘ That */:fi,{ Love fﬁwil& /féfu
r(m@ | by Shortbackle fowk. Brisw| /74
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B. Fentress Coﬁnty: The Hicks Family

The Hicks Fémily of Fentress Coﬁnty, Tennessee, have
enjoyed a longjsténding local reputétion as musicians and
storytellers, and their treasﬁry of ballads and sonés is oné
of the Big South Fork's most cherishable cultural resources.
Dee and Delta Hicks, residents of the Tinchtown areé, have
received néfional recognition in the United States and Canada
for their,ballad*singing: and Dee's brother Joe, who lives in
Armathwaite, is also an importént source of ﬂéteriél.

Along.with their-sister, Nénqy Hicks ﬁinningham, Joe
(b. 18995.énd.Dee (b;‘19b6)'ére the three survivors of the
nine children that Daniel Hicks (1867-1948) and his wife Serah (si)
Voiles (186841941)_réised at the old Hicks homestead on Méry's
Point, which is formed by the confluence of Crooked Creek and
Clear Fork near Peter's Bridge. According to fémily trédition,
the Hickses originally came from North Céroliné, and Dariel
Hicks' generation was the third that liQed.in the Big South
Fork area.

"Dan'l" Hicks was a well-known singer and musician in
his own day; Old~timers arodﬁd Fentress Coﬁnty remember him
ﬁiﬁidly, and portréy him as a colorful figﬁre; Originally a
hunter and trapper, Dan'l turned to farming around 1960, after
the area's 1érge géme had almost entirely been deﬁleted; A
clever, energetic man who played the fiddle and bénjo, Dén'l,
like most of his contemporaries, had little formal edﬁcétion;
but he is.said to have been remérkébly well-read for the time
and for the area, He seems, even then, to have éppreciated the

value of his family's musical heritage, and tried to pass on

—fi Q=




to his children many of the old ballads and songs that had been
handed down since ét‘leést their greét-grandpérents' time.
He was élwéys reédy to entertain anybody who showed ﬁp

at his house. On tépe UKM/D5 (side one), Armold Kimbrell tells

" how he went to Dan'l Hicks ome time to try to bﬁy a fiddle from

him, and how Dan'l played and séng until far ﬁp in the night;
He was élwéys singing and.pléying, folks séy; With Dee accom-
panying him on the bénjo, Danfl fiddled all éroﬁnd his pért of
Fentress Coﬁnty and neérﬁy areas of Morgén; fThey pléyed at the
fair over in Deer Lodge, and Dee recalls on‘éépe UKM/I2a how
they won a contest at Burrville one time with a rendition of
"Purkey in the Straw."

Given this musical environment, it is no wonder that
Dan'l Hicks raised a family of musicians and Bélléd-singérs;
Joe and Dee both learned the Banjo from their féther, and from
cousins Ben Hicks and Joe Wheeler Gentry; Dee became the
better mﬁsician, méstering the harmonica and the jews—harp as
well, He memorized most, but not 511, of Dan'l's songs by
ear, because they had ne@er,been written down. Joe, too,
learned some of his father's repertoire; He also acquired
songs from the "ballet" cards peddled by local performers like
Burnett and Rﬁtherford, and he even composed a few of his own.
After he moved to Arméthwéite, Joe played his bénjo for sqﬁare
dances in Allardt. Another Hicks Brother, Besford (now deceasedsz
also became an accomplished singer, and their sister Lou Cromwell
(also deceasedjl who was a school teécher, studied the old family
ballads and learned the meénings of some of the archaic expres-

sions that they contained,
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A close association developed between the Hickses and
the fémily of Len Winﬂinéhém who moved from Morgén Coﬁnty into
Fentress and settled in the nelghborhood around the 0ld Barger
(now Mt, Pleasant) Baptist Church near Allardt. The Wlnnlng-
'hams were a musical family like the Hickses. They were united
by several mérriages: Dee Hicks married Len's déughter Delta
(b; 191@51 Jdefs first wife was her hélf-sister, and Dee and
Joe's sister Néncy married another Winninghém_reléti%e; Delta
broﬁght a number of-old ballads and sings thaé she had learned
~from her mother and sisters into the Hicks reéertoire:

'The Folklife Study produced several recordings of Dee,
_Delté, and Joe Hicks. Tépe UKM/IZA and b contain a performénce
by Dee and Delta at Pickett State Park Aﬁgust 17, 1979, and also
- 14 songs recorded by Bobby Fulcher of the Tennessee Department
of Conser%étion,DiQisibn of Parks and Recreation,ét their home
in 1977 and 1978, Two performances by Dee and Delta at Pickett
Park on Labor Day, 1979, appear on UKM/I6b and UKM/IGd...UKM/DS
(side two) is a tépe of béqjo tunes played by Dee and recorded
at Tinchtown October 16 and December 6, 1979. Dee and Delta's
daughter, Lillie Mae Hicks, éppeérs on UKM/I2a and UKM/I6d.

Joe Hicks is featured on UKM/I6é, recorded Labor Day, 1979, at
Pickett Park, and on UKM/D4, compiled from a tape made by Bobby
Fulcher at Joe's home in May, 1979, and from material recorded
by the Folklife Stﬁdy on various dates between October, 1979,
.and Janﬁary, 1980, in Armathwaite and Tincﬁtown.

Theée tépes contain over .60 béllads, songs, bénjo tﬁnes,
and a few recitations and sﬁories--é reésonébly good initial

sample of the Hicks repertoire. BoEby Fulcher has recorded
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between 200 and 300 of their songs for the Library of Congress
and the Tennessee Stéte.LiBrary and Archi;es, which will even=
_ tually be méde accessable to the_pﬁblic;

The Hicksesf singing is primarily done in the old solo,
'ﬁnaccompanied 5a11ad-singing style, élthough Dee and Joe both
éccompény themselves on the bénjo on certain songs; Their
common musical repertoire is Gast, encompassing hundreds of
differeﬁt pieces representing a vériety of tréditional genres:
Some of the matériél,-és they remember and siég it, is frag-
mentéry, but other Hicks items are more compléte and more
interesting than the published texts of variants of some of
these same songs that have been collected elsewhere,

Four, possibly five, of Dee and Delta's ballads that
appeér on the Folklife Stﬁdy tépes, and probébly a good mény
more that are on Fulcher's tapes, or that have yet to be re-
corded, can be traced to the éncieﬁt ballads collected in the
British Isles dﬁring the 19th Centﬁry by Francis J. Child.

"Hunter in the Green" ¢UKM/125, URM/I6d) is a variant of
"Six Lionel,“.Nﬁmber 18 in thldfs collection (1882); Otﬁer
versions have been collected in the United States under the
more common title of "O1' Bénghém“ (see Dﬁ;is, 1929; Shérp,
1932; Réndolph, 19465ﬁ Deefs rendition is less corrﬁpted,
telling a more complete story than most documented versions.
In the forest,'é greét hﬁnter, Banghém, finds a damsel perched
in a tree. She informs him that she has been driven there By
a wild boar that has killed her lord and 33 of his men. Bangham
attracts the beast with a blast from his horn, and fights it to

the death, dispétching it finélly with his “wooden" knife. A
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wild woman then emerges from the woods, denoﬁncing him for
killing her "sportin' pig" and demanding Bénghém's "horse and
hounds énd-gay lay-dee" in reparétion; She attacks him and he
kills her, t00: Despite its gruesome story, Davis (l92§j_séid
‘that in Virginié, the song was sﬁng as a lﬁlléby or a nﬁrsery
song, and that it owes its popﬁlérity to the minstrel stége:

Delté‘sings "Fair Eleanor éhd_tﬁe Brown Girl" (UKM/I2£§1
which ié closely based on "Lord Thomas and Fair Anﬁet” (Child
No. 73; 188551 which dates to the reign of-Cﬁérles II-(16665
16853; Mény Americén variants of this béllédfhéaenbeen docﬁ-_
mented (see Cox, 1925; Da%is, 1929; Sharp, 1932; Réndolph,
1946; White, 1952); This tragedy opens with- Lord Thomas
ésking his mother whether he should marcy Fair Eleanor or the
Brown Girl. His mother persﬁades him to choose thé Brown Girl,
because "she has cattle and sheep, and Fair Eleénor, she has
none." Lord Thomas informs Eléanor of his decision, but he
invites her to the wedding ényway; Eleanor'éttends, in spite
of her mothexr's éd;ice, and is s;abbedzto death by the Brown
Girl. Grief-striken, Lord Thomas decapitétes the Brown Girl
with his sword, and then kills himself.

Dee's "Little O1' Dang#de;il Song," or "The 0ld Man
Lived Under the Hill" (UKM/I2a, UKM/I6b) is a variant of Child
No. 278 (189451 "The Férmerfs Curst Wife." It éppeérs in most
American collections, and once égain, the Hiéks rendition con-
tains elements missing in other Gersions;_ In this humorous
story, the.négging wife of a poor.férmeF is carried awéy by
the De%il, who eagerly returns her when she pro%es to be even

more than he cén héndlel
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Variants-of Delta's "A Sailor, a Sailor™ (UKM/IZaj.
éppear in the Cox (1915)_collection under several titles:
"Pretty Sally,"'”A ﬁiéh-Irish Lady," "The Bold Séilor,"_”The

_Yoﬁng Sailor from Dover," and so forth., Its theme resembles
_"Bérbéra Allen," but the_chéracteré are reversed: in this
song, the lady dies of a broken heart after Being rejected by
her belo;ed sailor boy.. Délta's song contains elemeﬁts of
Child No. 295 (1894), "The Brown Girl" (unrelated to No. 73
described éboieja'althoﬁgh in the-Chiid,éerSién, it is the
woman who turns down the man,

"Pretty Polly," which is sung by Lillie Mae Hicks om

"UKM/I6d, is one of the more widely-docﬁmented American Bélléds,
in Whiéh Pretty Polly is murdered By a psychopéth, ﬁsﬁélly
identified as the-gémb;er Willie, who persﬁédes her to elope
with him. "Pretty Polly" is a condensation of "The Gésport
Trégedy” (see Ashton, 1887jl a British ballad dating at least
to the mid-1700's., Shérp (19325'gi§es two versions under the
title "The Cruel Ship's Carpenter" that retain earlier verses
not commonly found in Americéa, Thematically, the ballad bears
a sﬁperficial resemblance to Child No. 4 (18825A "Lady Isabel
and the E1f Knight," which also occurs in American folksong
under the title "Pretty Polly" élthoﬁgh it is essentially a
different song. In this Bélléd, Polly escépes from the yoang
man who éttempts to drown her.

The.ﬁnprOGOked murder theme found in both "Pretty.Polly“
ballads is evident in a number of others. These "murder ballads"
belong to d body of oral tradition more recent than the material

in the Child collection. The murder ballads originated as broad-
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sides, and have a wide distribution, They have ﬁsﬁélly been
retitled or slightlytfewdrded to recount local incidents, or
what are thoﬁghﬁ to.héée been local incidents. The drowning
_element is also freqﬁently present, albeit sometimes in a modi-
fied form where, instead of drowniﬁg the girl, tha killer
disposes of her body in é.neérby river,

Two murder ballads sung by Delta Hicks illustrate this
pattern well, "The Knoxville Girl" (UKM/IZé);descriEes a mur-
der that occurred in Berkshire,'Eﬁgléﬁd, in“1j44. The ballad
circulated in Britain as “The Berkshire Trégedy,” "The Wittam
Miller," or '"The Cruel Miller." In America, it has been col-
lected ﬁnder nﬁmeroﬁs titles: it éppears in Cox (19255_és
"The Wexford Girl," "The Trégedy,” and "Johnny McDowell"; in
Sharp (l9325_as "The Miller's Apprentice" and "The Oxford
Tragedy"; in Réndolph (19485_58 "The Noel Girl" and “"The Expert
Girl”} and finally, as "The Knoxville Girl" in Randolph (1948)
and White (19525t The drowning-mﬁrder theme also oeccurs in
"Little Omie Wise" (UKM/IZBja which also has mény variants,
According to Lunsford (19305} this ballad describes the murder
of Naomi Wise in Deep Riéer, North Carolina, in 1808. Howe%er,
Randolph's (19485_0zérk informants believed that the incident
had occurred in Missoﬁri, and pointed out local pléces men-
tioned in the song as evidence,

There are funetional aspects éppérent in these murder
ballads thét account for their populérity and expléin why their
stories\hé@e so often been localized. They have repeétedly
impérted to countless déughters a word of céﬁtion about res~

ponding to the advances of a stranger, and encouraged them to
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court familiar young men from their own vicinities.

Still another Delta Hicks murder hallad, "Handsome Mary,"
or "The L11y of the West” (UKM/IZa UKM/IGBB, involves not the
murder of a woman, but rather, her jealous suiter's murder of
‘his rival. Other versioms can be.found in Sharp (1932), Ran-
dolph (1948), and White (1952).

On the Folklife Study tepes, Dee Hicks sings several
other helleds from the British broadsidertredition, but instead
of mhrder, these deal with faithful or hnfaithfhl love. His
rendition of "Johnny German" ‘(UKM/I2a, UKM/IGhj_is a fragment
of a lounger ballad that eppeers in the Cox (19255, Sherp (19325,
and White (19525.c011ections: Its theme occurs in numerohgfg s
this genre: 1like Odysseus, the sallor returns home to his
sweetheart in disghise, after meny years' ehsence, and tries
her with qhestions to see if she has remained true to him.

“Yohng Jehnny Sailed From London" (UKM/Iijl more com-
monly known in America as "The Green Bed" or "Green Beds"

(see Cox, 1925; Sharp, 1932; Randolph, 1946; White, 1952)
was a pophlar British broadside'thet-eppeered under both of
those titles, and also as "Jack Tar" and "The Li;erpool Land-
lady." 1In this halléd, the sailor returns home and is rejected
by his sweetheart's perents, who swiftly chenge their minds
when they-diecoher that he is now wealthy; Howe%er, hy this
time, Johnny has also -changed his ﬁind,'end he deperts:

Dee's rendition of "Lil—de-lilei—o" (UKM)IZhi 1is a very
complete version of a Brltlsh ballad that has been collected
in this country as "The Merchant's Daughter or "Jackie Fraisure”

(Cox, 1925), "Jack Went A*sailing“ (Shaxrp, 193251 "Jack Munro"
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(Whité, 195251 and "Jackaroe." Here, the soldier's sweetheart
follows him to war, disgﬁised as a mén, and later rescues him
when he is wounded in'béttle:

”Thé Deceitfﬁerrilliﬁms" (UKM/I2bj'was originéliy known
in Englénd as "In Bruton Town" and has been collected in America
as "The Bréﬁhle Briar" (éox, 1925; Henry, 1938), "In Seaport
Town" (Shérp; 193251 and "The Jealous Brothers" (Réndolph, 19465;
In this story, two brothers mﬁrder their sister's lover. She
is visited that night By his ghost, searches ?nd discovers his

body the next morning, and returns home to confront her brothers.
"Brilliums" is a corruption of "wvill-yans", an archaic pronﬁﬁciﬂ-
ation of "villians."
”Réynérdine" (UKM/Iij.is a story of sedﬁction, telling
of a nobleman's encounter with a country girl., Other variants
can be found in Gardner and Chickering (1939) and Randolph (1946).
"The Rainbow Willow" (UKM/IijIcan be traced to a heroic
Scottish ballad, "The Léss o'Bennochie," based on a histerical
incident that occurred near Fort Aﬁgﬁstus in the 1760's (see
Ord, 19305; It éppears in some Americanccollections as '"Locks
and Bolts" (Sharp, 1932; White, 1952); in Randolph (1946), it
is called "I Dreamed of My True Lover,"” which describes how the
song opens; Awékening, the yéﬁng man goes to his true love's
ﬁncle's hoﬁse, where she is being kept, and breaks in and
steals her away, fighting off the uncle and his men in the pro-
cess. A favorite ballad of Deefs, it contains some lovely
elements éf folk poetry.

In addition to their ballads. the Hickses sing a wide

assortment of traditional songs, inclﬁding love songs, courting
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songs; fﬁnny songs, incredible songs (musical tall télesj,
songs about éniméls, and p0pﬁlar songs from the late 19th and
eérly.thh Centﬁrieé:'-Some of this méterial, "popﬁlér" folk-
songs sﬁch.és "The Roving Gambler,” "In the Pines," "Billy
'Boy," "The Wabash Cannonball," or "The Lady and the Soldiex"
(""One Morning in Méy"x_-is more or less familiar to members of
the Ame;icénrmainstreém, but most of it has probably never been
heard by the pﬁblic—ét-lérge. The following ére a few of the
more interesting songs that appear on the Folﬁlife Stﬁdy tapes
of the Hickses: '

Dee's "Hairy Buck” (UKM/IZéjt an incredible song about
hunting deer, éppears to be Gery old, and in its originél form
may have been contemporéneoﬁs with the Child ballad material,
Sharp (19325_inclﬁdeé two variants under the title "Sally Buck."

Dee's melody is identical to that of "The Derby Ram," another
exaggeﬁéted song; |

"The Crocodile Song," or "Boys and Girls, You Better
Listen to Me" (UKM/IZéj_is another of Dee's ‘incredible story-—
songs, told by a sailor who was swallowed by a giént crocodile
and survived inside it for 12 years. Variants have been col-
lected in Ganédé (see Creighton, 1933; Héywood, 1966); Dee
says that he learned it from Homer Hérris, a popﬁlér coﬁntry
singer who éppeéred on Cas Walker's Mid-day Merry=go~roﬁnd
radio show during the 1936'5 and 1940'5, and occasionally per-
formed in Jamestown.

Véfiants of Dee's ”Bill,Stéble" (UKM/I2Bj_cén be found
in Cox (1925) and Randolph (1949) as "Bill Stafford" or "Anm

Arkansas Traveller,” and another version, identified és "Bob
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Walker" is sﬁng By Willie Tipton on UKM/I6a. The song éppér-

ently dates to the 1800’5, élthoﬁgh its aﬁthorship is disputed
(see Réndolph, 19495; It relates a hireling's experiences in
Arkansas,.@here he is underpaid, ﬁnderfed, and nearly worked

" to death, |

"Pattania, the Pride of the Plains," sung by Delta Hicks
on UKM/Iﬁf, is a cowboy song from the Western United States,
it éppeéré as "Pattonio . , ." in Lomax and meéx (19465.and
Réndolph (19485; One wonderq exactly how it %ntered thé Hicks
repertoire: . f

Another Hicks Family song, "Cumberland Land" (UKM/Iij,
probéEly originéted in East Tennessee, perhéps even in the Big
South Fork‘region itself, Describing an eérly settler's travels
and tribulations on the new frontier, it resembles and méy be
related to an incomplete lyric that White (i952)lidentifies as
"The Cumberland Traveller."

Joe Hicks, ha%ing been a Béptist preécher for some 45
years, sings a number of old-time sacted éongs, as well as some
of Dan'l Hicks' songs that Dee does not remember, and several
of his own fﬁnny compositions. One of the létter, "True Blue
Bill" (UKM/I65, UKM/D4), relates the adventures of a fictitious
individual that are simply too incredible to believe. Another
interesting and fﬁnny piece, Joe's rendition of "Pompous Nash"
(UKM/D451 is a 1ess=corrﬁpted version of a popﬁlér minstrel
song that appears in Cox (1925) and Randolph (1949) as "Davy
Crockett," It tells the adGentures of a negro slave and of
his fight with Dévy-Crockett;

The Hicks repertoire also contains a number of items that
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do not resemble anything that can be found in ény published
collection of tréditibnal songs., On tépe UKM/IZB, Dee sings
an intrigﬁing frégmént-that he qélls "The Sea Fowl." 1Its en-
chanting mélody and lyric make one wonder where it mighf have
originally come from. Another ﬁniQue song of Deefs, which he
credits to his father, is "Nero" (UKM/I2B§1 a song about dogs
and foxhﬁntiﬁg; _

ﬁinélly, there is "The Vulture" (UKM/I2a, UKM/I6B)A Dee's
ballad showpiece, which he learned from Dan'lEHicks. Dee tells
about this ﬁqﬁsuél gong on tépe UKM/I2£: "I guess it's over
Zbd‘yeérs old; I'm.sétisfied it.is, And there's ﬂot mény
people~-in fact, -I don't know of ényone that knows it but me.
My wife don't even know it, as méﬁy times as she's heard me
sing it!" Dee Hicks is probébly the only persoﬁ in the world
who sings "The Vulture." Enhanced by a haunting melody that
splendidly compliments its melancholy story, the nérrétor, a
traveller, ﬁnfolds a shepherd's dismal tale of how his infant
son was carried éﬁéy by a vﬁltﬁre, and of the disco;eny of the
child's bones years later. .The song has a tremendous impact
on audiences wherever Dee sings it.

In spite of their wealth of folk material, it would be
unfair to depict Dee, Delté, and Joe Hicks solely as the per~
petﬁétors of an archaic style or Eody of music. They also
possess a trove of commercidlly populér "old-time," “hillbilly,"
or coﬁntry songs from the 1920's and 1930's onwérd, learned
from records, radid, and television. This is probébly eqﬁal
in size to their traditional repertoire, but it has received

rather little attention. A few of these songs éppear on the
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tapes described above, They are also %ery in touch with the

: ppesenf' status of the genre: Delta Hicks, singing at home,
can render Loretta Lynn and Conwéy Twitty's, or Kenny Roger's
latest hit as competently as she can "Fair Eleanor and the

' Brown Girl," and Dee and Joe caﬁ_érgﬁe at length about the tech~
nical merits of their favorite performers who éppeér on the
Grand Ole Opfy or "Hee Haw,"

The Hickses are, éimply, a Gery éalented singing family
who, all their li;es, have learned and sﬁng-wﬁate&er songs were
in ;ogﬁe within the local folk or popﬁlér coﬁhtry-énd—western
idioms., E%en.still; the fact that they have ﬁept alive a Body
of traditional songs for at least two generations after they
Eegén to vanish elsewhere in' the area distingﬁishes them from
other musical fémilies_éroﬁnd the Big South Fork. The Hicks
Family folksongs are the only éppreciéble collection of remnants,
not discoﬁnting a song or é'frégment remembered by an informant
here of‘there, of the music that was sﬁng in the region before
the advent of the mass communication media, There are few
traditional singers of the Hickses' caliber alive in the United
States today: Yet ironically, the Hicks Fémily itself is a
microcosmic testament of the impéct that those media have had
on American folk culture.

Dee and Delta's daﬁghter, Lillie Mae, and Joe's son
Theodore, who both live in Jémestown, know some, thoﬁgh By no
means éll, of their pérents‘ materiél, so there an assurance
that some of it will survive for at least one more generé?ion;
Some of the Hicks grandchildren are élso’qﬁite mﬁsically inclined,

but tend to sing‘the'songs cﬁrrently popﬁlarized by records and
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radio, The appreciétion for the.fémily's traditional songs

1iﬂgers on: the gréndqhildren enjoy heéring their gréndparents
sing the old songs,”bﬁt they do not seem, at least mot at the
present, to be trying fo.leé:n and preserve ény of this musical
‘heritége: The destructive element'appeérs to be not so much a
lack of interest in the mﬁsic, but rather the mass mediafs
replacement of the music within its own cultural comtext.

lAside from the Hicksesﬁ‘rgpertoire of tréditional songs,

it should also Ee_mentioned that Joe and Dee ﬁicks are two of

the few sﬁrv%%ing old-time banjo pléyefs in antress Coﬁnty;
Joercén be heard éccompénying himself on one song on tape UKM/D4,
and Dee's playing is featured on UKM/D5 (side two); The Hicks
.Bénjo style Belongs to the 10c511y predominént two~finger pick~
ing pattern, but it has its own idiosyncratic elements éé well,
Dee employs a grééefﬁl, chérmingly light touch on the instrﬁment,
with a Beaﬁtifﬁlly*contrqlled accentuative use of ringing har-
monic tones, and up-the-neck chording pdsitions not often found
in folk bénjo pléying. Joe's étyle is similar, but more heavily
rhythmic and somewhat less aophistocated; Dee pléys at least
one originél Eénjo tﬁne, "Deep Snow Blues." He uses various

tﬁnings, inclﬁding two in D: F¥DEAD and ﬁ#bftAD;

Joe Wheeler Gentry

Dee credits most of his bénjo style to two of his coﬁsins,
Ben Hicks and Joe Wheeler Gentry (see UKM/D5, side twoj, Ben
Hicks was the source of Dee's "Lost Gander" piece} according -
to Dee, he learned it somewhere from a black Banjo player; Joe
Wheeler Gentry was a local legend in his own time. The son of

fiddler Jesse "Whitehead" Gentry and Dan'l Hicks' sister Lissie,.
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he was born around 1895 under a rockshelter on Clear Fork, He
grew ﬁp near Allardt, and sﬁrvi%ing old-time musicians consider
him to have been the best EénjOﬁpicker the Big South Fork region
ever Prodﬁced; He is,s;id to_héve been able to pléy both right-
'énd.left-hénded, and he could pl#y'in both the fréiling and two-
finger picking styles; '

"White" and Joe Wheeler Gentry were well-known for their

musicél.téleht around Fentress and Morgan coﬁnties dﬁring the
early 1900's. &ﬁey played at dances for the ﬁnglishmen at Rﬁgby, '
for the Germéns at Allardt, and at Deer Lodgei Joe Wheeler lost
interest in music after his father was disabied By a stroke and

could no longer perform; He left the area and e;entﬁally drifted
to Cincinnéti; he has not been heard from for over 20 years and

is assumed to be dead,

Joe Beaty

Most of the Joe Wheeler Gentry story comes from Joe Beéty
of Grimsley, who is probably the best-known old—time Bénjo pléyer
in Fentress County todéy. Joe Beaty was born in 1905 in the
Banner Springs ;icinity of Fentress, and was the son of Shadrack
and Marrigqrinch Beaty., Joe is related to the late A.R. Hogﬁe,
the Fentress*County historién, and to Tinker Dave Beéty, the
Civil War leader. Joe's mother piéyed the fiddle, and her
uncles Jéhn Hogﬁe and Jim Hogﬁe were accomplished fiddlers, too,
His father played the jewg-hérp:

When he was nine yeérs old, as Joe tells it, his sister

got him a Eénjo: . . . she gi@e four dollars and seventy-five
cents for it., That was a good banjo then, thoﬁgh. It had eight

brackets, I pléyed it 'til I plﬁmﬁ wore it oﬁt,-'til it plumE
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wore me out!" Joe learned most of his tunes from Joe Wheeler
Gentry, who was his childhood friend even though he was about
ten years older -than Joe Beéty:, He learned others from another
-neighborhoé&'friend, Bénjo pléyer Henry Hicks, who was the son
of fiddler Frank Hicks and his wife Sena Adkins. Joe was also
well-acqﬁéinted with Dan'l Hicks and his fémily, who were ''some~
how" related to Frank and Héﬁry. .

Joe Beaty is featured on three Folklife Stﬁdy tapes:
URM/IS and URM/I6b, recorded at Pickett State;Rark Labor Day
Weekend, 1979, and UKM/D2b (side twoja.record;d at his home on
Janﬁary 18, 1980. He performs a total of eleven Bénjo tunes.
Joe plays with a hea;ily rhythmic two-finger style, and his
distinctive touch is to alternate pléying stanzas of a tune an
octave épért; Like most traditional bénjo pléyers, he kﬁows a
Géfiety of tﬁnings, but the ones he uses most are GCGCD and the
standérd_"open G," GDGBD. Joe's son, Dévid, who also lives in

Grimsley, is a very good Blﬁegréss-style Banjo player:

The Tipton Family

The Jamestown area has prodﬁced a number of fine old-time
musicians, Willie Tipton (b; 1965)1 a fiddler who also plays
the bénjo and gﬁitér, énd his brothers Cotton, another multi-
instrﬁmentélist,;;nd Herb, a sﬁperb old-time coﬁntry=sty1e
hérmonicé piéyer, have had a local reﬁﬁtation for many yéérs:
Music seems to hé%e‘alwéys been a Tipton fémily tradition: the
Tipton Erothersf.féther, George Tipton, was a singer, and their
ﬁncle Hamilton played the fiddle, Their three older sisters
were gospel singers, and one of them pléyed the gﬁitér.. Willie

remembers that when he was about twelve yeérs old, and Cotton
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was about seven or eight, they boﬁght a cheap fiddle with money
they had earned selliﬁg—céndy and learned to pléy it. Léter,
they got a banjo éna learned to -play it, too.

Willie is the only one of the Tipton brothers who still
performs éctively, éndlhg is proﬁéﬁly the 1eéding old-time musi-
cian éssociéted with the Jamestown area proper; He has pléyed
locally_énd oit WCPT-TV in Crossville with his daﬁghter Jﬁdy
Eacret, who sings coﬁntry and gospel songs: Willie and Judy
appeér on tapes UKM/I6&, URM/I16c, and UKMlléq; recorded Labor
Day, 1979, at Pickett State Park. On UKM/IGQ, Willie performs
one' song élone,_playiﬁg the guitar; it is a traditional song
that he calls "Bob Walker," and it is a variant of the song
that Dee Hicks sings as "Bill Stable" (see tépe UKM/IZBjt
Willie Tipton and Jﬁdy Eacret also appeér on UKM/D27, a copy
of a recording of a 1966 ”Vériety Hour" broadcast on WCLG-AM
radio in Jamestown. The tape also features Cotton Tipton and

several other local musicians.

Doyle Jones

Singer—gﬁitérist Doyle Jones (b. 191952 who works for _
WCLC, has had a long écqﬁéintance with the Tipton Fémily; Doyle
is a greét resource because he knows virtﬁélly e%ery musician in
the Fentress County-Wayne County éreé, and he is also an author-
i1ty on the eérly history of the coﬁntry music industry: Like
most locél mﬁsiciéns, Do&le éame from a musical béckgroﬁnd:
His father pléyed the banjo, Doyle is familiar with some of the
traditdional fiddle tﬁnes, but his real love is the popﬁlar
coﬁntry-énd-western music of the 193bfs and 1946fs, the music

that he heard on the radio and on jﬁkeboxes while he was growing
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ﬁp. He and his older brother Brad begén pléying with the Tiptons
in the 193b's, and during the lQSbfsJ Doyle, Willie Tipton, and
two other 1océl.mﬁsiéiaps, R.L. Goodin and the late Sharon Voiles,
peéformed.fdgethér és_the.Jimtown Bo?siét Jemestown's annual

* Chicken Festivél, Bean FeStiQél,-éﬁd on other occasions.

Doyle Jones éppeéfs on three Folklife Stﬁdy tépes, all
copies of tébes from .own personél collection: UKM/D25, recorded
in 1961-with:locél fiddler Harold Stanley, UKM/D26, recorded in
1962 with John Slone, a former resident who n?w lives in Texés,
on fiddle, éqd UKM/D27, the 1966 WCLC "Vériegy Hour" show men-

tioned above,

‘Hérold Stanléy

Harold Sténley (5. 192251 who presently lives near Helena,
just west of Jamestown on Highwéy 52, comes from a distingﬁiéhed
mﬁsicél backgroﬁnd; His gréndfather was a fiddler, and his
father Elmer Stanley and uncle Fred Sténley'were well-known
musicians around the Big South Fork a generation ago. Elmer
Sténley, wholwés boxrn neér Elgin, in Scott éoﬁnty, and later
moved to Fentress, pléyed the fiddle and is credited as ha%ing
been the source of Dick Bﬁrnebt's popﬁlar tune "Sleeping Lulu,"
Fred Sténley, who lived in Steérns, Kentﬁcky, for a number of
years and now lives in Detroit, Michigan, pléyed the bénjo and
guitar and performed and recorded with Bert Layne, Cléyton
McMichen, and the Skillet Lickers in the early 1930's.

Harold Sténley started playing the fiddle when he was 13.
He learned some material from his father and his ﬁnqle, but,
like Doyle Jones and other éspiring yoﬁng musicians of the

period, he also learned songs By popﬁiér artists that he heard
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on'thé rédio,iliké Jimmie Rddgero and tho Carter Fam{fy'- GléY'
ton McMichen's records were an 1mpor€?%thﬁ%fq%g%£32}n Eﬁheand
Doyle begén playing together in.the late 1930's, and "went pro-
_'fessionél“ when they-Begén appearing on WHUB radio in Cookeville
durlng the summer of 1940 As "Red" Stanley, Harold went on to
perform and record with a number of maJor country and bluegrass
performers, 1nclud1ng Bill Monroe and Ralph and Carter Stanley
(no relation to Harold)[ He retlred from playing professionally
in 1964 and now devotes most of his time to ﬁérming, althoﬁgh in
recent years: he has played'on'several gospelaélboms prodﬁced By
Biily Mitchell, a Jamestown preacher and radio eréngelist (see
tape UKM/DQ; side onej; |

Tépe UKM/D2 contains nine fiddle tunes and a long intexr-
view with Harold Stanley, recorded at his home October 11, Q979;
He is also featured on UKM/D25, a copy of a tépe that he and
Doyle Jones made in 1961. Stanley is an exceptionél fiddler
whose style incorporétes elements of old-time hoedown fiddling,
western swing, and even classical ﬁiolin, all acquired from yeérs
of pléying, préctice and contact with a variety of different
flddlers and styles durlng his profeSSLOnal career, His retire-
ment from active playing has been a loss to everyone around the

Big South Fork, and to devotees of old-time and bluegrass music

averywhere,

Elmer Horst

Elmer Hurst, who lives on Highwéy 154 east of Jamestown,
is best known around Fentress and Wayne counties as a sqoare
dancer and sqoare dance caller, but he was also an éccomplished

musician at one time, and represents another local musical family.
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Elmef's féther, Oren Miller Hurst, played the fiddle and Bénjo,
clawhammer style, and his uncle played the Bénjo; too. Elmer

remembers that'his‘féfher played for the Germans at the old

‘Allardt dance hall: - the German waltzes, he séys, were a sight!

Elmer also séyé that Fiddlin' John Cérson, a Georgié fiddler

‘who was one of the first to record commerciélly, lived near

James town for a short period of time, and that his dad played
with him some, too. Elmer himself learned the Banjo and gﬁitér
and had a string-Band who played around Jameétown in the 1920's
and eérly 1936'8; Arthritis prevents him fngm pléying todéy,
but hiszinvoiéement in the lingering sqﬁare dance tradition
makes him an importént figﬁre in the music scene around the Big

South Fork.

Ralph Weaver and Rowe Parker

Ralph Weaver and Rowe Parker have been keeping the tra-
ditional Sétﬁrdéy night musical ”getftogether” éii%e in the
Stockton neighborhood of Fentress Coﬁnty; Weéver, a fiddler,
was born in Uniom Goﬁnty, Tennessee in 1919; his family moved
to Fentress in 1932, His aother pléyed‘the fiddle, and his
féther, the fiddle and bénjo; SO0 Rélph and his two brothers
grew ﬁp in a musical household, They later formed a string
band and played around East Tenmessee,

Rowe Parker also came from an East Tennessee fémily who
migréted to Fentress Coﬁnty; _His pérents originélly came frdm
Claibourne Coﬁnty; Neither one of them were mﬁsiciéns, but |
Rowe and his brother got a gﬁifér as a premium from the Lee
Méﬁﬁféctﬁring Gompény_énd learned to play it. Rowe Parker is

also one of the few dulcimer piayers around the Big South Fork.,
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His family had one that had been made by Rowe's gréndfather,
Daniel Thomas, a preacher and music teacher back in Claibourne
Coﬁnty, and as*chiidfén, Rowe .and his sister, Mrs, Lﬁster'King
of Jamestoﬁn, both learned to pléy h§mns on it. o

. Raiph Weaver and Rowe Parker have pléyed together for
a long time, and still ﬁéke music regﬁiérly, usﬁally e;ery
Séturday niéht at Weaver's homé, with Rowe pléying the bass
fiddle and their sons, Jim Weaver and David and Boyd Pérker,
joining in on gﬁitér and sometimes fiddle-as{well. These ses—
sions usﬁally begin about 8§PM énd-méy run u&til 1 or 2AM, with
a Hozen‘or so friends and family members present, including’
4—6 musicians. The ﬁﬁsic.gets underway after a period.of
sociéliiiugland wéiting for people to arrive. Weaver acts as
leéder, stérting the tune or téking reqﬁests from the players
or others present; The music continﬁes ﬁninterrﬁpted for 1%-2
hoturs, until the musicians break for coffee, refreshments, and
more soéiélizing; This intermission is followed by another
long set of mﬁsic, which dissolves into prolonged léte—night
conversation as the musicians tire and the gﬁgsts grédﬁélly
drift home,

Tépe-UKM/DB is a fecording of a Saturday night get-to—
gether at Rélph Weééer's, made October 13, 1979. It includes
31 fiddle tunes, five of which feature a combination of three
fiddles pléyed by Weaver, his som Jim, and David Parker. Rélph
himself is a good, hard-driving hoedown-style fiddler, with a
repertoife so wide that he rérely has to repeat a tune in the
course of the e%ening, which may include as many as 40 differ-

ent numbers.,
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Arnold Kimbretl

Arnold Kimbrell (E: 19605|of Arméthwéite, a phenomenél
little man and a khoWLedgaBle informant on a ;ériety of topics,
'pro;ed to.be é'good,source of information about the music of
the Big South Fork as well, Arnold plays the fiddle and the
bénjo: He grew up at Mf. Helen and used to pléy around the
neighborhodd with his brother Arthﬁr (now living in Muncie,
Indiénaj‘énd Richard Bow, who was killed in World War I,
Arnold's yoﬁngest brother, Aﬁrlénd, who newsli;es.in Célifornié,
is also a musician. Arnold remembers a 1otFof traditional songs
and old Baptist hymns; On tape UKM/D5 (side onejt recorded
dﬁring September and October, 1979, he pléys "Pretty Polly"
and "The 0ld Time Religion" on the banjo and sings portions of
three other songs: He also relates several stories thét enhance
our knowledge about the music of the region; He recounts a
visit to Dan'l Hicks' piéce: He tells how his féther, Bérry

' 2 homemade

Kimbrell, fashioned and pléyed a "bark whistle,'
flute. He also describes an unusual instrument called a celes-
téphone that he remembers from his yoﬁth. |

One of Arnold's songs, "Déddy, Donft Go to the Mines,"
is interesting because it is one of the few pieces of occﬁpa=
tional folksong collected in the area by the Folklife Stﬁdy.
According to Green <19725a the song is of British origin:
Composed in 1910 by Robert Donnelly and Will Geddes, and
based on a 1907 mining disaster in St. Genéed, South Wélés,
itiéppeéfed in song folios as '"The Dream of the Miner's Child."

It was widely recotded from the 1920's on, and entered folk

tradition.
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Other Musicians

Fentress Coﬁnty'hés an abundance of folk miasicians, many

more than the-Fdlklife'Stﬁdy was able to spend édeqﬁate time

with. Cecil Stewért,'an old friend of Arnold Kimbrell's who

1i;e§ at Mt. Helen, pléyq the Bénjo. Others who were identi-
fied but never contacted include Jerty Norris, a fiddler, bénjo
pléyer,‘and an old acqﬁéintance of Joe Beéty's, who lives in
the Jonesville Gicinity; .John Doss, a siqger-of.old%&ime songs,
who lives on.Highwéy 127 near Péll-Malli _athBelle Jones, a

fiddler who is also the mother of Glen Jones, a coﬁntry—western

singer from .the Jamestown area. Jamestown also has an actively

performing blﬁegrass bénd, the Blﬁeg%éss‘@éspel Quartet, headed:

by Jerry Lowe of Pine Haven.

i

C. Scott and McCreéry Coﬁnﬁies

The sﬁrﬁi;ing folk musicianz in Wéyne and Fentress coun-
ties have Benefi;ted from an éppreciative audience and from the
lingering existence of an indigenoﬁs old-time music “scene“
which is currently experiencing a modest re&iéél, largely because
of Pickett State Park's proéréms highlighting local traditional
music., Thanks to this, to the attention that they have received
from oﬁtsiders like Charles Wolfe, Bobby Fﬁlcher, and others,
and to the presence of knowledgéble local informants such as
Doyle Jones, these musicians have enjoyed a degree of local
%isibility which, for the purposes of the Folklife Study, con-
siderébly reduced the groﬁndwork of making contacts in those

counties, Téking édvéntége of such a wealth of good resources

so close at hénd, we spent considerébly less time documenting
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music in Scott County, Tennessee, and McCreéry County, Kentucky,
aside from the recordings of several gospel-singing groaps'and
»pone Scott County fiddle-player.

However, there 1s no present reason to assume that these areas
_are any less endowed with talented folk performers than their
neighboring counties to the West. Preliminary but producti@e
_inquirieés were made in Scott and McCreary, and there are probébly
good informants left to be discovered there, particﬁlarly in the

less accessable eastern parts of those counties which lie away

from the proposed Recreation Area,. o

1

Fiddler Eldridge "Slim" Smith lives in the hoﬁsing project
on the north end of Oneida. - He was born in Oneida in 1966, and
élthough his father pléyed the bénjo, Slim did not start serioﬁsly
1earn{ng'mﬁsic until he was about 24 yeérs old. His yoﬁnger

" who now live in Atlanta, were

brothers ""Tennessee" and "Smitty,
élready experienced mﬁsiciéns, and went on to achieve a féirly
successful coﬁntfy~énd=western recording career as the Smith Bro-
thers dﬁring the 1930's éndq194b’s: Slim's first tune was "Wink
That Other Eye,' which he learned off the radio from Uncle Jimmy
Thompson, an early fiddler on the Grand-Ole Opry;

Slim e%entﬁally écqﬁired a lérge repertoire of fiddle
tunes from the radio, from records, and from other local fiddlers,
and Begén pléying at sqﬁare dances around the Big South Fork in
the 1930's. He also knew and played with Burnett and Rutherford
when they would pass throﬁgh the area, In 1951, Slim moved to
Monticello, where he lived for 24 years and continued his

acquaintance with them and other Monticello musicians until he

returned to Oneida in 1975;
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Slim Smith is featured on tape UKM/D23, which was record-
ed at his home Febrﬁafy-s, 198b, and contains 35 of his fiddle
tunes. S1lim iS'é';érsatile fiddler with a good technical know-
iedge of the instrument and é_very wide repertoire: He-enjoys
-playing waltzes and hornpipés‘és.well as breakdowns, and he
plays several uniqﬁe pieées, inclﬁding some reminiscent of Irish
fiddle music: Slim continues to learn new material and to experi-
ment and refine his techniqﬁe. On the tape, he introduces a new
tﬁne, "Snowflake," which he séys he heard for;the_first time at

the Grand Ole Opry a few weeks before. He éléo demonstrated a

new technique he is practicing, called "rolling bow action."

'Other Musicians

John Foster, an old-time musician who performed and -
recorded with Burnett and Rutherford in the 192b's, lives at
Rdbbins, Tennessee, b@t was not contacted by the Folklife Stﬁdy.
Other folk musicians in Scott Coﬁnty include Leon Newport, also
of RoBbins, and Noble Smith, a Banjo=picker from Oneida, Scott
Coﬁnty also has several égtively performing Biuegréss musicians,
including Larry and Mark Hé;cock and Morris Shannon, who appeér
on tape‘UKM/Iﬁc;

McCreéry County also has its share of musiocal télent,
inclﬁding Ed ByEee, a bass fiddle player who travelled with
Burnett and Rﬁtherford and who now lives at Steérné. He 1is
featured on tépe UKM/IGC as pért of an impromptﬁ blﬁegrass band
who performed at Pickett State Park on Labor Day, 1979.

The-Sprédlins.of Bell Farm were a musical family of local

renown. Oren Sprédlin, the retired postméster of Bell Farm, is
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a good fiddler as well as a 1i;e1y storyteller, He used to play

with Clyde Troxell yeérs égo: Oren's sister Rettie (now deceasedj.

pléyed the Banjo, ofgéﬁj and other instruments. She and Oren can

be heard on several tépes recorded 5y the McCreéry Goﬁnty Libréry:
Other traditional musicians in McCreéry County include

Naomi Murphey, Andrew Meédows, Roy Anderson, Red Parsons, énd.

Elmer Shoopman:
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SECTION III., <CONCLUSION: OLD-TIME MUSIC
IN THE BIG SOUTH FORK TODAY,

The-matefiél présented here has been an effort at docu-
. menting tﬁe folk music culture of the Big South Fork regionm,

as it was obser;ed and experienced between July, 1979, and
March, l986,-énd as it was depicted to have been in pre@ioﬁs
years by the local informéﬁts who contributed to this research.
Dﬁring the nine months' involvement with mény;of the sﬁrining
old-time musicians of the area, it became é@fdent that this
part of the iocal folk heritage hés,reéched a crucial point

in its existence; ‘Even though the various musical traditions
that have been described here have fallen into discontinuity,
they have not yet been forgotten completely, and althoﬁgh their
future éppéérs endéngered under the present circumsﬁénces, they
could still be revived and sustained with only a moderate amount
of interest and effort,

The basic problem is one that is common to areas to the
local folklife other th;n mﬁsic, and it also extends far beyond
the Big South Fork geogrépﬁically, because it is characteristic
of what has been occﬁrringrto traditional regional American cul-
ture in generél. As folk heritége is progressively sﬁperceded
by popﬁlar cultﬁre, by the beliefs, Qélﬁes, creative forms, and
behavior promoted By the mass communication and entertainment
indﬁstries, she folk elements lose their pléce in peoples’ lives,
fall into-disﬁse, and e%entﬁélly become forgotten: Popﬁlar cul-
ture con@eys certain values that are essential to its consumer-

market nature but have nothing to do with artistic merit, Among
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these are the principle of planned obsolescence, the premiums
éssigned to iﬁno%ation_énd fashion, and the éttéched assﬁmption
that outmoded ijects cease to be valid. This ethic has gi&en
rise to what has Bésicélly become é throwaway "pop" culture,

with a canon of taste centered on items that emerge with a
deliBerétely célcﬁlated'longevitx like the new record album
that insténtly becomes outdated with the artist's next releésq
that éétﬁally sﬁggestg the antithesis to enduring folk tradition.

The survival of a cultural tradition depends on several
féctors; énd_the first of these 1is how sﬁcceésfﬁlly it can be
transmitted to subseqﬁent generétions; Among the yoﬁnger-resi—
dents of the Big South Fork region, there seems to be a generél
hesitancy to identify with the local folk heritage (since nobody
wants to be regérded as old—féshioned)l and some doubt about its
immediate relevance. Attiﬁﬁdes rénge from total rejection to a
benign appreciétion that falls short of the determination to at
le;st preser@e and retain some of the elements of the folk cul-
tﬁre, if not éctﬁally embrécing the heritage itself,

Music is still a trédition among most of the region's
musidal families, but the music being pléyed today is not the
séme; The offspring of mény of the local performers described
in this report play, but they play the sorts of music that are
cﬁrrently popﬁlér, such as rock, coﬁntry, or blﬁegréss; There
are exceptions, howe%er, that indicate that some traditional
continuity is still occﬁrring at the local level., For example,
there aie the Sharp Fémily, who are trying to keep a long—sténd—
ing fémily heritége éii%e; Joe Simpson, who has undertaken to

learn some of the banjo tunes played by his second cousin Clyde
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Troxell; and the sons of Rélph Weaver and Rowe Pérker, who are
interested in 1eérnidg_the fiddle and some of their fathevs'
music. - .

On. the other hand, the Big South Fork's folk music has
begﬁn to attract the interest of enthusiasts from outside the
region: Dee and Delta Hicks, of coﬁrse, have gained national
recognition'from preser%étibnistfin_this country and in Canada,
and judging fvom the responses that they recgi;e, unofficial
'tépes of some of their performances have ciréﬁlated as distantly
as Great Bri;éin and Australia. There are éiready two record
élbums availablé that feature musicians froﬁ'the Monticello éreé,
and in the near fﬁture, County Records, a small compéﬁy based in
Virginia that caters to old-time music lo@ers, pléns to release
a series of albums compiled from local material that Bobby Ful-
cher has recorded, Besides Fulcher's ﬁﬁpérélleled involvement
with musicians in Fentress and Wéyne counties, contributions
toward the longevity of this music have also been made by Ray
Allen, another Teunessee Park Service employee who worked at
Pickett State Pérk, and Michael DeFosche, a young fiddler from
neérby Gainesboro, Tennessee, who has been leérning some of
Fiddlin' John Sharp's repertoire from surviving members of his
family;

Continuity is important, but context and community are
) necessary Lo .
also = A to the survival of folk heritage. When traditional
institutions lose their place in peoples' liQes, or even when
the impoftént elements are remo%ed from their cultural context,

much of the surrounding structure disintegrates as well, As

this report will hopefully conﬁey, music, in the énthropologicél
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. - the -
sense, entails much more than simplyfmusic itself, and involves

a whole complex of éésociéted %élﬁes and Behé@ior pétterns. As
a cultural system, the:old-time music of the Big South Fork has
fallen intﬁ disrepair, but its essential components are still
present. The traditional mﬁsic_fdrms have been édged out of
their original context, but they have not yet faded away com-
pletely; cdmpetent performers and é willing audience still

exist, but what generally seems to be 1écking is a focal point,

i
!

a pléce in the cultural milieu where this céé all be brought

back together. -
Over the ﬁast few yeérs, Pickett Stété P;rk has insti-

tuted a Gery successful pﬁogrém that demonstrates that it is

not too late to restore and sustain some of the local folk music

heritage; Pickett's activities include informal performances

by local singers-and musicians dﬁring the summer pérk season,

and an all-day old-time music festival thét occﬁrs on Labor Day

' a:nd fe a: tures pe r formers f fci&tprleasysinagndt gq aay %er ecdooumnitniéenst 1y local

audience (see tapes UKM/I2a and b, UKM/I5, UKM/I6a~d). When

our fieldwork closed in March, 198@, there was also a move under-

way to Begin holding squére dances there on a regulér basis. |
The festivél, or "01d Timers' Déy,” evolved out of the

traditional Shérp Family Reunion, and resulted lérgely from the

efforts of Bobby Fﬁlcher, who spent the summers of 1976 and 1977

as resident naturalist at Pickett and has remained in close con=

tact with the area since then. It has stimulated good effects

in a reléti%ely short time by gi%ing performers an éppreciative

audience and an outlet for their talents. Besides_entertéinment;

it offers older residents a chance to socialize with one another,
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and ybﬁng-people and visttors an opportﬁnity to hear and experi-
ence the traditional music of the region; If only for one day
out of the year, “Lébb: Day" has created a viable context and
commﬁnity-for the sﬁrvi@ing elements (6] the local folk music
culture, It has Beéome something of an annual reunion for this
commﬁnity, attrécting natives who no longer live there; it has
pro@en to Be‘fﬁn for eieryone, and it is énticipéted for months
in advance. Dﬁring our preliminary, pre-fieldwork inquiries !
around the Big South Fork in Méy, 1979, the ﬂblklife Study was
continﬁélly ad;ised that if we wanted to heé€ some good old-time é
mﬁsic, to Be sure to be on hand for "Labor Déy" at Pickett. i
This is neither the time or the pléce to explore the

functions of music in its cultural context, nor to argue the

merits of preser@ing local folk heritége; It is sufficient to

say that Picket has served a very beneficial pﬁfpose and created _!
an enriching facet to the preéent—déy cultural experience in

this area of the Big South Fork. It has proven that given a

proper place, the old-time music can sﬁr%ive, at least as long
as there are people who still play it, énd that it can attract
a regional and potentially lérger aﬁdience, mény of whon are
willing to travel reasonable distances from the sﬂrroﬁnding
counties to pérticipate. Most encourégingly, Pickett's progrém
has demonstrated that it can stimulate yoﬁng peoples' interest
and in%ol%ement, which is cleérly_eﬁidenced By the teenagers
and children who take part in the dancing; and the ones like
Daniel Owens of Jamestown (see tépe UKM/I6B).who are reédy to
get ﬁp and sing traditional songs; |

With the proper attention, the old-time music of the Big
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South Fork could add a ﬁniqﬁe, entertaining, and informative
dimension to the de;elopment of the proposed National River and
Recreation: Area. This:folk music heritage is a very rich but
steédily diminishing.cﬁltﬁrél resource that is still capéble of
Being renewed and méintéined, énd it is an endowment thét, like
the region's natural Beéﬁty and challenging recreational advan-
tages, has demonstrated éppeél to individuals from outside -
the immediate area.

The Big South Fork affords an excelleﬁf opportﬁnity for
further docﬁmentary work with tréditioné; mﬁéic. The music
contained in the Folklife Stﬁdy tépes is onl? a sémple of the
kinds of material théf presently eiist; there are still a -
number of potential informants who remain to be contacted, as
well as areas like Scott and McCreary counties that have not
yet received édeqﬁate attention, either pre%ioﬁsly or from this
sEﬁdy;_ Because of the growing populérity and interest in old-
time mﬁsic, this continued activity has potentiél commercial
as well as archival value,

An intérpretive progféﬁ focﬁsing on local musical tradi-
tions, on the order of what Piﬁkett has ﬁndertéken, would also
enhance the pérk design; Such a plén, which could include
exhibits, demonstrétions, music by local performers, and folk
dancing, would harmonize well with and serve to highlight the
park's intended folklife theme, b& inviting a type of pérticiﬁ
patory experience not offered by other asbects of the regional
folk herifége; énd.hy'opening;éthef creative outlets -for local
talent. Since these would bésicélly be small-scale presenté—

tions, they could eésily take advantége of the available facil-
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ities at several of the proposed de;elopment-éréés, such as the
1odges-or campgroﬁnds.. Actiﬁities of this né%ﬁre woﬁld'éppeal
to outsiders as well as residents of the éreé, benefiting local
pﬁblic relations éndfﬁro;idipg an additional attraction for
visitors. Incorporéted into an ongoing cultural resource
manégement progrém, they would extend the park's function By
helping to preser;e the remé{ning Ggstiges of the Big South

Fork's musical heritage, and by creating an environment that

'

will insure their continued survival. :
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