





pressive culture of the people with fieldnotes, photographs,
sound recordings, video recordings, and architectural draw-
ings. This documentation joins the permanent collection of
the Library of Congress and is being shared with the staft of
the Blue Ridge Parkway, who will use it as a research base to
develop interpretive materials and presentations for visitors.

The region has a population of slightly over 80,000 people;
it is predominantly rural and predominantly white, though a
number of well-entrenched black communities play their part
in defining the culture. The rural church is a common sight,
and in most cases the church is named after a local place or
geographical feature. Most of the rural churches are Baptist:
Primitive Baptist, Missionary Baptist, Union Baptist, New
Covenant Baptist, Regular Baptist, and Independent Baptist.
There are a sprinkling of Methodist, Presbyterian. and Pente-
costal churches as well, and a number of Churches of the
Brethren, formerly called German Baptist Brethren and nick-
named “Dunkards.” Though Southern Baptists comprise the
largest Protestant denomination across the nation in general.
in the central Blue Ridge they are outnumbered three or four
to one by other Baptists—especially Independent and Primi-
tive Baptists. Primitive Baptist churches are especially numer-
ous in southwestern Virginia, with over twenty-two in the
stucly area alone. In an article published in Carolina Dwell-
ing which describes her work in the 1970s, Eliza Davidson
listed sixty-five churches representing eighteen denomina-
tions in rural Alleghany County —one active church for each
140 citizens. The national average is one church for every 690
people. :

In many ways, the rural church acts as a force for the pres-
ervation of older traditions. In black churches, congregations
routinely sing without songbooks of any kind; in Primitive
Baptist churches, congregations sing without piano or organ,
using books that have only the words to songs. Because many
of the Blue Ridge churches are small (around fifty members),
participation in the service by individual members is high;
services are not structured for a passive “audience.” People
offer spontaneous testimony and deliver prayers. using rhe-
torical patterns and expressions they have picked up from
older members. Though some preachers have attended semi-
naries, aimost every one admits to patterning his or her
preaching style from some older mentor. Often the church
building itself is the prime physical symbol of a community’s
existence, and church history is invariably closely tied to comn-
munity history. Church-centered activities such as creek bap-
tisms, “dinner on the ground,” and gospel singing are in some
cases the only remaining activities the community shares.

The rural black communities sprinkled along the central
Blue Ridge form a cohesive and distinctive part of the region’s
traditional culture. Their members are prosperous, articulate,
and for generations have been part of the fabric of life in the
region. Patterns of rural life seem very similar for both blacks
and whites, but a closer inspection reveals some key differ-

ences. Many Blue Ridge residents have travelled to West
Virginia for some portion of their lives to earn money in the
coal mines or on the railroad, but our conversations left us
with the impression that more blacks than whites have made
this trek. There may be differences in craft styles, like a great-
er preference among blacks for “strip” quilts, but—as the se-
lections on this album indicate (L69 A2 and A4) —the differ-
ences in styles of worship are more pronounced. There is
greater inclination toward forming a continuum of sermon,
testimony, and song than in relatively more compartmental-
ized white services. But Leonard Bryan's account of his con-
version (L70 B4), recorded in his home, is similar in manner
and substance to accounts collected from whites.

Members of two churches at a baptism on Carson Creek, Alleghany County,
North Carolina; a recording of the event can be heard on L69 B2,

Gospel singing is an especially thriving tradition in the cen-
tral Blue Ridge and is perhaps the most self-conscious form of
religious expression. Many residents make a clear distinction
between “‘church singing,” which refers to singing during a
service, and “gospel singing,” which refers to small-group
singing outside the regular service or as “special music” within
the service. Most of the gospel singing—and a lot of the
church singing—comes, directly or indirectly, from shape-
note songbooks published by R. E. Winsett, Stamps-Baxter,
James D. Vaughan, and others. These books use a seven-
shape note system which became popular after the Civil War
in the South and especially in Virginia, where it was promoted
by Aldine S. Kieffer at his influential singing school in the
Shenandoah Valley. The system is distinct from the four-
shape system used by Sacred Harp singers. By the 1920s a
number of songbook publishing companies had sprung up
throughout the South, each publishing one or two books a
year, usually in inexpensive paperback formats. Each book
















particular song or instrumental performance. There was
nothing casual about the telling of any of these stories, nor
any hesitation about making them public.

While few of these personal experience accounts exhibit
horizontal variation, where the same basic story is told by sev-
eral different people, many narratives are similar in underly-
ing structure and purpose. Some residents of the area are
aware of these similiarities. One commented, “These older
mountain folk—they don’t feel like they've got religion until
they’'ve had a vision.”

The narratives themselves have a distinct structure. They
generally describe the narrator’s entry from the concrete, ev-
eryday world into a mystical state of elevated consciousness
and revelation, and his subsequent return and reintegration
into ordinary life. Often they begin with the narrator evoking
a graphic picture of the concrete reality of his physical envi-
ronment: Edgar Cassell describes his garden and his drive to
the Floyd County courthouse (L70 B3), Florence Cheek de-
scribes her tobacco barn (L70 B2), Leonard Bryan describes
the fields and woods near his house (L70 B4), and Harrison
Caudle carefully pictures his bedroom on a certain evening
(L70 B5), and hearing a car stop nearby. The next stage of the
experience is what Victor Turner has defined as “liminality,”
a moment “in and out of time,” where the individual is de-
tached from the existing social structure. In his paper “Ritual
and Sacred Narratives in the Blue Ridge Mountains,” Patrick
B. Mullen has commented that “the liminal phase itself as de-
scribed in conversion stories is characterized by disorienta-
tion, visions, and emotional release.” In many cases, the phys-
ical world so carefully evoked by the narrators vanishes, often
in bright light; the narrators lose sense of time and place until
they “come to.” Thus Edgar Cassell does not recall seeing a
thing on the long drive into Roanoke; Quincy Higgins re-
members little about the sermon he preaches; Leonard Bryan
doesn’t realize he has been shouting all over the meeting
house; Florence Cheek has difficulty articulating her return
to the normal world. This latter trait in part also exemplifies
the kind of emotional release felt by subjects. Edgar Cassell
got tears in his eyes so big he couldn’t see to drive, and
Leonard Bryan “cried and prayed all night.”

Few of the performers on this album are full-time profes-
stonals, and few would choose the word “artist” to describe
themselves. Their art is integrated into the fabric of daily life,
and they do not think of it as something apart. One of the
goals of this collection has been to survey the region’s diverse
modes of religious expression through representative rather
than exclusively virtuoso pertormances, to offer a sample of
grassroots expression that a visitor to the Blue Ridge today
might expect to find. Some of these performances may con-
tain more artistry than others and some may reflect a greater
sense of tradition, but all reflect the beauty and depth of a
strong regional culture and the heartfelt aspirations of a
proud and independent people.
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conservative practices, and they joined
other black churches in the new Progres-
sive Primitive Baptist denomination. By
1907 the church had started a Sunday
school and about 1930 added an organ
and a piano to accompany congregational
singing. During the time these recordings
were made, the members were con-
structing a new church building—their
older brick structure had burned a few
years before —and they were meeting
temporarily in the basement of their still
incomplete building.

The performance heard here begins
with the testimony of a member of the
congregation; she begins reciting a pas-
sage from Psalm 100 and then explaining
what the passage means to her. Her
statement that Satan is always “there to
tear down” apparently strikes a respon-
sive chord with some other member of
the congregation, and triggers the selec-
tion of the song, “Satan, Your Kingdom
Must*Come Down,” with its refrain “tear
your kingdom down.” The sermon was
delivered somewhat later in the same
service.

“Satan, Your Kingdom Must Come
Down” seldom appears in printed collec-
tions but has been recorded several times
in the Blue Ridge area. Blind Joe Tag-
gart, an itinerant black gospel singer and
travelling evangelist very popular in
southwest Virginia, recorded a commer-
cial version of the song in 1931. Over
thirty years later, white singer Frank
Proffitt, from Reese, North Carolina,
about sixty miles to the southwest of the
Sparta area, recorded two versions of the
song he had learned at a rural black
church near his home. As recently as
1963 a version was collected from a black
man in his mid-seventies living at Sugar
Grove, North Carolina. These recordings
suggest that at one time the song, or a
variant of it, was reasonably well known
among rural black communities of the
Blue Ridge. The “minor” scale used in
this performance (actually a scale where
the third degree is sometimes major,
sometimes minor) contrasts markedly
with the normal major scales used in most
gospel and modern church songs.

The Reverend James Strickland, the
regular preacher at the Clarks Creek
church, lives in Mt. Airy, the nearest large
town. The text of his sermon excerpt is a
description of Philip’s journey to Samaria
and his encounter with the sorcerer
Simon, as found in Acts 8:9-25. His ser-
mon includes an accurate and impas-
sioned paraphrase of that passage. As
important as the text, though, is the
manner in which Reverend Strickland
“chants” his sermon with a highly skilled
and effective metrical regularity.

Bruce Rosenberg, in The Art of the
American Folk Preacher, describes the tech-
nique many preachers use in delivering
an oral, improvised sermon, and his de-
scription fits Reverend Strickland’s per-
formance.

Usually the sermons begin with a
reading of Scripture and the
preacher follows the Bible’s punctua-
tion. But these sermons are an-
tiphonal in nature, and soon the au-
dience’s response—so active and co-
gently felt—actually delineates each
line, each formula. Metrics govern.
To punctuate the “beat” the congre-
gation shouts “Amen,” “Oh yes,” “Oh
Lord,” “that’s all right,” etc. Most of
the time there is no doubt about the
end of a phrase: the congregation
clearly makes it known. Or else the
preacher himself punctuates his lines
with a gasp for breath that is usually
so consistent it can be timed metri-
cally. (p. 38)

Reverend Strickland, in this excerpt from
a much longer sermon, punctuates his
lines through the use of the rhythmic
marker “‘uh.” The transcription of
Strickland’s sermon is printed with line
divisions based on his performance,
rather than following the normal conven-
tions for written prose. As the transcrip-
tion suggests, Reverend Strickland pre-
fers relatively short lines of three or four
syllables; as he builds momentum in his
sermon, his short lines become even
shorter, and for a time are reduced to
lines of two syllables. The congregation
also interjects comments at the end of al-

most every line, one member occasionally
strikes a tambourine, and Reverend
Strickland himself sometimes ornaments
line endings with a rise in vocal inflection
and emphasizes key words and phrases by

~ the device of repetition.

Rosenberg suggests that such chanted
sermons represent an “ideal conflation of
the prose sermon and the spiritual”; if
this is so, then one might readily extend
the idea to the entire service of the tradi-
tional rural church. One might easily de-
fine the whole service in terms of a single
dynamic performance with different ele-
ments (song, prayer, testimony, sermon)
located at different distances along an
axis extending from music to the spoken
word. In such a schematic, one would
probably find that rural churches, and
black churches, would have more ele-
ments located toward the musical end of
the axis than most modern white Protes-
tant churches.

SATAN, YOUR KINGDOM MUST COME
DOWN

Selected Variants: Recordings :

Blind Joe Taggart. “Satan Your Kingdom
Must Come Down.” Grafton, Wis.:
Paramount, 1930. Paramount 13094.

Dave Thompson. “Satan, Your Kingdom
Must Come Down. Sugar
Grove, N.C.: field recording by Lee
B. Hagerty and Henry Felt for Folk
Legacy Records, 1963. AFS 14,027
Al4.

Frank Proffitt. “Satan, Your Kingdom
Must Come Down.” Reese, N.C.: Folk
Legacy, 1964. The Frank Proffitt
Memorial Album, FSA 36.

. “Satan, Your Kingdom Must
Come Down.” Vilas, N.C.: field re-
cording by John Cohen, 1965. High
Atmosphere, Rounder 0028.

Second St. Paul Missionary Baptist
Church Choir. “Satan, We're Gonna
Tear Your Kingdom Down.” Colum-
bus County, N.C.: field recording by
Glenn Hinson, 1979. Eight-Hand Sets
and Holy Steps, Crossroads C-101.
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writer Thomas Ken but is sung to an un-
usual melody.

Throughout the singing one can detect
individual stylistic traits characteristic of
unaccompanied singing in the Blue
Ridge, such as the use of ornamentation
and (especially in Elder Pruitt’s singing)
“feathering,” an upward glide at the end
of a phrase. Each of the performances
heard here, including the “Doxology,”
also uses a pentatonic scale, at least in the
lead parts. (Some of the harmony and
part singing on “When the Redeemed
Are Gathering In” adds a sixth tone.) In
fact, a case could be made for classifying
Elder Pruitt’s chanted prayer as a quasi-
musical performance using the same
pentatonic scale. Such similarities under-
score the integrity of the Laurel Glenn
service and suggest that the body of
songs, prayers, and sermons that com-
prise the rural church service might be
much more musically unified than casual
inspection would indicate.

“When the Redeemed Are Gathering
In” was written in 1911 by Rev. Johnson
Oatman, Jr. (words) and Texan W.H.
Dutton (music). This song was popu-
larized primarily by. the publisher A.]J.
Showalter. Reverend Oatman was a pro-
lific writer of hymns in his day, though
“When the Redeemed” seems to have
been his most popular piece, enjoying
over sixteen printings through two dec-
ades. Oatman’s biography is outlined in
William Reynolds’s Hymns of Our Faith.
Showalter, a product of the Shenandoah
Valley singing school tradition, founded a
highly successful songbook publishing
company in Dalton, Georgia, in 1884, and
conducted singing schools in several
southern states. The Laurel Glenn con-
gregation sang this song from the
Stamps-Baxter book. J.R. Baxter was one
of Showalter’s pupils. The song was often
played by the Red Fox Chasers, a famous
old-time string band from the same
neighborhood as the Laurel Glenn
church, who recorded a version in 1928.
Galax singer Ernest Stoneman also re-
corded a version in 1926.

According to hymn scholar Leonard
Ellinwood, “How Happy Are They” was

composed in 1749 by Charles Wesley
(1707-1788), the English Methodist
preacher and hymn writer whose brother
John is known as the founder of
Methodism. The song, which sometimes
appears under the title “How Happy Are
They Who the Savior Obey” or “How
Happy Are They Who Their Savior
Obey,” was first printed in America in the
Methodist Pocket Hymn Book. It is still well
known in northern churches, appearing
in the twentieth-century Methodist, Lu-
theran, and Anglican hymnals. Texts
have been circulating through the Lloyd
and Goble Primitive Baptist songbooks
for about one hundred years and have
helped to keep the song alive in rural
Baptist churches throughout the South.
“Must Jesus Bear the Cross Alone” is a

composite song with a complex history.
The initial stanza seems to be a rewriting
of a quatrain in the English poet Thomas
Shepherd’s Penitential Cries (1693) which
originally read:

Shall Simon bear the Cross alone,

And other Saints be free?

Each Saint of thine shall find his own,

And there is one for me.
According to Reynolds’s Hymns of Our
Faith, the second stanza has been traced
to a missionary collection published at
Norwich, England, about 1810. In 1844,
George N. Allen combined these two
stanzas with the third, wrote a tune called
“Maitland” for the lyrics, and published
the results in The Oberlin Social and Sab-
bath School Hymn Book; 1 have been unable
to examine a copy of this book. This col-
lection was reasonably popular in its day,
but the inclusion of the tune in the 1855
Plymouth Collection of Hymns assured it an
enduring place in America. The
Plymouth collection was edited by the
nascent abolitionist Henry Ward Beecher,
then an immensely popular preacher, and
the tune was titled “Cross and Crown.”

In the first half of the twentieth cen-

tury, the song appeared in at least
twenty-seven hymnals of all faiths, mak-
ing it a staple in American church sing-
ing. Today the song can be found in

sources as diverse as the Primitive Baptist

The Old School Hymnal collections and the

Reverend J. Bazzell Mull’'s paperback
songbooks sold through his popular radio
program, “Mull’s Singing Convention.” A
parallel performance of this piece, also
lined out, was recorded in the 1960s by
Elder Walter Evans from Sparta, just a
few miles from the Laurel Glenn church.
The recording by Ernest Stoneman shares
two verses with this performance and
adds a different refrain.

“Jesus Is Coming Soon” was composed
by the Dayton, Tennessee, song publisher
and song writer Robert E. Winsett in the
early days of World War II and first ap-
peared in a 1942 Winsett paperback
shape-note songbook. The first stanza of
the song makes rather explicit topical ref-
erences to the war, a relatively rare
phenomenon in a modern gospel song.
The references do not seem to bother the
people of the area (one singer saw them
as “more relevant than ever”). The song is
a ‘genuine regional favorite. The Glory-
land Seekers, a young group from nearby
Ennice, have recorded the song on a cus-
tom record album, as have the
Lamplighters quartet from nearby Galax.
The Easter Brothers, popular bluegrass
and television entertainers in the region,
included it on one of their first LPs. More
widely known recorded versions include
those by the Chuck Wagon Gang and
other modern, professional groups.

WHEN THE REDEEMED
GATHERING IN

ARE

Present Text

Morris, Homer F.; Stamps. Virgil O.;
Baxter, J.R.; and Combs, W.W.,
comps. Favorite Songs and Hymns.
Dallas: Stamps-Baxter Music and
Printing Co., 1939, p. 159.

Selected Variants: Print

Showalter, A.]. et al, comps. The New Re-
vival Glory. Dalton, Ga.: The A.].
Showalter Co., 1912, p. 148.

Selected Variants: Recordings

Brown’s Ferry Four. “When the Re-
deemed Are Gathering In.” Cincin-
nati: King Recording Co., 1952. King
1209. .
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